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SONGS FAVORED BY
EMINENT ARTISTS OF
RADIO, TELEVISION AND
THE CONCERT STAGE

At Dawning

Balloons
The Bell-man
Blue Are Her Eyes

Bon Jour Ma Belle

Down Through the Valley

(131-41001)
A Dream

Dreams of Yesterday

Forgotten
Goin' Home

Hand In Hand
If God Left Only You
If There Be Ecstasy

Cadman

Harris
Forsyth
Watts

Behrend
Young
Bartlett

Dunlap

Cowles
Dvorak-Fisher

Klemm
Densmore

Shaw

in A Friendy Sort of WayBlack

qu‘y Moon

Edwards

Little Song (131-41007) Shaw

May, the Maiden

Carpenter

My Lover Is a Fisherman Strick/and

The Open Road

Oriental Song
Pirate Dreams
The Ragged Piper
Song of the Open

Stresa

The Time for Making
Songs Has Come

Within A Dream

Stickles

Michelet
Huerter
Thomas

La Forge
Watts

Rogers
Loughtorough

High Ab—Medium Gb—
Lower Medium F—Low E

High or Medium A Minor .

High G—Medium Eb

High Fz Minor—Medium

D Minor

High E—Medium D
tow C

Medium C

High Ab—Medium F—
Medium Low E—Low Db

Medium Eb

High Ab—Medium F—

Low Eb

High Eb—Medium Db—

Low C

Medium F

High F—Medium Eb
High F

Medium F

High Db—Medium Bb
Medium F

High F—Low D

High Bb—Low G

High G Minor—Medium

F Minor

Medium D Minor
High Ab—Medium Gb
Low C

High E—Medium D—
Low C

High Eb

High Eb—Medium Db
Medium C
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THE NINETEENTH aunual festival of
works by conten porary American com-
posers, conducted by the Eastman School
of Music, was held at Rochester, New
York, May 5 to 12, The festival con-
sisted off six programs, conducted by
Howard Hanson. Among the new works
presented were two operis: “Don’t We
AIL” by Burrill Phillips. and “In the
Nume of Culture.” by Alberto Binthoni.
Othier compositions given their first per-
fornimce were Suite from “The War-
rior,” by Bernard Rogers; a ballet, “The
Shooting of Dan McGrew,” by Fugene
Kurtz:  Second  Quartet, by William
Brandt: and “Jon Jacob Niles Suite,”
by Weldon Hart.

EUGENE ORMANDY,
music director and con-
ductor of the world-
fumed Philadelphia Or-
chestra,  received  the
honorary degree ol Doc-
tor of Letters from Tem-
ple University at a con-

-

vocation on May 12
This honor, received EUGENE
just the day belore Dr. ORMANDY

Ormandy and the orchestra sailed for
Englind, was given in recognition of his
outstanding contribution to the advance-
ment of the mus cal and cultural life of
Philadelphia and the natioir.

ROBIN HOOD DELL in Philadelphia
will open its 1919 scison on June 27,
with prospects bright for a more success-
[ul season than ever belore in its history.
With an entirely new cabinet of ofhcers
and directors. an increase of interest on
the part of the Friends ol the Dell, and
an appropriationr of fifty thousand dol-
lars [rom City Council for the repair of
the Dell, plus a series of star-studded
progranis, the prospects  are indeed
bright for a most oustanding scason.
The Dell Orehestra will be directed in
turn by Leonard Bernstein, Viadimir
Golschmann,  William  Steinberg,  and
Alexander Milsberg. The opening con-
cert on June 27 will present Helen Trau-
hel and Lauritz Mecelchior in a concert-
ized version of “Tristan and Isolde,””
conducted by Teonard Bernsteing and
subscequent programs will feature Na-
than Milstein and Gregor Piatigorsky;
James Melton and Dorothy Sarnofl; Isaac
Stern and William Kapell: Oscar Levant
Jan Pecrce and  Patrice Munsel: and
Fleanor Steber and Leonard Warren.

THE FIFTY-SIXTH
ANNUAL FESTIVAL
Z o.[ the pnivcrsily Mu-
sical Society of the Uni-
versity of Michigan was
held at Ann Arbor May
4-8 with The Philadel-
phia Orchestra, con-
g ducted by Eugene Or-
Pla mandy, again taking a
TASSINARI pmmincnt part. In ad-
dition, The University Choral Union,
‘Thor Johnson, conductor; and The TFes-
tival Youth Chaorus. Marguerite Tood.
conductor, presented  concerts. Alexan
der ilsherg. associate conductor of The
Philadelphia Orchestra. directed one ol
the concerts. Soloists included Pia Tas
sinari - and  Shirley Russell, sopranos:
Gladys Swarthout, mezzo-soprano; Tann
Williams, contralto; Set Svanholm and
Tlarold Haugh, tenors: Martial Singher,
baritone; Erica Morini, violinist; Gregor
Piatigorsky, ’cellist; and Benno Moisei-
witsch, pianist.

JUNE, 1949

7

v

>

TIHE GOETIIE bicentennial convoca-
tion and music festival to be held at
Aspen, Colorado, June 27 to July 16 in
commemoration of the two-hundredth
auniversury of the birth of the great Ger-
man poet and philosopher, will be di-
vided into two nearly identical ten-day
sessions; this it order to double the over-
all attendance. The list of speakers will
be headed by Dr. Albert Schweitzer,
world-famed Bach specialist and medical
missionary. The nusical programs witl
he provided by the Minnecapolis Sym-
phony Orchestra, conducted by Dmitri
Mitropoulos: and the tollowing soloists:
Artur  Rubinstein,  Nuathan  Milstein,
Lrica Morini, Gregor Piatigorsky, Dor-
othy Maynor, Herta Glaz, Mack Ilar-
rell, and the duo-piano team of Vronsky
and Babin.

THE EDINBURGH TInternational Fes-
tival of Music and Drama to be pre-
sented from August 21 to September 11
proniiscs to be the most successful in
its history. According to latest reports,
the demand for tickets is ten per cent
above last year, and thirty-eight per cent
above the 1947 festival.

LORNE MUNROE, ’cellist of Philadcl-
phia, a pupil of Gregor Piatigorsky, was
the winner of the auditions held recently
by the Walter W. Naumberg Musical
Foundation. Miss Munroe will be the
only artist presented .in a début recital
next season under the auspices of the
Foundation.

THE GOLDMAN BAND will open on
June 17 the thirty-sccond season of [ree
summer concerts in the parks of New
York City. Given by the Guggenheim
Foundation in memory of Florence and
Daniel Guggenheim, the concerts will
featwre a number of compaositions writ-
ten especially for band. The opening
concert will feature the world premicere
of six new compositions, including a
“Suite of Old American Dances” by
Robert Russell Bennett; these to be con-
ducted by the composer. Other com-
posers represented on the first program
will be Virgil Thomson, Nicholas Mias-
kovsky, Edwin Franko Goldman, Aaron
Coplnd, Perey Fletcher. Ralph Vaughan-
Williams, and John Philip Sousa.

JEAN GEIS, pianist, of Cincinnati, and
William Watkins, organist, of Washing-
ton, D. C., are the winners of the one-
thowand dollar awards in the 1949
Young Artists Contest of the National
Federation of Music Clubs. Miss Geis,
horn in West Virginia, was educated in
music in Springficld, Iinois, and later

at the Cincinnati College of Music. She
is now a pupil of Mmec. Rosina Lhévinne.
Mr. Watkins is organist at the New York
Avenue Preshyterian Church in Wash-
ington, D. C. Ile is a graduate of Pca-
body Couservatory of Music in Balti-
more, where he was a pupil of Virgil
Fox.

LUCILLE ROTIIMAN, a pupil of Mic-
cyslav Horzowki, is the winner of the
1949 Leschetizky Piano Contest held in
New York on April 9. Miss Rothman
becomes the first winner in this conzest,
as none was chosen in the contests of
1947 or 1918.

PHILIP WARNER, instructor in com-
position in the Northwestern University
School of Music, is the winner of the
first prize in the twelfth annual nation-
wide song competition sponsored by the
Chicago Singing Tcachers’ Guild. Mr.
Kimball's winning song is Hurdy-Gurdy,
for which he received the W. WL kim-
ball prize of one hundred dollars, to-
gether with a guarantce of publication
by Carl Fischer, Inc. Mr. Warner, who
has served as staff pianist ol Station
\WCFL for seventeen years, has been ac-
companist for Richard Crooks. Giadys
Swarthout, and Lauritz Melchior.

THE BOARD OF CHRISTIAN EDU-
CATION of the Presbyterian Church,
U. S, \.. will sponsor a series of summer
choir schools during the present scason.
They will be held in various sections of
the country, and cach school will be con-
ducted on a college campus. The com-
plete schiedule follows: June 6-17. John-
son C. Smith University, Charlotte,
North Carolina: June 27 to July 8, Alli-
son-Jumes School, Santa Te. New Mex-
ico: July 11-22, Lafayette School, Faston,
Pennsylvania: July 25 to August 6, Woo-
ster school, Wooster, Ohio. Information
mav be sccured by writing to Mr. Price
W. Gwynn, Jr.. Director of Leadership
Education. 1105 Witherspoon Building,
Philadelphia 7, Pa.

THE ST. LOUIS SYMPHONY OR-
CHESTRA will next year celebrate its
scventicth anniversary, and in recogni-
tion of this important historical cvent
Viadimir Golschman. for the past eight-
cen years conductor of the orchestra. is
planning fitting activities. Highlighting
the observance will be a four-weck tour
in February and March 1950, which for
the first time in the orchestra’s history
will include the East. Concerts arc sched-
uled for Boston and New York. Mr.
Golschman hapes to commission works
from the leading composers of this coun-
try and abroad to commemorate the
event.

HOWARD MITCH- T A
ELL, for the past two |
years associate conduc-
tor of the Natiomal Sym-
phony Orchestra. Wash-

ington, D. C., has been 7}
appointed conductor, to
succeed Tlans Kindler,
founder and musical di-
rector, who resigned, ef- FIO AR
fective at the close of MITCHELL
the past scason. Mr. Mitchell recetved
his training at Peabody Conscervatory
and at L'he Curtis Institute ol Music.
Like his distinguished predecessor, Mr.
Mitchell began his carcer as a ‘cellist,
and for fourteen vears was principal
‘cellist ¢f the organization of which he
now is conductor.

WILLIAM GRANT STILLS opcera,
“The Troubled Istand,” had its world
premiére on April 1 when it was given
by the New York City Opera Company,
conducted by Laszlo Halasz Principals
in the cast of characters included Marie
Powers, Rosalind Nadell, Helena Bliss,
Robert Weede, Richard Charles, and
Arthur Newman.

CHARLES MUNCH and Ernest Bour
will be the conductors at the Strasbourg
Festival, which opens on June 9 with
a performance of Liszt’s Grauer Mass,
to be sung in Strashourg Cathedral.

SIGMUND SPAETH in the New York
Times has made a survey ol popular
music since 1908 in order to sclect the
ten most popular picces. Tle finds that
they arce Sweet _tdeline, by Harry Arm-
strong: School Days, by Gus FEdwards;
Shine On, Harvest Moon, by Nora Bayes
and Jack Norworth: Let Me Call You
Sweetheart. by Leo Friedman; Down by
the Old Mill Stream, by ‘Tell ‘Taylor;
I Want a Givl Just Like the Girl That
Married Dear Old Dad, by Harry von
Tilzer; Saint Lewis Blues, by W. C.
Handy: Smiles, by Lec S. Roberts; Star
Dust, by Tloagy Carmichacl; and God
Bless America, Iry Irving Berlin.

RADIO CORPORATION OF AMER-
ICA has besun work on a new manu-
facturing center tor the mass production
of 16-inch direct-view metal  picture
tubes for television at Marion, Indiana.
The ReA Tube Department is con-
structing this rew plant to mect the
needs of the boo ning television industry,
which has been described as already two
years ahead of the most optimistic post-
war predictions.

DR. WILLIAM
CHURCHILL HADM-
MOND. beloved  pro-
fessor cmeritus ol music
at Mount lolyoke Col-
lege, and [for sixty-four
years organist of the
Second  Congregational
Church of Iolyake, died
suddenlv in his home
town on April 16, Dr.
Hammond was actively engaged in the
profession he loved so dearly to the very
end. At noon on Good Friday he played
a scrvice, and late in the afternoon con-
ducted a rehearsal in preparation for
his Easter services. He was stricken on
Saturdav morning and passed away al-
most immediately. Dr. Hammond was
a pionecer organist and choral director,
whose influence over many years has

{Continued on Page 386)

DR. WiILLIAM
C. HAMMOND
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THE COVER FOR JUNE, 1949

Whiteman Views Television

In this issue, Mr. Paul Whiteman gives
the considered opinion of one of the
most experienced. and active minds in
the field of all broadcasting upon the
subject of television. Our cover shows
Mr. Whiteman in his home with Mrs.
Whiteman and their very charming
diaughter, Margo, viewing a late Philco
television model. Margo now shares with
her father the Teen-Age television broad-
casts on Saturday nights which are ex-
pected to have very great importance in
providing that kind of natural and nor-
nud entertainment for youth, thus avert-
ing some of the dangers of juvenile de-
linquency.

PIANO CAMP FOR BOYS AND GIRLS
Study ond ploy this summer ot Cope Cod
Supervised Recreotion
Individuol piono instruction
Write for FREE information to

MR. STANLEY SPRENGER
252 Van Pelt St. Phila. 3, Pa. LOcust 7-4531

PIANO
TUNING

Skilled professional service costs nothing ex-
tra. See your phone book for local members
or write to address below.

Send 3¢ stamp for pamphlets
Piano Care & Moth Prevention

American Society

OF PIANO TECHNICIANS
1022 W. GARFIELD AVE. MILWAUKEE 5

PIANISTS

Quickly Improve Your—

® Technique

® Sight Reading

® Memarizing

® Accuracy

® Pedalling

® Chard Recagnition
® Interpretatians

Write today for FREE Booklet showing how you
may greatly improve your technique ond sight-
reading skills, develop interpretive insight ond
improve other phoses of your ploying. Broadwell
Study Series is.in use by fomous teochers, noted
pianists and students throughout the United
States and in 32 foreign cauntries . ., . Exclusive
methods; Mentol-musculor Co-ordinotion Exer-
cises; new study approaches, eliminote woste
proctica effort . . . bring quick dramotic im-.
provement results,

Write far FREE booklet

BROADWELL STUDIOS

Covina, Californla

Mail Coupon

BROADWELL STUDIOS, Dept. 89-E
Covina, Calif.

" Pleose send Free Baoklet '‘Technique’ and de-
toils on how | may imprave my ploying.

r—
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JULY ETUDE

Brings Outstanding
Midsummer Features

For thousands of students summer
music study at camps is one of the
busiest and most delightful seasons
of the year. Music camps will be
covered in the leading editorial in

ETUDE for July.

ENESCO ON BUILDING
MUSICIANSHIP

Georges Enesco, towering Rouman-
ian master composer and violin vir-
tuoso, gives ETUDE his valuable
practical advice "Building
Musicianship."

upon

"I WANT TO COPYRIGHT
MY COMPOSITION"

The last word upon the details of
how to get a copyright is told
in ETUDE in an article by Richard
S. MacCartney, head of the Copy-
right Division of the Library of
Congress.

THE CHARMS OF THE OPERETTA

Dr. Frank Black, distinguished con-
ductor of N.B.C. and AB.C., dis-
cusses this intriguing subject in fas-
cinating mannrer.

PROBLEMS OF THE YOUNG
PIANIST

Paulina Carter, whose pianistic
broadcasts have captivated radio
audiences everywhere, presents fresh
and original ideas that piano stu-
dents will read with keen delight.

NOTED VIOLIN TEACHER GIVES
PRACTICAL ADVICE

lvan Galamian, teacher of violin
at Curtis Institute in Philadelphia
and at the Juilliard School of Music.
in New York, who has a distin-
guished European background as a
virtuoso and a pedagog, has given
ETUDE new and realistic artistic
ideas on modern methods.

SCHUBERT MASTER LESSONS

Dr. Guy Maier, with his accustomed
skill and clarity, has prepared Mas-
ter Lessons on Schubert's "Let Me
Dream" and "Under the Linden”
for the July ETUDE. These relative-
ly simple compositions are given the
same careful exposition that he
would give to a great sonata.

ETUDE




What Wi?l Television Do for Music?

TUDE in July of 193t presented
leading editorial upon television. At
that time about one person in (en

million of che world’s population  had
cver seen television. Te is still rare, as far
as the world as a whole is concermed, but
it is advancing upon us now with the cer-
tainty of sunrise. Most folks still have only
the sketchiest idea ol the potentiality of
this {abulous scientific miracle that by 1950
will bring delight to untold millions, and
in a way revolutionize our lives from many
different standpoints.

Shortly after the publication of our first
television editorial cighteen years ago, the
Editor was fortunate in arranging with the
officers of one ol the grea pionceers in the
television industry (the Phileo Corporationy
to have a laboratory receiving sct placed
in his home lor observation and study. We
have also been in contact with officials ol
RCA, General Electric, Farnsworth, Du-
Mont, and other firms, who have kept us
continually in touch with the devetopments
in this aston’shing invention. In addition,
in the carlicr davs ol television we pre
sented many musical educational programs
over telecasting stations in Philadelphia
and New Yoik, fiding out cortain elemen-
tal facts that were hiutle known at that time.

The demand for television is growing so T
huge that it cannot fail to affeet @ fivse all
luxiy  enterprises and many other busi
nesses as well, all of them fighting for their
part in the American dollar. It will not be
cnough to stagger our national cconomic
cquilil)rinm but it will unquestionably be
felt in some degree by evervbody's pocketbook.
the advent of lhc nu()nmlnl(,, the
hold appliances. But
greater speed.

We are continually asked by an interested and sometimes anxious
public what cflect television (’1 cambination of pictures and lnqmn(v
Modulation sound) may have upon musical eduocation, the mu-ic indus-
try, radio, motion pictures, and the American scene in general. Far be
it from us 1o pose as a prophet in the case ol any such giant infani as
the television industry. There are far too many unprediciable angles,
Broadway raconmtcurs remember one of the famous uproarious musical
reviews, m which the noted comedians, Weber and Fields, found tlem-
selves in a scene i the high Alps with a rampageous St. Bernard og.
The canvas mountains rose up in to the flies, from which the acors
and the dog climbed down to the stage. The great David Wartield
appeared upon the scene in the role of a peddler. The dog chased the
poor peddler back and forth across the stage until Warfield was ex-
hausted. Weber and Fields yelled ar him, “Vat's de matter? You
shouldn’t be afraid of dot dog. Dot dog don’t bite.” Warficld, gasping
for breath, seplicd, “You know :he dog don’t bite. 7 know the dog
don’t bite. But deces the dog know?”

The press is filled with a great variety ob predictions about television,
but—"The dog don’t knoew,” and all we can do is to guess.

TIis has been called the Atontic Age. We like to think of it as the
age ol television, an era which, with the vooperation ol the radio and
the press, through the most marvelous of all mcans of communication
yet devised, may at some time in the world of tomorrow bring the
thouglus and ideals of all people into harmonicus understanding,
which, after all, is the only kind ol peace worth considering.

Television is ot new. It is the evolution of a great many scientific
discoveries, beginning with selenium, the magic light-sensivve metal

Baran [ons Jafab B

This was the ease with
-adio, and the rush lor electric house-
America always recovers and goes ahcad a1 even

* (The Farnsworth Radwo and Televiion Corperation claims that Phila T. Farns-
worth. a prownent Mormon borm in Utalt, was tae maker of the first practical tele-
vision receiver in 19:2y.)
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HE DISCOVERER OF SELENIUM

erxéling (1779-1848 ). Swedish chem-
ist, discovered the fabulons element, seleninm. withont
whick tcevision wonld have been impossible.

which was fitst isolated in 1817 by the Swed-
ish chiemist. Baron Berzélins, Then followed
important discoveris in which many in-
ventors participated. Bakewell, May, Carey,
Edison (who established the Edison Effect
in 1883), the Germau scientist Paul Nipkow
(who in 188 patenied a rotating scanning
disc with holes for viewing and reproducing
the image), the French inventors Fournier
and Rignaux (who Tist transmitted a mov-
ing image over wire in 1go0), the American
inventor Dr. Lee de Forest (whose fanous
invention in 1906 ol a vacuum tube ampli-
fier with grid, plae, and filament made
modern television possible), Campbell and
Swinton (who apphed the cathode ray tube
of Crooks for televirion in 19o7), Knudson
(the fivst ta broadaast a drawing by radio
in 190g), Baird and Jenkinsg (who in 116
transmitted the first silhoucttes), Dr. Viadi-
mir K. Zworvkin, then of Westinghouse
and now of RCA (who in 192y ]ml(mul
the Teonoseope, forcrumer of the method
of all-clectronic transmission now  used
throughout the world). On November 18
1949, Dr. Zworvkin demonstrated an all
clectronic  television  receiver  using  the
Iconoscope or pictare tube, which he de-
veloped.

General Electric elaims that the first pub-
lic demonstration of television was made
in the home of its engincer, Dr. E. F. W,
Alexanderson  in January 1ge8—that  in
May 1930 Gena al Electric projected tele-
vision for the first 1ime upon a seven- {ooi.
screen at Proctor’s Theater in Schenectady.,
New York, and that in August 1928 the
first ousdoor broadcast, the acceptance speech of Governor Alfred E
Smith, was made at Albany. They alse claim that the first televisior
network was put into service January 12, 1930, by General Electrie
through station WZXB, wizen New York City television programs were
bml(l(.lsl to \lbany, Schenectady, and Throy.

In 1928, RCA established a television Jaboratory in New York City
in collaboration with the Westinghouse Electiic Company. Inasmucl
as soumd wransference by radio is @ part of wlevision, the labors of
\l:m()ni Armstrong, and other inventors in the fickd have a great place

1 ihe d(\(‘]n])mcnt ol this modern marvel.

‘The huge television race wis on, and many inventors, including Philo
T. I ]ll\\\()llh * Allen B. Du Mont, David Grimes, David B. Smllh

{. Bingley of Philco, and John L. Baird of ln"l.m(l began one of
th most exciting, intensive, and expensive series of 1(s(.u(hcs ever
known in private enterprise in any couniry. Radio and television
demanded  the prmn()li(m  ability of giamus of the industry such
as Davikd Smnofl, Larry . Gubb, A, B. Du Mont, John Ballentyne,
Willizan S, Paley, Sayvre Ramsdell, Niks Trammell, William Balder-
sto, Jumes H. Carmine, John F. Gilligan, and scores ol others, belore
the receivers could he mamketed and the huge organization of broad-
casting could be built. Uniold millions ol doll s m\(sl(d by the Amer-
ican ])U)plc and the labor of thousands ol tnen and women, have
brought l(lo\ ision to its present amazing cfliciency.

lhmc ‘in the know” tell us that \\hllc there will be some improve
ments in the present type of television receiva, the receivers now on
the market are so highly developed that there is 1o reason lor delaying
])ur(hnu with the expectation that far finer receivers will be manu-
factured in the next few years. Ihty tell us that any improvements will
come through methods ol trunsmission and in better programs trans
mitted.

After all, television, like radio, telegraph, and telephone, is actually
a condnit—a pipe for soend; and in the cas ol television, for the:
additional video message. The present grear problems facing  tele-
vision are: (Continued on Page 342)
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Rhythm Puts Life Into Music

by Chester Barris

ITAT makes a great pianists interpretations
convincing to the fistener? What was the magic
that Treans Liszt possessed when he carried
Paris by storm? Why was it that when Paderewski
plaved a Beethoven sonata he did it with a kind ol
musical understanding that was unlorgettable. where
as. an ordinary pianist might play the sime sonata
and leave the audience cold and indifterent? In gen
cral terns. one can say that the artist coordinates all
the technical means ol interpretation in expressing
the musical idea, while the ordinary plaver. or stu
dent. is apt to coordinate only two of them. or even
become so interested in just one that he s not aware
that the others which he ignores are nullifying the
cliect he is trying to make.
The various means of expression may be divided
into three fundamental kinds:

the
all

L. Tempo., *“Tempo™ refers to maintaining
speed. aceeleration. or retardation. and to
the infinite combinations of these in rubatos.

2. Volume. “Volume™ refers to maintaining the
amount of tone. or to the changes involved in
making crescendos, diminuendos, and accents.

8. Touch. “Touch™ refers to lecato. non-legato,
and staccato in their varyving degrees of definite-
ness. and also to the use of the pedal in its mani-
fold variations ol blending tones.

The artist studies to make all these means combine
in cvery phrase to produce the mood. feeling, and
style which he thinks the composer intended or the
music demands, The student who does not consider

or grasp the mood of the music and the nweans for

CHESTER BARRIS

Faculty Member, Ohio Wesleyan University

projecting it is apt to follow blindly some single in-
dicated mark of expression. and henee play uncon-
vincingly. He does not grasp the emotional intention
and coordinate the other means ol expression for
communicating that feeling,

Rhythm a Major Asset

It has been said that “a pianist is known by his
rhvthins,” Anvone who has heard the dynamic. rhyth-
me. .\(-nsili\'il:\' ot Viadimir Horowitz will nnderstand
at once what is meant by this. Paderewski's mnazing
rubato in his perlormance ol Chopin’s Revolutionary
Study is an outstanding example ol artistic distinction
in the use ol this means ol projecting o mood. T is
truc that the stature of o pianist can be measured by
hiv rhythms, because the piano. being a percussion
instriment. nikes the rhiythims of the music obvious.
An intelligent player makes an asset of this by using
his rhythms with positive effect. 1o intensify the mood
ol the music. Yet it seems to be true that most piano
students do not use this fine opportunity to make
th-ir interpretations convinding. ‘They seldom  use
mirvthing but variations in volume, and sometimes
toach. but rhvthim—alimost their major means—is io-
nered. Thus, a great deal of the time it contradicts
or neatralizes the feeling they are tryving 1o expres
by the other means.

The normal use ol the human voice in expressing
criotion s fundinmental guide to the manner ol
conrdinating tempo and voluine in piano music to
express similar feclings. Suppose we decide that a
certain phrase. marked “crescendo.” s intended by
the composer to express inereasing intensity ol feel
ing. In order to make this convineing, the player muast
. play as an actor would speak —hold hack

in tempo to the right degree. as he makes
the crescendo. possibly with a snggestion
ol non-legaio. Tlow dilterent this is from
the superficial student. who will see the
crescendo and imcrease the tone without
considering the reason Tor it, and there
fore play steadilv. minimizing the dra-
matic cticet, or else accelerate and make
it exciting, rather than intense. On the
other hand. tiking the opposite situa-
ton. wheve a diminuendo is indicated—
does this e o cnergy. sup-
pressed exdtement. or a certain inereas-
g tenderness of sentiment? ‘The tempo
selected can make the phrase into am
one ol these. X continuous refard, paral
leling the diminuendo. will give a sense
ol dving cnergy: an inerease in tempo
will give a sense ol suppressed excite
ment: while the tvpe ol rubato which
lingers on - important notes will give a
lecling ol sentiment. Al these corres
pord to the spoken word when such
cmotions are expressed,

I'he composer's intention in any pas
sage must be arasped by considering (he
rhythin and note values in connection
with the wmain tanpo and indications ol
volume. In studvine the rhvthm we can
understand its emotional effect by com-
paring it with the actions of individnals
when moved by certain feelings. 1f the
note values arve identical. such as all
cighths or quarters, the vitality is less
than il there s vaviety in them, simph
because variety in i person’s actions al-
wiys shows more vitality than continua
tion of the same action. An individual
who has more “strings to his bow.”" more
variety of activity, is almost always more

l()\\ ()I

cnergetic than the one who limits himsell to a
single activity—althongh there is the exception of
the one who concentrates his energy on a single goal.
A more exact illustration is that of the person with
a lot ol nervous evergy who “fidgets.” and who has
variety ol action. in contrast to the calm person who
stays quict and relaxed, Variety indicates more en
ergy than monotony. Of course this variety or monot
ony ol note values has to be considered in rebation
to the basic tempo and volume of tone indicated.
The case ol the apparent accent in o musical figure
in relation to the normal accent is another clement
ol rhythn to be considered in judging the composer’s
intention. Let us examine the three following patterns:

Ex.1
wd Nl N
§3 c\ J\J |-\ )J ”

(c) C\J Oh I O'\J Oh “

Il we play these on the ptano in a broken chord ac-
companiment to a melody with cqual note vidues such
as the sccond phrase of Yankee Doodle, as shown
m x. 2

Ex.2

TR T

it will he obvious that cach is more lively than the
preceding one. (¢) being the most Lively, Tt is casy
to say that (b)) and (¢) sound more lively becanse
they are syncopated. (¢) being more definitely so, but
we night then ask why this fact canses an increase
in vitality,

In the answer to this question we can find out why
music is recognized as a ouniversal limsuage, lor w.
sce that the muosical expression of emotion is related
to our actions and chavacters as individuals, Tn these
maeasnres ol two short notes and a long note we find
that, il played with no dynamic accents. the long note
will always stand out. or sound as if accented. becase
of its greater fength, Tn (s this apparent aceent coin
cides with the normal vhythmic accent on count
“One” ol cach measure. Tn (b) it comes in an unusual
place. count “Two.” In (¢) it comes in o still more
unusual place. in hetween counts “One” and “Two.”
To condude the illustration we mist now consider
another way in which people show cnergy. The tvpe
ol action which takes the least mental encrey with
most people is that which simply Tollows the crowd.
Fo do something unusual takes energy. at least of
thought. in proportion to its originality. There is a
Kind ol mvstic inner energy swhich muast mark the
plaving ol all pianists who have won lor themselyvos
wide public accliim. For instance, when vou listene:d
to Rachmaninofl. who was never ostentatious in his
pianistic manner. you became conscions of this en-
crgy. One of the reasons for this is clearly shown in
the rhvths illustiated above. "T'he one farthest from
the ordinary. (¢). gives the impression of the greatest
liveliness. "The most ordinary one. (a). sounds the
least enerectic,

\s was pointed out carlier in this article, this
aspect ol musical composition must be considered in
relation to the hasic tempo and volume of tone in
deciding how to interpret any passage. I the passag>
is indicated 10 he plived very slowly and soltly and
ver has a rhyvthmical partern similar 1o example (o).
it might indicate that the composer felt it should not
sound completely titeless but should have o certain
underlying vitality. Conversely. il a passage is written
Al in notes of the same value and the marks indicat
aloud volume and Tast tempo, these wonld outweigh
the time valies and give it o brilliant  cCharacter,
though not as much so as il there were rhvthmic
varicty—such as in- the third movement  (the march
scherroy ol “Uehaikovsky's Pathé¢tique Symphony or
the climaxes of his Romeo and Julict Overture,

b order to make music live, the plaver must rec
ognize it as a form ol speech and. on the piitno
especially, be conscious of the varions rhvthms ol
cmotional speech so that his use of dyvnamics will
be convincing. Good clocution is the first stepin
interpretation,

ETUDI
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has already expanded the vision of man over

theusand mile areas, and will evemually, in all
probability, be carried to the ends of the carth. In
fact, through motion picture films flown to the tele-
casting stations it zctadly very ncarly wccomolishes
this miracdle now. The wedding of Princess Elizabeth
was scen in Americanr homes on the nisht after its
occurrence in London.

Television has already altered the cultural, eduoca-
tional, and entertainment outlonk of millions of peo-
ple. Tt has brought to the fireside performances of
the greatest orchestras, concert artists, and even of
complete opera {ram the Metrapolitan QOpera House
in New York. It has presented the foremost actors in
the world’s outstazding dramas. Tt has ziven us in-
numerable lectures, debates, forums, and discussions
in which famous men and noted university author-
ities have participated. It gives us a look in on dis-
tinguished scientists at work in their laboratories. It
has brought ncarly cvery type of sporting event nearer
to the viewers than thev have ever been in the arena
and in the athletic field. It has exhibited almost every
known type of entertainment, irom the classic ballet
to knockabout bunlesque acts.

Is it any wonder that so marvelous an invention is
staggering the world? The fine television receivers
upon the market already represent years of rescarch
and scores of millions of dollars of investment. Yet
the manufacturers krow that it will be some time
hefore the industry can show a profit. The music, or
as it is technically called, the “audio” in a television
sct is all FM (that is, Frequency Modulation), the
finest form of radio reception. The recdivers pur-
chasable now will be adequate for home and school
=ise for vears to come. Many excellent shows are now
provided, but thut & the branch of development
which must show the most improvement. in order that
the general average may be brought up.

B I YELFVISION is the windew to the universe, Tt

The Television Personality

There are radical functional differences between
the radin personality and the television performer.
As radio’s primary appeal is to the car, there are
hundreds of acts that have made fine radio material
which could not passibly attract notice on the stage.
In fact, of all the radio acts, there are cnly a few
that would stand up over the footlights. Occasionally
an artist has appearcd who has all three personal-
itics—radio, stage, and television. Jean Bargy, daugh-
ter of my pianist and arranger, has all three, and
therefore has exceptional possibilities.

At first it was thought that television would be
effective only at night. Gimbel Brothers in Philadel-
phia made some experiments which contradicted this.
They put on a davlight commercial showing an clec-
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t The New World of Television

A Conference with

Paul Whiteman

Vice President, in Charge of Music, American Broadcasting Co.

Member, Advisory Board, Philco Corporation

by James Francis Cooke

The sensational and unabating success of Paul
Whiteman in many musical ficlds throngh long
years, and now in lelevision, is due largely to
three factors: Iis early and ¢ xcellent training in
the music of the masters; his adaptation of his
skill and knowledge of scrious rusic to music
of & lighter type, simpley musie, which won him
the title of “T'he King of juzz": his scorn of eon-
ventions, and his keen business insight into the
normal huwman musical demands e this and in
other countries for music of a peculiazly attrac-
tive kind ia his chosen [i?ld. To these gifts
shouid cevtainly be added Lis uncanny udgn-ent
in the selection of composers and peiforniers
with distinctive ndividuality. It was 1Whiteman
who discovered George Geyshwin, who, with the
collaboration of the orchestral gonius of Ferde
Grofé, prodnced one of the most conshicuoasly
successful musical triumphs of tl.c past twenly-
five years.

Mr. Whiteman was born in Denver, €olorvado,
where is father, Wilberforce James 1 hiteman,
has been superintendent of music in the public
schoels for coer halj a century. The elder 1White-
man, a pioreey in school orchestras, cnee gave
a pesformance in Denzer with seven hundred
and fifty playeis and two thowsand in the chovus,
which was attended by an audience ot thirteen
thousand. The gate receipts cnabled the schools
10 bay needed additional vave instuments and
keep them in vepaiv. Mr. Whiten-an says that if
1 ports ave to be trusted, his fathier can go on
lo the end of time.

Paul, thercefoic. was brought up in an atmos-
pheve of music. At fivst his instiament was the
violin, but becanse good viola players were tare
in orchestras, he later look up that instrument
and joined the Denuver Sympliony  OQirchestra,

then condncted by Raefallo Cavallo. For a time
he played with the Russian Symphony Orchestra
under Modest Alischuler, and finally became a
membey of the San Francisco Symphony. whose
conductoy at that tine was Alfred Hertz, e thus
obtained an intensice and comprehensive knowl-
edge of the symphonic vepectoire, When he de-
vised his own colovful organization he borrowed
classical instrumentation and adapted it to addi-
tional newer instriments, making a iype  of
“name band” which has influenced musical Iis-
tory in a vemarkable way. si:mulating Awevican
composers to venture into new fields. My, White-
man’s crganizalion was one of the first “name
bands” 1o pay high salavies for “top talent.” Ilis
best players vecerved as high as six hundred
dollars a week (thiviy thowsand dollars a year).
At one time he had over forr hundred men play-
tng in crehestvas in the United States, England.
Franee, Cuba, and Mexico.
After an exciting experience as a kind of super
disc jockey, he decided to investigate the vast
potentialities of television and inaugurated the
television sevies, “The Teen-Age Club,” which
made ar nmmediate und sensational siuccess when
first telecast on Ap=il second in Philadelphia.
In this interview he deserihes his objectives in
his new work, which he expects will have a wide-
spread cffect in overcoming ywoenile rI(’linr/lu'nry.
My, Whiteman still goes upon occasional highly
profitable tonrs despite his important positions
as Vice President in Charge of Music of the
Amevican Broadceasting Comnpany and as 6 mem-
bev of ihe Advisory Board of the Phileo Tele-
viston and Radio Corporation. Mr. 1Whiteman’s
ensuing remarks arve of imiport alike to music
lovers, teachers, and students everywhere.
—Ep1Tor’s NOTE,

tric iron, and ladies’ blouscs, and the response was
astonishing. 1t indicated that while housckeepers were
washing dishes or attending to other houschold dutices
they were also watching the television. In fact, the
respense to all television advertising has been star-
tling. Although television broadcasting is far more
expensive to present than radio, T believe that the
commneercial returns will be far greater.

Now will the American public mcet television? The
average family has a budget for entertaining. 1t may
not be a written budget, but Dad knows dirn well in
tl:e back of his head what it takes to run things—how
much he can afford to give out for movics, baseball,
foothall, bowling, the theater, concerts, and so on.
Sonny and Sit line up on Dad and beg for a television
receiver. “Wdll,” says Dad, “if 1 buy one, it will have
to pay for itself belore we can lay cut anything for
the kind of amusement we have been having right
along. And more than that, it must not take time
from your lessons and your iusic. If that is under-
stood Tl get one.” Dad also thinks that if it keeps
tke kids at home it is worth something.

There is no question that television is keeping

thonsands and  thousauds of people who formerly
went out “of an cevenin'” at home. Many men saw
their television first at taverns and bars. Now they
sce the shows at home. and if they are drinking men
they do their drinking at home in the family where
they are likely to drink far Tess. It certainly looks
as though television inight reduce the amount of
drinking.

Its Influence on Music

The imfluence of television upon music and music
study certainly will be very pronounced. There will
be television lessons without doubt. Will they hurt
the teacher’s interests? Certainly not! They will create
a small zrmy of new players and singers. So, teachers,
be ready to meet this coming demand.

It was believed that radio and the talking machine
records would reduce music teaching. There are ten
times as many music pupils noac as there were before
the invention of these wonderful scientific instru-
ments. It is one thing to hear a pupil play over the
air, but an entirely different thing to <ce him do it
over television, T believe that this will lead thousands
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of children to beg lor lessons. There is no advertise-
ment like example. Singers are often exhibitionists.
They see another singer making a success. and the
next day they run out to find a vocal teacher. Tele-
vision ought ultimately to increase the sale of records.
as did radio. People hear somcething they like and
will want to possess it so that they i trn it on
“when they want it

All these inventions are helping to make a new
musical world in America. | have always placed John
Philip Sonsa at the head of all factors in developing
widespread musical interest in America. His [m‘(‘ch_ll
and virile marches drew immense audiences to his
concerts. When they came they heard, probably for
the first time in their lives, the master works of Wag-
ner. Mozart, Beethoven, Tehaikovsky, and Brahs,
Thus hundreds ol thousands ol average people were
unconsciously cducated in better music. Scecond as a
musical missionary T would place the late John
McCormack, This may surprise you, but John also
drew huge crowds who came to hear simple heart
songs. But he also had a rich classical repertoire,
which he sang superbly. and again the public found
that fine music was beautilul music.

The next widespread cultural musical  influence
was the large number ol ordhiestras in movie houses,
many of which were exceptionally fine. Even Fugene
Ormandy as o voung man conducted at the Capitol
Theatre in New York., Again the public found out
that fine music could also be thrillingly beautiful.

Next came the arrangement, for “name bhands.” of
special types ol great masterpicees, Some of - these
have been criticized as “mutlations.”™ or forms ol
“nilding the lilv,” but the public did not regard them
that wav. When we made an arrangement for mv
band of Rinsky-Korsakofl's Song of India the records
sold over two million dises. or two and a hall times
the sales ol the straight records by Mda and Kreisler.

The so-called symphonic jazz has run a long range:
ragtime through baogic-woogic 1o be-bop. Basically
there is not much ditterence mmong all of them. The
rhvthmic idea is very much the siame. and s founded
on’ syncopation. Only the Tabel on the hottle has been
changed, The instraments emploved and the method
ob perlormance vary far more than the music.

Great credit must be given to certain performers
and singers. hey have made a new art of interpre-
tation in vocal music ol the appealing type, Such men
as Richard Crooks, Jolm Charles Thomas, and Bing
Crosby (who sang with mv band for years). contriby
uted a kind of human touch which the public tden-
tifies as sincere and moving, Bing's type of singing
is altogether individual and original. No one can
phrasce like him. He never seems to breathe, yet always
has plenty of breath. His hold upon the public has
been phenomenal. He is o millionitire many times
over. Naturally he is o great television find.

Unlimited Possibilities

It is still hard lor many to realize the potentialities
of television. When the first motion picture shows
were started. o manager of a chain of palatial vaude-
ville houses said. ‘Who is ever going into these old
dumps. filled with undertakers” chairs, with a battered
piano. to look at flickering pictures that pull your
cves out. when he can go into a palatial theater like
Albee's in Brooklyn. with its upholstered seats six
inches thick and its gallery of paintings, and sce a
program of living stars ol the day?” When modern
motion pictures were developed it was possible to
produce dramas and comedies with cffects that far
transcended the theater itsell. This was because the
cost ol transporting huge casts thousands of miles was
wiped out. Actors started to make money beyond
their fondest dreams, and the public saw the show at
half the price of admission to a vaudeville show. Of
course the movie won. and millions in all parts of
the country now see leading actors they never could
have seen otherwise,

One cannot stop the inventions of man. Of course
television does not show the actors lifessize and in
color. but it does show them in a way to which the
imagination has accommodated itsell. The movies at
first showed us human faces magnified to the size of
a horse. But the public accommodated itself to that.
Now. not only dramas and comedies and vaudeville
acts are brought right into the home, but glimpses
of the world at large, as well.
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Television has already evolved many new and orig-
inal forms of presentation. These forms are distiygyve
and difterent from those of the stage. the radiognd
the concert hall. Just as television was commdMicing
to arouse public interest I learned of an opportu-
nity to take part in a work near my home in Rosemont
(New  Jersey). Young folks in a ncighboring town
needed wholesome entertainment of the right tvpe.
and it scemed perfectly obvious that it would be far
better to have than make their own entertainment
themselves than to have it prepared for them, They
were all teen-agers, so we tormed a “ecn-Age Club,”
which becnne known as “Paul Whiteman's "T'een-Age
Club.” "The idea took on wonderfully, and it was such
fun to work with these young folks that 1 soon lound
that it was requiring a lot of my time. I did not real-
ize that 1 was helping 1o develop a natural™ tvpe
of television show. that not only would entertain the
perlormers but could inspire and induce thousands
of young pcople all over the country to resort to clean,
hilarious. and wholesome fun.

Fun for “Teen-Agers”

We met on Saturdays from 7:30 to 11:30 PN T
got together a filteen-picce dance band. T also hrought
down several professional acts from New York to give
the “Teen-Agers™ inspiration for developing their own
talents.

It soon became obvious that it shown on television
the act could lead to the formation of other clubs,
I got together o group of the best talent and began
to build a show. The first unit started Saturday nislt
April 20 at the 108rd Engincers’ National Guard
Armory in Philadelphia. In the audicnee were some
three thousand teen-agers. who assisted in the mass

chorus. T joined with my daughter Margo as a kind
of duo of Master of Ceremonies, The show went on
the wir from nine to ten. to continue for thirteen
weeks. ‘There was a jury panel of boys and girls, and
there were ten acts. The show was partly rehearsed
and partly spontancous. The enthusiasm of the young-
sters knew no bounds. Evervone had a jolly good
time. The show was telecast to sixteen stations on
the Atlantic coast and in the Middle West. Thus
millions of Amcricans joined in the hilarious party,
and the response from the public was enormous. The
show was also photographed in what is called Kine-
scope Transmission. so that it can be shown to mil-
ltons more in the West and South.

T'eachers and social workers are much excited over
this form of providing vouth with these wholesome
jov fests. Tt has been lound that there is no better
wav ol fighting the alanming increase of juvenile de-
linquencey, which has shocked all America. than by
keeping our boys and girls healthfully and busily
cmploved in doing things they like o do. Bands.
orchestras, and choruses in schools have demonstrated
their value to the public. over and over again.

If teen-age clubs are developed in other parts of
America. it is obvious that in homes everywhere youth
will carch the intection and form groups for them-
sclves. This of courses must be regalated. so that it
does not interfere with their school work, Tt will at
least keep many youngsters from the dangers ol cheap
dance halls. "The movement promises already to take
so much ol my time that it reminds me ol a story my
Dad used to tell ol the old colored man who had a
bear by the tail. As he tore down the road he shouted,
“I don’t dare let go, and 1 can't steer him, so | might
as well sit tight and enjoy the ride!”

&

What Will Television Do For Music?

(Continued from Page 339)

1. Developing the technic for the presentation
of supcrior programs,

2. Providing lor the vastly greater expense of
television progrinms compared with radio. by se-
curing the advertising sponsors willing o sustain
sucly greadly increased expenditure,

Astonishing as have been some of the presentations
given. television programs as a whole are stifl in their
intancy. Will television supersede the great syimphonic
and concert progrimms which have made American
radio distinguished throughout the world? Our guess
is that it will not. One orchestra looks very much like
cvery other orchestra. and televising ol great orches-

as, and even great concert p(.‘l'[()l'lll('l& does not offer
the continuous eve appeal demanded by television.

With the stage and the opera we have something
quite difterent. There we have action and continual
chimge ol scene, in which television c¢innot Tail to be
piaramount. The amazing welecast of Verdi's “Otello”
on the opening night ol the Metropolitan season last
becember staggered the imagination of all.

In small chamber music groups the radio will have
the advantage. The listeners will want to hear the
music. and the appearance of the players is incidental.
In fact. at many chamber music concerts one often
sees the audience with closed eves. “drinking in the
music.” Yet. as a novelty, the great presentations ol
the NBCG Orchestra conducted by “Toscamini have
been a real triumph of television, People will want to
sce noted conductors and solo artists. but as a regular
musical dict they will probably prefer o sit back
and dream with their Beethoven, Brahms, Wagner,
Franck. and Debussy on the radio,

Television has an educational significance which is
most exciting, When Dr. Roy Marshall, of the Frank-
lin Institute of Philadelphia. joined the television
camera with the Institute’s large telescope and focused
it upon the moon. he actually brought a wonderful
image of the earth’s largest satellite right into the
homes of thousands of television owners, The experi-
ence was breathtaking. In like fashion. lectures upon
science. art. geography, and all manner ol cultural
subjects lend themselves to television in very practical

and vivid forms. ‘I'he motion picture travel “shorts”
shown are very remarkable and informative,

The problem of television 1o the motion picture
numutacturer amay perhaps be a serious one. When
really fine films come regularly produced on television,
it would seem that nnv who frequently visit the
movies might prefer 1o stav home, Yet the motion pic
ture theater olfers a large sereen, the thrill of techni-
color. and the possibility of showing great divil events
and sporting contests Clifesize™ by television on the
screen. ‘There iy also the American tendency to “spend
an evening out.” which will continue to send many
to the movies,

‘The position ol the radio comedians and entertain-
ers is another matter, Where they have great persoual
video charm or comic interest,” television, it would
seenn. will claim them. Where they do not have this
(and many do not) it would be tar better for them to
be heard and not seen. Vandeville in television has
alrcady proven a sensational success. and has broaght
langhter and entertainment o millions.

AL sports and all the wonderful outdoor doings
that may be brought to television by means of the re-
markable mobile transmitter units now at farge in
many of our cities are “naturals” lor television, NMany
lists and polls of the “pulling power™ of television ad-
vertising have been taken, and it is reported that it
rates well above hoth that Tor the radio and the press.
Some have even ade the rash prediction that tele-
vision will supplant the newspapers at some future
cay. Arthur Tays Sulzberger. publisher of “The New
York "T'imes. however, points out that his paper could
not be televised, Newspapers are primavily instru-
ments for conveving news. while television is a means
of entertainment. There is really no competition be-
tween them, Even if it were possible to televise a news:
paper so that it could be casily read, it is unthinkable
that an audience large enough for this purpose could
be assembled to sit the length of time required to 80
through a lew pages of a newspaper like the Times.

As for television’s possible effect upon musical ed-
cation. we cannot see that it will be anything but
beneficial. This was not the case in the early days ol
radio. At that time, even (Continued on I’Irlge 386)
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The fiftieth annivessary of the death of Johann
Strauss, [r. (“The Waltz King”1is being observed
thes month in the great Austiian “capital of
music.” The celebvation includes a Festival of
Music featuring a Strauss concert by the Vienna
Platharmonic in the Grossermusikvereinsaal, a
formal, city-wide procession to the grave of the
comnposer, a peiformance of the Strauss opera,
“IFledermaus,” and a number of other musical
jestivities, including a spectacular illumination
of the old Gothic City Hall, the great cily foun-
tain, and the Strauss monument. Miss Graves
happy picturization of the life of the gay
“Schani” Strauss seems particularly appropriate
at this time. —Eprior’s NOTE.

an event of farreaching musical significance
took place in okd Vienna. On the afternoon of
©ctober 22, 1907, a distinguishad visitor entered a
suburban oven factory. Bluck-suited and in top hat,
he was closely [ollowed by his servant. also in black.
At once the old gentleman was escorted to a base-
ment room where he scated himiself before a massive
turnace. With a curt nod he greeted the workers as
they rolled in heavy carts filled with dust-laden manu-
scrapts.
fmpulsively the manager, who was directing the
men, approached the white-haired figure. “Surely.
Herr Professor.” his tone was pleading, “you will not
destroy  something  which can never be replaced?
Cvervone knows that Strauss music and Vienna be-
lomg to each other.”
‘You remember our agreemeni. do vou not, Feld-

man?” harshly interpolated the other. “You agreed to

SHOR‘I'I,Y alter the wrn of the present century

%

The Story of “Schani” Strauss

by Norma Ryland Graves

burn this . this waste paper for a price of swo
kronen per hundred kilos. That is all which concerns
vou.” waving him imperiously to the door.

Long alter twilight had come to the outside world.
seventy-two-year-old Eduard Strauss, last survivor of
the great musizal family, watched the manuscripts of
his tather, his two brothers, his own . . . consigned to
the flames. When it was over, he silently left the
room, leaning heavily on his servant’s arm.

Thus in the space of five hours, Eduard Strauss
destroyed nearly a century’s work of his gifted family.
Throughout the decades the perennial freshness of
The Beautiful Blue Danube. Tales from the 1ienna
Woods, Voices of Spring has appealed alike to oldsiers
and teen-agers

Strangely enough, the carefree music of 1he Strausses
was largely composed when bitter quarrels alienated
members of the family, For years Anna Strauss strug-
gled to give her sons the music forbidden by their
tather. Later, Father Strauss fought a five-yemy duel
with Johann, Jr.. for the coveted title, “Waltz King
of Vienna.' Iamily jealousy led Eduard and Josel
to draw up their strunge death pact, the survivor
promising to destroy his brother’s work. For reasons
best known to himself, Eduard subsequemly included
all Tamily manuscripts.

It was during the glittering reign of Emperor
Francis Joseph that the Strausses lived and loved and
made music. Their story centers around Johann, jr.—
Schanerl or “Schani” as he was affectionately called

JoHANN STrAUSs THROUGH HorLywoon EYEs

The masters o] music have made exceptional material for the cinema. Handel, Beethoren. Schu-

bert, Mozari, Tchaikorsky, Chopin, and Johann Stranss have proven most acce plable subjects. Al

thongh ilere kas been much dvamatic and poetic Bcense. theve can be no questioir that tris ha

given goed music much pepular appeal. Here are Fernand Gratet (Jobann Stranss 11) and Milizi
Karjus (Carla Dennery in M.G.M.'s famons production, “The Great Waliz.”
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by so many—and the events of a certain mght. . . .

For days Vienna had been awaiting the long-her-
alded “Soiré¢e Dansante” ol October 15. 1844, " Johann
Strauss (son) will have the honor of conducting his
own orchestra for the first time,” so read the posters,
“and will perform several ot his own compositions.”

The afternoon of the concert roads leading to the
Casino were jammed with carriages and black with
pedestrians. By five o'clock all ball rooms were burst-
ing with milling thousands. Laughing . gesticu-
lating . . . arguing . . . many recalled the time only
two decades previous, when the semor Strauss had
fought Josef Lanner to the last waliz and emerged
as Viemna’s dance king.

Now at the peak of his carcer, handsome Father
Strauss set the [ashions of the day and the hearts of
ladies fluttering as easily as he set down the music
that flowed in unquenchablie stream from his pen.
In spite of unparalleied triumphs at hame and abroad,
he wore his musical crown uncasily, for already he
realized his son’s greater creative talent. In fact. he
had ncarly succeeded in blocking Schani's debut.

A skout and a parting of the aowd announced
Schani Strauss. He l]( aped gracefully te the platforim—
a handsome nineteen-year-okd—poised and  elegant,
with his father’s curly black hair and Hashing smile.
Critically the huge audience settled back to listen.
However, until the last group, both the audience and
the pale young conductor were aware of the verdict:
failure

With a courageous lift of the head. young Strauss
raised his bow. Walizes flowed from his fingertips in
rapid succession. Now mellow with wine . . . now
liliing like the springtime now filled with ro-
mance—they sct pulses racing. feet rapping. Like a
tidal wave, audience enthusiasm rose until Sinngedicht
had to be repeated nineteerr times.

Success at Last

But it was in his final eneore that Schani Strauss
completely captured his aucience, and this with his
fathers most famous waltz, Lovelei-Rheinklinge. At
its conclusion pandemonium broke out. Devoted fol-
lowers carried Schani  triumphantly from room to
room. Women alternately langhed and wept hyster-
ically. In the carly dawn, as w1 exhausted music critie
stumbled home, he penned the prophetic words:
“Good night, Lanner. Good cvening, Father Strauss.
Good morning, Son Strauss.”

Although Schani had won the opening round in
the fatherson ducl the raul test now began. His
opening fling at compositian had consisted of only
lour waltzes, three polkas, and two quadrilles. He
now hound himsclf to a gniling pregram ol steady
compasition to keep abreast of his father. and at the
same fime support his mother, brothers, and sisters,

Schani’s musical ¢ducation, while spasmodic, had
been fairly thorough—his mether hidd seen to that.
“No child of mine shall ever become a musician.”
his {ather had thundered. However, as the boy grew
older. he would steal into I« father’s room after the
latter left for the ¢afé¢ and pluck the violin strings.
Reperted beatings only intensified his passion for
music.

“Never mtind, lielschen,” Iris mother comlorted him.,
“Somchow we will find a way for vour music. We
mnust.’

Scaetly, one of his father's discarded violins was
mended and Herr Amon, first violinist of the Strauss
orchesira and trusted family friend. started Schani's
lessons. There followed showt periads of intensive
insttuction and rvigorous schooling in balliwom de-
portinent. Amon {requently stancing eleven year-old
Schan up in front of 2 mirror to demonstrate plat-
form technique.

When, during the nexit ®antinuel an Page 356)
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Photo by S. Sorine
ALEXANDER GRETCHANINOFF

I find that the best advice 1o students can be

simplificd into three Lactors —gemine native tal-
ent that s strong enongh to withstand all Kinds of
hardships and doscouragements: the widest possible
clucation in musicianship: and plain hard work! The
voung person who has all three and nakes proper
e of them will not go wrong,

My own younz days induded many bitter disap-
pointinents, While [ was still o student at Moscow,
[ wrote o church song. o praver. which a comrade
of mine thou:ht good enoush to show to the diree-
tor ol the choir ot the Kremlin, To my joy. the prayer
was so well reccived that s perlormance was prom
tsed lor a certain service on o certain date, T cannot
deseribe the stete of mv feclines while T owaited Tor
the great day to arvives At st e came, and 1 orose at
six in the mornire to co to the kiemlin and listen
to the service whch would indlude amy own music,
Well, the service advanced, the momen Loy the praver
came. the first notes rolled out—and it ivas not my
pansic? For 2 mo o at it seemed as if the very
of the church had fallen upon me, T was so auoshed,
Heartsore and angryve 1o lele the buaildine, oo hurt
even toinquire what had happenad 1o dhunee the
order of the service. To this dave T don't know why
my munsic wits omitted, Aler aperiod ol disappoint-
ment. though, I lorgot abont it amd wrote more
music!

Rimsky-Korsahofi was o musician o ercat erudi-
tion and o genial, Kindly man, In addition o his tal-
ents as a composer, he had the great gilt ol being
able to impare what he knew—he was a0 wrue teacher.
I think the seeret was that he teated his students
like comrades. He made us Teel that we were all there
together for the one purpose ol serving music, and
that our eftorts had value in thet work, [ have never
[orgotten one amall exiomple of Rimsky's humane and
Kindly teaching wmcthods, One dav I broucht him a
compaosition and he praised it T vas naturally pleased
with his praise. but it still seemed to me that the
work was not @s good as it should have heen, and |
said fraekly o my master that it reminded e of
something of  Borodin, Laughing, Rimsky veplied:
“Muine Bosee what vou mean. Still, s better that
your music should look like something, than like
nothing at ali!”

One of my most treasured recollections is mv meet-
ing with ‘Tehnimvsky, This took place while T was
still o student in Moscow. \H the students had 1o
perform in the Conservatory orchestra and (he prano
students were generallv assioned 1o instruments of
the battery. On this particular occasion. 1 was play-

I N looking back over many vears of musical activity.
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Russian Mastgrs of Yesterday

A Conference with

Alexander G

retchaninoff

World-Renowned Russian-American Composer

by Rose Heylbut

Alexandey Gretehaninoff, who vecently celebrated
wis ciglty-forrth bivthday. is one of the few great
composers Lo win world-wide 1ecognilion durving
fas lifetime. Vigorons and active, Jie iy sti'l husily
clwork, plaving and composing, in lis New York
irone, wheve he settled down (o make his thivd
sart in Ufe. He began Diis notable career in his
rative Russia, wheve e vemained until 1923,
Next hie took up vesidence in Pavis until just
before the Geyman invasion of 1World War 11,
when e came Lo America. Gretehaninofl was
Lovie i Moscow, wheve Iis fawily Jiad recently
rioved  pone Premysle e yewembers visiling
Prewyst. as a boy, and watching lis grandfatler,
a bell-vinger, pull the Tieaoy cords of the great
claovele bells. Both lis pavents looed 1o sing, his
Peddier having a marked pyefevence for yeligions
vonsie. The boy sang in the elnoele elioty and at
leome joined his fathey in vendering the s plendid
ald veligious songs in two-part havmony, Thus,
L daid thie foundations for Iis vast knowledge
of old Russian cliwyel wusie which was latey to
Jorneso tmportant a part of his work. Gretehani-
rofl's fallier owned a - prosperous little: grocery
When the boy was tweloe, s father
lreonght liome a music-bax with which young
Hexander, entranced. amused Tiinosell all day.
Fonging for « guitar, which Jiis Jailior vefused
Lo by Jor liim. the cliidd went without Linieh
for thyee months, in ovder (o sace the thyee
vonbles welich the instriment cost, He did not
coensee a plano until heseas jonsteon. A byoken-
down nstviwment weas bought for his sistey and
the boy" made [riends with it, plaving coery mel-

dore,

ody Jie heavd and teaching himself chioyd styiue-
Love s minsical education besan when his older
Drother mavvied a young lady who taueht th -
prano i Moscow and agreed to eive the olilld
lessons. Though his parents objected 1o a mur-
cal caveer for him, Alexandey deteymined 1o
Jollow the profession of his choice. At seventeen,
he Dad sulficient acadeniic evedits 1o entey the
Moscow Comsereatory, where Iils vecovd at the
cutvance examinations inonediately cavned him
a .\‘r/m[ur.\'//i/). His mothey el ped Iim by selling
mille fyone therr cow. He studied with Kashhin,
Safonofl, and  Advensky, wehich latter master so
discouraced the hoy ‘that he left Moscow and
enteved the Conservoatory in St Petershura, Heve
he won the Beliaefl Prize and studied under
Rimsky-KNorsakofl. In r8ay, st a year after his
graduation. he completed his First Sympliony.
1 was successfully pevformed (1895) undey Rim-
sky's divection. and the young com poser was on
lds wway lo fame. Gretchaninoff  Tas written
u/)r'm.s‘,./)imm works, worls for chambey music,
cliovus, and ovchestva: but his greatest fame, per-
haps. vests wpon lis cloael monsic, Foremost in
this category ave his Thivd Liturey, intended for
lrome 71'1;)‘.\/}1'/), wliicl was first performed in 1918
by Serge Kousseeitzhy, and  his wmonumental
“Missa Qccumenica,” composed  [or four solo
volces, cliovus, ovchestva, and ovean. This zweas
written between 1038 and roy5. and was inspived
by the unicersal weaning of religion. The **Missa
Occumeniea”™ had its first pevformance in 1943,
in Boston, again under KNowssevrishy,

—Ebrror’s Note,

itg the cymbals. The work we were vehearsing
was TLdiikovsky's “Mozartinna™ (Tehaikovshy adored
Mazart and had arranged  this Suite out ol several
nrovements ol Moziet's Larger works), Well we were
rohearsing, and during the intermission. | stood talk-
g tomy teachers As we spoke, Tohaikovsky cime
aaross the room and said something to my teacher,
I stood there transhixed, hardly daring to look ar the
creat v who was mvy idol. My teacher introduced
o to hime and he shook hands vory cordialiy with
e saving, “You have plaved well! And. ol course,
parts suchoas vours muost he plaved by young mu-
sicinns—professionals wouldn't do it hall so well!”
Iwas dizzy with joy, and iy schoolmates joked me
wFout not washing the hand that “Tohaikovsky had
touched!

Another experience T had concerns Gésar Gui—and
it illustrages, T othinke the fact that even recoonized
mnsicians would do well 1o keep up their studies!
Cui. who began as a military engineer, had o« fine
musical sense and a fine education, and he wrote
pany msical eriticisims, AU one time. he published
a small book. or pamphlet, about Russian songs—he
called it “NMelodies Russes™—and in i, he had some-
thing to say abont the sones he considered important.

'World Radio Histo

Looking through it, T found the names of Rach
maninotl and Gretdiminoll tucked away among
group ol most unimportant composers, and nothing
whatever said abont our songs! It was, ol course, a
sreat blow o find wvsell so publicly neglected. Flad
my work heen criticized, no matter how severely, |
should have been grateful to have my shortcomings
pointed out to me: but to he passed over complete-
Iy lull of disappointment and anger, T owent
to see Cui, and 1T took a number of myv songs with
me. Cuio was charming. With some embarrassment.
e acknowledged that he knew nothing of my songs—
had not even seen them!—and had written his hook
simmply on the strength of the songs he did know.
Then he tooked at my songs, praised them, and prom-
iscd to repair his mistake in the nest edition of his
book.

Naturally, in my long carcer, T have scen many
changes in music, My personal feeling is that the
so-called “modern music™ is no longer so strong as
it was some years ago—even Prokofieff is writing much
more simply—and T think that this is a good thine.
What is happening, [ think. is that music is com-
pleting o cvele and returning to sounder, saner values,
Our carliest music was (Continued on Page 389)
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Our Country is Hungry for Good Music

ITEN Iauritz Melchior. the Mesropolitan's
» Wmlund tenor. who concertizes with two char-

tered phines and a thirtv-five-picce orchestra,
stopped off to sing ar Oakland, California. it was not
anlike dreus day. Twenty-five ex-Flying Tigers roared
ut to escort the Mdchior party to the ¢ty gaves: a
Dbroadcast in mid-air announced 1o an expectant pop-
ulace the approach of the air fleet: a parade, headed
by the mavor and the bowing enrissary of :ona, began
on his arrival. Then the climax—a concert. Of course,
it was a sell-out.

For the past three years, concert artists have been
having a ficld day in America. doing a hooming busi-
ness with the demand "way short of supply. "Top sing-
<rs. pianists, violinists, known (o radio and movies,
are getting up to five thousand dollars an appearance.

Hundreds of lesser-knowns ave reaping ihe rewards
of concert giving, 'Fhe season. formerly c¢izht months,
is now vear ronnd. Bowls, 1);!\'ili()ns‘. parks, fesiivals,
carry on in the sunrmer months. Or come suramer,
artists hop down to South America for a round where
the winter season is in {ull swine. The Unitad States
is now booking agent of the workl.

Concert fans, those who go for Gradc .\ music
svinphony, opera, recitals—have multiplicd phenom-
cnally in past years. Variety puts thieir number at
twentv-nine million. We boast of being o baseball
country of cighteen million fans. With almost double
that number ot concert fans, there’s something o be
said for America, the musical.

Music 1o the Far Corners

For this upsurge of musical interest. thank the tech-
nologists responsible [or the phonograph, radio. sound
film. Fach of these mediums at first threw fear into
the ranks of the musicians. They thought the concert

MR. AND MRs. LAURITZ MELCHIOR ARRIVE

The famons tenor accomplishes his com.trywide tonrs by
chartered Anrericar Airline planes. He tiarels with two planes
carrying a thirty-five piece orchestia. Speed. speed, speed!
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A Post-War Candid Camera View of the
Ever-Expanding Interest in Music in America

by Doron K. Antrim

bisiness was doomed. “Canned music.” they said. will
Kili live music as dead as the dodo bird. Why shonld
peeple pay good money to hear a prima donna in the
nausic hall when they can hear her in the living room.
o1 at the movies? That's what they thought.

Iere’s what happened. These sound mediums took
great music out ot Large cities and introduced it to
the lar corners for the first time. Getting it by mercly
turning a knob, the home lolks lent an ear. They
liked somce of it. Eventually they wanted to see the
musician ¢ome alive.

That was made possible largely by community and
covic concerts. Prior to World Wi §L top artists were
booked in key dities. or on lveewn and chaurnuqua
chains. Towns of five thousand pepulation rarely got
a look-in. Or if they did. there usually was a deficit
which was made up by the more opulent city fathers,
“vatrons of the ares.”

In 1920. Ward Irench, president of Community
Concerts, Inc.. was “peddling” artists Cor Cliicago's
old Redpath Chautauqua booking agency. Fed up
with dodging places where some irate sponsors who
had been nipped. wanted to run him out of tewn on
sieht. he began dreaming of concerts without deficits.
Then it bit him—a plan. And why not?

In collaboration witht Dema Tharshbarger, another
Chicago  manager, he went to Battle
Creek, Michigan  and pep-talked  local
business and music groups into the ad-
vantages ol bringing culture to their city
on a subscription basis. Enough advance
subscriptions were secured to date the
pianist. Harold Bauer.

Following this success. he began oller-
ing towns a scason of concerts lor five
dollars per subscription. After the money
was in the till, the artists were sclected
by local groups, and dates were set. It
was all in the bag before the season
started; an assured audience, no dehcits,
no sputtering sponsors to divvy up. Fvery.
body was happy. This movement spread
from town to town until Columbia Con-
certs, Inc. listing music makers trom har-
monica players to harpists, took it over.
Another large muanagement ageuat, Na
tional Concerts and Artists Corporation,
joined, and now over cight  hundred
towns in the United States and Canada,
including  Juncau, Maska, have concert
seasons cvery year, when they hear the
great and near great it movie prices.

A Changing Picture

Al of which has changed the picture
constderably for concert musicians, Fheir
numbers and bhank rolls have increased.
They are frequently “made” overnight.
Even their appearance has changed. The
men no longer boveott the barbers; nor
does a diva resemble an overstufted sofa.

How different from  preradio  days,
when the artist often plngzed along for
years to become box-oflice, Fritz Kreisler
was middle-aged before he could fill CGar-
negic Hall in New York at a top fee.
Pianists often resorted to stunts to attract
crowds. One such advertised he'd select
ladies from the audience to play right off
a twelve piano ensemble, always being

E

Phoio by John Alfred Piver

HELEN TRAUBEL

Famouns American-trained dramatic sofrano.

carcful to rchearse his group beforchand. One eve-
ning a member didn’t show np and he approached
an attractive blonde in the front row. “Bat 1 don’t
know a note of music.” she protested. “Never mind,”
he said, "just make motions while the others are play-
ing.” All went well until a rest in the ensemble, when
cveryone stopped playing but this lady, who con-
tinued to gesticulate over the keyboard.

Starting a concert career was pretty much of o
gamhle then, The tyro hired a hall in New York at
from onc to three thousand dollars, depending on
the size of the hall. Everything depended  upon
whether the critics attended and were kind. Given
bad notices in the daily press, or none at all, the
incuribent went back to lus teaching. Die hards per-
sisted until they got a break in the papers. If reviews
were favorable, a manages might be persuaded tc
take over. Breaking in has now become speedier and
fess hazardous.

Apropos of this incident, Not long ago a personable
voung Irishman was singmg locally in his native
Courty Limerick. One eveaing at Dublin’s old Shel
borne Hotel, he sang for the crstwhile king of tenors
John McCormack. John liked the lad’s voice and
satd: *'He is the one most likely to succeed me,” which
the AP picked up wnd carricd over the world. Within
a week, our young tenor was swimped with fabulous
offers from Iollvwood, concert managers, record com
panies. Being or: not easily swept oft his feet, he
threw most of than away, but did make a record for
“His Master's Voice” in England. Before the record
was released, a pressing was sent to this coenntry and
sight unseen. Christopher Lynch was sold to Voice ol
Firestone and booked for thirty concerts.

Mimi Benzell, one of the glamor gals of the Met
had sung aronnd in glee clubs at school and college
but didn’t take her voice seriously until one summer
vacation, Wondering how she (Continued on Page 390,
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Interesting Records for Everybody

by Peter Hugh Reed

OST readers have heard by now of the new
I\/I 45 revolutions per minute record of Victor.

Two points of interest about this disc set it
apart from all others, In the first place, by using only
asmall portion of the outer edge of the record space,
Victor engineers have stayed in the margin ol distor-
tion-free musical reproduction. Secondly, the small-
ness of the dise, 67, inches in diameter, allows for
finer quality of vinylite and a more silent surface. The
record player issued in conjunction with this is an
unusually etlicient one, with a changer operating
rapidly. On extended-range equipment, the reproduc-
tion of this disc is extraordinarily clear and realistic.
However, to acquire such results one must have an
extended-range pickup placed on the player. The
pickup. furnished by Victor lor general use with com-
mercial machines, cuts the range of the record alimost
in half, This hardly serves the record to best advan-
tage, and though it is true that many of the 45°s heard
to date sound better on commercial equipment than
their 78 counterparts, it cannot be said that all are
markedly ahead of a smooth-surfaced 78 disc.

These new records can be plaved on long-playing
equipment by placing a small aluminum ring (now
on the market) over the spindle of the turntable. Of
the utmost importance in playing it this way is the
45 r.p.m. stroboscope, which permits one to adjust
the turntable to the correct speed. Most two-way
motors can be stopped at any speed between 83 and
78 r.p.m., but the stroboscope is essential.

Our advice to the record buyer is to endeavor o
hear, before buying, the new 45°s reproduced on
cquipment as near to their own as possible. Test the
disc with its 78 counterpart. By doing this, one can
determine for himscll whether the quality is sufficient-
ly marked to prompt a radical clinmge in record col-
lecting. There would scem to be a prevailing belief
among many record buyers that the 78 ropm. record
has been made obsolete by the new 45°s and 33°s. This
is a fallacy. The companies are still continuing to
make 78's and we are assured no discontinuance s
contemplated. Victor informs us that all 45 releases
will be duplicated by 78 ones. As we have been unable
to make extensive tests on this new record, further
comments and comparisons will have to await a
later date.

Beethoven: Egmont—Overture, Op. 84: The Philhar-
monia Orchestra, Aleco Galliera, conductor. Columbia
disc 72724-D.

Brahms: Hungarian Dances Nos. 5, 7, 12, 13, 6, 21,
19, I: The Pittsborgh Svinphony Orchestra, Fritz
Reiner, conductor. Columbia set MX-309 or Micro-
groove disc ML, 4116 (coupled with Strauss Waltzes).
Griffes: The White Peacock, Op. 7, No. I: The Phil-
harmonic Symphony Orchestra of New York, Leopold
Stokowski, conductor. Columbia disc 19012-D or
Micregroove 77 disc 3-117.

Liszt: Hungarian Rhapsody No. 2: The Boston “Pops”
Orchestra, Arthur Fiedler, conductor. Victor disc
12-0763.

Liszt: Les Preludes: Leopold Stokowski and His Or-
chestra. Victor set DM-1277.

Ravel: Ma Mére l'oye—Suite: Boston Symphony Or-
chestra, Serge Koussevitzky, conductor. Victor sct
DNI-1268.

Strauss, Johann: Roses in the South—Waltz: The Pius-
burgh Symphony Orchestra, Fritz Reiner, conductor.
Columbia disc 12941-D.

Strauss, Richard: Intermezzo—Entracte, and Minuet
of Lully: The Roval Phitharmonic Orchestra, con-
ducted by Sir Thomas Beccham. Victor disc 12-0785.
Strauss, Richard (arr. Doebler-Singer): Der Rosen-
kavalier—Waltzes: The Boston “Pops™ Orchestra, Ar-
thur Fiedler, conductor. Victor disc 12-0762.

The best recording of the above group is Liszt's
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“Les Preludes.” Tts sumptuous realism, save for some
thinness of string tone, is just reason for the dupli-
cationt of this popular work, Morcover, the Stokowski
mterpretation reveals an unexpected and most wel-
come musical sobricty which serves the music o ad-
vantage. . .. Galliera’s performance of the “Egmont™
has marked dramatic power and  joyful cbullition.
‘Though the orchestral playing is less refined than the
recent Boston Symphony version, there is much to be
said for this young Italian conductor’s telling pene-
tration of this score. . . . Reiner gives as fine rendi-
tions of the Brahns' dances as one is likely to hear
anywhere, He takes them ar a pace that
keeps them gay and refreshing. As a pro-
aram. they prove quite intriguing in the
long-playing version. . . . Griftes” Peacock
suggests an exotic bird., quasi-oriental in
arigin. Students of the piano will know this
picce, originally written for that instru-
ment. [t was orchestrated for the duncer
Bochin's use and since has become well
known in this version, which assuredly
points up its charm and color. Stokowski
g'ves it an opulent performance. ... One
is tempted o say—"What! Another Huon-
garian Rhapsody No. 2!"—Yet Fiedler is not
oae to indulge in excesses or distort any
picce, so his reading of this work is ap-
preciated for the forthrightness of the play-
ing and the excellent recording. ...
Reiner is a bit athletic in the  Johann
Strauss waltz. Exciting playing which docs
not retard memories of Bruno  Walter's
more aflectionate handling of these melo-
dies. . .. In his opera Jutermezzo. Richard
Strauss reverted to a “bel canto™ stvle. The
Entriacte recorded offers i lush, richly scored
treatment of polyphonic lines, which Bee-
cham plays with polish and restraint. The
liitle Minuet. added as a filler, is from the
composcr's “Buerger als Edelmann®™ score.
. .. 'The new version of the “Rosenkavalier”
witltzes, though splendidly recorded, seems
richer disjointed, which may be owing o
the arrangement, as much as to Fiedler's
forthright treatment,

Mendelssohn: Symiphony No. 4 in A major,
Op. 90 (Ttalian): "T'he Cleveland Symphony
Orchestra, George Szell, conductor. Colum-
bia set MM-733 or Microgroove disc MI.
4127 (coupled with Mendelssohn: Capric-
cio Brillante).

Schumain: Manfred—Overture, Op. 115: Beethoven:
Censecration of the House—QOverture, Op. 124: NBC
Symphouny Orchestra, Arturo Foscanini. conductor.
Victor set 1287,

The recent performance of the Mendelssohn sym-
plony by Koussevitzky is not greaty challenged by
this ol Szell. "The lauer takes the opening movement
at a breathtaking pace, making for an unpleasant
sharpness of string tone on occasion. His slow niove-
ment is also played faster than we usually hear it
Throughout the performance there is a taut cnergy
that keeps the music consistently black and whitc.
Koussevitzky, with his refinement and polish. achieves
a wider range of tonal coloring and at the same time
substantiates the joyful qualities of the music. . . .
1t has always seemed to us that Schumann’s “Manfred”
Overture was one of his best orchestral works, a com-
position in which he came closer to Beethoven than
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in any other. 1t is fortunate that Toscanini, with his
dynamic intensity, takes up the cudgels for this music;
for his vibrant performance is one that will promote
wider appreciation of it. Though the Beethoven over-
ture has been recorded twice before, it has never been
a popular seller on records, any morc than in the
concert halll Yet it rematns one of the composer’s
finest overtures. One s grateful that Toscanini agiin
brings it to the attention of the record-buying public,
for his performance, more judiciously paced than
those of his predecessors, does notable justice to the
majesty and musical sapience of this score.

Chopin: Etudes, Op. 10, No. 3; Op. 25. No. 3; Op.
10, No. 5: Byron Janis (piano). Victor disc 12-0451
Chopin: Nine Mazurkas: Marvla Jonas (piano). Co-
lumbia see 810 or Microgroove disc M1, 2036,
Copland: Piano Sonata: leonard Bernstein. Victor
set 1278,

Kabalevsky: Sonata No. 3. Op. 46: Viadimir Horowitz
(piano). Victor set 1282,

Mozart: Sonata in F. K. 332: Bach-Busoni: Nun
komm’, der Heilend: Viadimir Horowitz. Victor set
1284,

GREGOR PIATIGORSKY

Stravinsky; Concerto for Two Pianos: Vera Appleton
and Michael Field (duo-pianists). Vox set 634.

The admirable restraint and neatness of the youth-
ful Janis in the three Chopin études offers a valuable
lesson for more impetuous students. . . . Of Maryla
Jonas, it has been said, “She is essentially a minia-
turist.” Her choice ol Chopin mazurkas, while neither
the most representative nor always the finest, serves
morce often than not to exploit her hest qualities—
delicicy, grace, and nuance. . . . Bernstein plays Cop-
land’s sonata in the right manner with a romantic
fecting on occasion that is most suitable to its lyrical
pages. The composition is an improvisitory one,
largely exploiting rising and falling tonalities in the
modern manner, and requires several hearings to grasp
its immport. . . . Horowitz's immaculate articulation
and radiant dynamics are exploited to their best in
the Kabalevsky sonata, an effective opus more showy
than musically meritorious. The Bach-Busoni seems
ahnost made for the pianist, but the Mozart lacks an
essential polished urbanity. For all the careful play-
ing here. the mood tends to monotony in coloration.
It is the quality of sound, (Continued on Page 384)
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Music History 1n 1JocumeNnTs

“THE BOOK OF MUSICAL DOCUMENTS.” By
Ir. Paul Netd, Pages, 3810 Price, $3.90. Publisher,
I'hitosophical Library.

Trr. Neatl, diligent musical archeologist, has plowed
througlt many an andient musical excavation to bring
together this miscellany of musical curiosities and
facts, which range from ancient times down to De-
bussy and Shostakovich, 1t is o rather amavzing com-
piliation of original documents. "The sources insure
the authenticity of the book. Musician: may browse
through its pages and learn many entertaining facts.
‘I he chapter upon Beethoven is especially interesting,

Musicar MeTeor

“THE SYMPHONIES OF MOZART.” By Georges de
Saint-Foix. ‘Transhunad by Leslie Orrvev, Pages, 221,
Price, $3.00. 'ublisher, Alved AL Kunopl.

Mozart was certainly the greatest musical meteor to
flash across the musical firnunment. s Tife span was
thiryy-live years, Inasimuch as e commenced to com-
posc when he was a boy, he spent less than thirty
yars at the art of composition. In view of this, his
product was cnormous. 1lis first symphanics, written
befare he was ten, are marvels of precocity.

Seint-Foix, a pupil of d'Indy, has wmade hivsell a
Mozart specialist, and his book, now appearing in
Lnglish for the first time, is a fine contribution to
Mozartiana.

A Musicar, Purvosorniv

“PEVOND TIIE TONAL HORIZON OI MUSIC.”
By Irederick Williun Schlieder. Pages, 43, P'rice,
~3.50. Publisher, Schlicder Book Foundation.

Dr. Schlicder, a graduate of Syracuse University
(Mus. Bae, Mus. M., Mus. Doc.), studied in Paris with
Guilnumt and Dallier. From 1910 to 1923 he was
orcanist of the Collegiate Church of St. Nidholas,
New York City. Turning his attention to text books
upon creative harmony, he gained an invaluable posi-
tion as a teacher of theory, In “Beyond the Tonal
Iorizon of Music,” however, he enters a new field
with a series of general philosophical observations de-
rived from his lifethme experience in music. These
he presents in a series of detached paragrapls ad-
dressed to the masician, the cergy, and the music
lover.

Reaming Music

“PIANO SIGHTREADING CAN BE TAUGHT.”
By Ida Elkan. Pages. 63, Price, S1OO. Publishers,
AMusic Sightreading Publications,

Miss Flkan has written a spirited and “dilterent”
book on sightreadmg, with many helplul hints gained
in twentv-five years ol lecturing upou the subject. "I'he
book s illustrated with original caricatures.,

A Singer’s Haven

“MUSIC FOR THE VOICE."” By Sergius Kagen.
Pagzes, H07. Price, 85,000 Publicher, Rinchart & Com-
pany, Inc

Hare we have a voluminous list of concert and
teaching material for voice. It contains a cataloy of
(1) Songs and Airs in Al Languages, (11) Songs of the
Nincteenth  and “Twenticth  Centuries, (1) Folk
Sougs, (IV) Operatic Excerpts. The catalog  deals
larpely with songs that the writer believes 1o be of
peanmanent value. This of course is a matter of opin-
11 on a subject about which anvone is entitled 1o
be wrong. However extensive the list mar be, it can-
not e all-comprehensive, for there are stdl hunereds
ot songs ol high artistic and practical valoe thar any
experienced teacher could suggest. "The book is dedi-
cated to the memory of Mine. Sembrich, with ywhom
Mr. Kagen was associated professionally. Mr. Frnest
Iutcheson, Mesdames Eva Gauthier, Povla Frijsh,
and others assisted in the preparation ol the book.
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Etude Music Lover’s Bookshelf

by B. Meredith Cadman

A IDistixcuisnend Orean CoLLECTION

“THE FIRST TOUR CENTURIES OF MUSIC FOR
THE ORGAN." By John Klein. Two Volumes.
Pages, 7¥, Price, $20.00, Publisher, Associnted
Music Publisters, Inc.

Musicians of A\merica may be exceedinglv proud ot
this exceptionatly fine specimen of musical scholar-
shiip,  representing seventy-one composers, (Johann
Sebastinn Bachy  his  colleagues  and  predecessors)
thraugh seventy two representative specimens of their
art.

Stirting with u chronological chart of the compasers,
this gives to vany lor the first time the back groumd of
musiGd achievement which led up 1o the towering
J.S.B. The masic iy accompanied by excellently writ-
ten annotation cnd rare illustrations. Abundant sace
has been given to the plates so that there is no crowd-
ing af the notes. This [facilitates reading and per-
forirance.

The book hias been received with “rave” lettors of
appreciation from the author’s contenmporary orgaists.
Scricus organists everywhere are finding thiz a “muast”
publication.

John Klein hails from the Pennsvlvania “Duteh”
district where e was organist of the Jerusalem Lathe
cran Church in Schwenksville. He studied  at the
Philadelphia Musical Academy under Dr. T Aldex-
ander Matthews and Dr. Rollo Maitland. He was

JoHN KLEIN
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awarded a scholarship and went abroad to study con-
ducting and the organ with Frans Sauer in Salzburg
and Vienna. In 1937 f1e was graduated from Ursinus
College. and agiin e went to Europe where he stud-
icd with Nadia Boulanger, Marcel Dupré, M. Ravel,
and made trips to European mmsic centers. After a
period as organist in Columbus. Ohio, he joined the
armed Torces in the Infantry division for two vears.
Since then he has written for moving pictuses and
the radio. More than one hundred publishad com-
positions stand 1o the tecord of this able and brilliant
\merican orgatist.

Over THE IR

“RADIO LISTENING IN AMERICA” By Paul ).
Lazarsfeld and Patricia Ro RKendall. Pages, 178,

Price, $2.50. Publisher, Prentice-Hall, 1nc,

I you want to have voluminous statistics 1¢lating
to the reaction of the American Public to the radio,
you cannot possibly find a better work than this sur-
vey by members of the Burcau of Applied Social Re-
scarch ot Colunrbia University. Hundre s of millions
of dolars arc investe:d in rudio squipnent in America,
and the commercial interests employing the radio
look to it to mave stocks of merchandise nning up
mto the billions, Educators will also fnd the book
most interesting and helpful as a means of calipering
the interests of the public in such matters as public
issues, classical music, semi-classical music, religious
subjects, drimmnas, news, sports, quiz slows, hilll)illy
music, mysterics, conredy, and Fance music. Here are
some ol the relative tabulations of derands among
those who are content with the radio as it is in eve-
ning programs:
News—76¢7
Comedy—62
Quiz Shows—5H9
Dance Musie=>H(
Complete Drami—q19

Mys eries—43

Sports—35
Sem-Classical Music—385
Classical Music—29
TTillbilly Musce-—-27

Lircerarcar, Music

“TWENTY CENTURIES OF CATHOLIC
CHURCIH MUSIC By Fawin Esser Nemmers,
Mus. Mo AN L. B Pages, 213, Price. $4.00. Pub-
lisher, I'he Bruce Publishing Co.

Frwin Esser Nemmers, a brilliant young writer and
lecturer on the stafls of Marguette Umiversity and
the University ol Wirconsin, traces the story of music
in the Catholic Church from the earliest Greek,
lebrew, Roman. and Byzantine influences dosen to
such Amaican notables (well-known to FT'UDL read-
¢rs through contributions) as Nicola A. Mantani.
Richard K. Biggs and J. Vincent Iligginson (Cyr de
Brant). The work is scholarly, splendidly documented,
and very comprenensive for its Iength. The book con-
tains a translation of the Meoto Proprio of Pope
Pius X on Sacred Muas'c, proneanced November 22,
1903, which many Catholics ard non-Catholic will
find very imformative.
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The Teacher’s

MTNA Convention Echoes

There was a tecond attendance in Chi
cago and the Forums drew Lirge audi-
cuces ol interested listeners, e was, as
alwiays, the piano meetings which proved
to be the most popular. One ol the sub-
jeets coming up lor discusion was the
perennial question ol the three Bs ver-
sus the three C's. or Bach, Becethoven,
and Brahms acainst Czerny, Clementi,
and Cramer. Can passages from master
works be used as o adequate sabstitute
tor technical practicer This has been
proposed several times in comtribuations
to FTUDE, bat no conclusion has ever
been reached and the matter remains
oue ol personal opinion,

One morning at the Convention
paper Looring dhe exerdses wis read,
and comments hrom the audience were
mvited. Saul Dortman ol the Raoosevelt
Colleoe School ol Music raised his hand
andd soon it was obvious that he
strongly on the stde ol the three
Thiv led to a hively exchange, and
one point Rudoll Ganse whose wit s
always present, injected humor into the
debate by asking the challenger il he
could play the €0 mgor scale in the sivle
ol Becethoven, Chopine and Stravinsky.
Chuckles grected this unexpected ques-
vion but didn’t bringe the matter nearer
to a solution, so 1t was natural that dar-
ing a Forum which T conducted a few
days Tater at the smme Roosevelt College
my own reaction was sought by the par-
ticipants,

[t seems to me that “riding the Tence”
is the most reasonable and advisable an
swer. and here isowhy: o distinetion
ought to he made between the words
Cesercises” and Tetades.” There s o vast
difference hetween them, indeed. What
I understand by exercises is a series ol
Plianistic mnistics. Fhe kevbhoard he-
comes a real exerdser which, il cteverly
wsed. s certiin to bring streneth. dles
ibility., reach. and independence 1o the
fingers, Some phases ol these gvinnastics
can hardly he muatched by exeerpts taken
from sonatas or concertos ol the reper
toire. Be it well understood that in such
exercises there is absolutely no music:
therr one and only aim s to bring under
control. as quickly as possible, undevel-
oped or reticent niuscles and joints, On
the other hand the ctudes—Crimer in
particular—assume o certain musical
form which keeps them Lurther away
from the purely drilling issue. For this
reason their usciulness can olten be ri
viled by passages selected from the areat
pranistic literature. Czerny's and Clem
enti's ctudes are sometimes over-devel-
oped. too and apt to cruse phivsical and
mental faticue, Summing up. 1 owonld
recommend a wise choice when preserib-
ing the three Gs: hall o dozen or o it
te more by cach author should prove
sulhcient. and the teacher should pick
ouat the etudes which are hest suited 1o
cach pupil’s individual needs,

As tor the daily work on the master-
picces ol the current repertoire. it s
obvious that anvone who is skillful in
the “art ol practicing™ will use parts of
them as additional technical drill, He
will work with rhvthms, transposition,
cach hand separatelyv: in fact, all the
devices which increase the difliculty and

Wi
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Conducted by

Round Table¥

Maurice Dumesnil, Mus. Doc.

Correspondents with this Depart-
ment are requested to limit letters
to Ore Humdrea and Fifty Words.

attack it lrom various angles. In the
cud. whae does this mein? More exer-
ses, and as o results more rapid prog-
resse which adwer all s the ann pursued
by cvervone,

In another section ol the Convention.
a valuable paper on Class Piano teaching
wias  delivered by Esther Rennick ol
Birminghom, Mabama. "Sure enough.”
she sadd. “Shakespeare wis vight when
m “Richand 11" he wrote:

How sour sweet music is
Whea time s broke and
proporuon kept)”

“Indecd. halt a dozen sour notes mixed
with six Kk nds of rhythm isn't conducive
to sweet steep nor blisstul skies. But the
sheer Jov ol cliss work with youngsters,
plus the ot that the musical resalts Tar
exceed our expectation. compens.tes lor
occasional outhreaks ol Gicophony.™

Miso Rennisk started  her work
by “overbepping™ pupils. 2 thing to my
knowledge never heard ol belore, Fhe
two pianes i her studio cnabled wo
students o plov scales. arpesgios. chords,
and Hanon ar the saome time. Inothis
wav cach student received lorty minuates
instead ol the vaditional hall-hour
son. Soor. more pupils were brougli
itto action. two ol them s.ating at ¢ach
prano at the same time. When these
combied cftorts worked wonders. the
scheduale of the following vear was -
ranged inosach Lashion as ta have Huar
airls plaving double duets, double en-
sembles. and working out cadences or
learning 1o write simple lour-part har-
mony using the blackbourd, theory pa-
per. and the Levboard.,

Much ol the success. natwllv, de-
pends upon e teacher—her prepared-
ness. ability, aleriness, ingenuity. under-
standing ol children. and fove of dhat
special work, N oreat deal hinges also
upoun the adequate grouping of students,
To bring best results. class work ousht
to be individualistic as well, Finally, the
teacher must use her initiative in ar-

1o

chass

les

Eminent French - American
Pianist, Conductor, Lecturer
and Teacher

ranging and leading  cleverly  devised,
I Itve progriams.

“Class work s inexhaustible: it -
spires and creates enthusiasm for music”
Mrso Rennick concluded. "l gives a
child first-hand understanding ol the im-
portance ol music in lite, and prepares
him ot only 1o play Bach and  Bee-
thoven for his own enjoviment. but to he
successhul when called upon to perform
in charch, school. or parties. 1t puts him
at case when he provides programs lor
weddings, receptions, and  all public
lunctions  where music is wsed. Class
Piano work iv Edinating, and a0 point
not to be overlooked: the teacher avoids
boredom and has a lot ol jun.”

Congratalations 1o Esther Rennick for
this enlightening expose!

Brahms Rhythms

Please indicate thyvths ot fntermes-
20, Opus 119, No. 3, by Brahims, It lends
it to two ditterent thvthims: 6 in
plicescand Sy inother places, In Meas
we 4y there even seais to be a choice
between the two! Would vou also de-
fme ahivthins in Intermezzo. Opus 115,
Nocsowhich present the saime problems?
Ihank vou in advanee.

MOOBL Oregon,

\though your definition is correct
advise you against counting when per-
lorming these two compositions, Brahms,
vou have noticed i other picces as well.
wis very lond ol this shitting ol values.
which proves captivating when plaved
casily. smoothly, Hexibiv, That's why we
should avoid the stifiness inseparable to
Strict counting,

F'he pace ol the music—whatever the
fempo or character—must ])r()(‘('('(l nn
hampered, Mer working ont the techni-
cal part and acquiring tull mastery over
the text. vou ought 1o oreet analvsis
and give voursell entirely 1o the enjov
ment ol these contrasting rhvthims which
must be el —not emphisized—as 1he
lovely music Hows along in all its charne,

No Bach Fan, He!

[ am o high school student and T am
distressed because T cannot make my-
self Tike Bache and stll many other
bovs play i and Like it and they think
it is wondertut, Is it perthaps becanse 1
do not goright about itz 1 have plaved
sonre Toventions in two parts and 1 find
them very deve Now oy geacher has
given me the Fnglish Suite in A minor.
lst part. and I feel the same. Condd
vore suggest any works by Bach ahat
would hive more chords? Perhaps 1
swould Lke them better, ‘Thank vou vens
mnch in advance, ‘

=D, AL New Hampshire,

Bach, dry? How can you say such
thing? But. myv voung Iriend. Bach s
among all musicians the very one whose
works are richest in deep. noble. serene
heauty. Take, for instance, the Preludes
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in Felat minor and B-flat minor from
The Well Tempered Clavichord: no one
can help being moved by the profound,
total. exhiliating splendor of those har-
momes, Faen i the “Little Preludes Tor
the Beginners”™ vou will ind admirable
Ivric, like the G mino
Prefude “tor the Lute.” Bach s the most
universal ol all wasters: he can rise 1o
the arcatest heights, then come down to
carth and  enchant us with delicate
minuets, chirming musettes, alert hom
rees.

Unfortunately there are too many
can it he that you are one ol them—wha
[ail 1o discover the proper mterpretation
and make Bach sound Like an exerdise.
Stll we should never Joreet that when
he wrote his music Bach was alive, and
verv much soo Why, then, not play him
inaoway that is alive too, taking grea-
est ocare ol the phrasing, the punctia-
vion, the accents, the vhivthmic cadenee,
the coloring? "Uhis is fascinating work,
lorv we know that Bach himsell never
wrote anv imdications to that effect and
lelr the whole matter to the diseretion
and tact ol his Tuture interpreters. What
an opportunmity this is lor cach one to
use his imagination, 1o work out his
own individual conception!

With cood musical common sense and
much paticnce tnexperimenting. Bach's
music becomes an inexhanstible source
ol artistic jov. 10 vouthiul students as
well as seasoned veterans of the key-
hoard.

pages Loy

The Little Nigar

Will vou be so Kind as o give me
soure information about the piano solo
The Little Nigar, by Clande Debussy?
I wauld Tike 1o know it there is a stony
conmeded with it ov b the piano solo
isell tells the stores Would von please
advise me as to where T ocould find e
Thank vou,

(Missy ] N Hhah

There is no particulr story hehind
this charming littde picce except the ol
lowing one connected with its publica
tion. When, in the Nincties, héodore
Lack wrote his Pimo Merthod, he asked
sevetal prominent composers o write o
short number 1o be induded v an ap
pending Siint-Sacéns, Massenet. Fnne,
Widor contributed. among others, and
Debussys who was stll a0 voung man,
probubly thought it an honor 10 be
among suche distinguished company.,

Later onein 19550 the publisher of the
Lack Method. Mphonse Leduc awak
cned to the great conmmercial value ol
the picce il it could bhe printed O
rately, He arranged for the rights with
Lack’s widow and asked me 1o do the
same with Mie, Debussye “This onee
settleds T oadvised Mo Leduc o enlarge
it by making a repeat (however yon will
notice that the o tempo™ coning, helore
the second motive was veprinted by nis
take. since the lew notes: G-D-F-Goin
lete hand. with Bl in viehe hand are
not repeated the second time, FPhis lias
not been conecred yet),

But Debussy had used The  Linle
Nigar theme as the English soldia
theme inone ol his larest works, 1)

Boite & Joujoux™ (“"I'he “Toy Box™) pub
lished by Durand in 19135, This macd-
trouble. and almost Ted 10 a0 law suit
between the 1wo firms, Thines were ad
Justed. however,

bconsider The Liltle Nicar as a nee-
essaryintroduction 1o Golliwog's Calie-
wall, lor 1t is in the same idiom but
much casier 1o phay. You can obtain it
from the publishers of ETUDE,

ETUDL



wished that you were home reading a good

book? Have you perhaps gone, much against
your will, expecting to be bored, only because your
favorite niece, or maybe your own little Susie or
Johnny was playing? So have L. I determined, there-
fore, that if I cver gave a recital it was going to be
one that everybody would enjoy enough to want to
come again.

The professional musician knows better than any-
onc clse that he cannot aflord to permit any of his
audicnces to vawn. When Mr. Iturbi or Mr. Horowitz
go to the keyhoard, they must command interest and
attention every sccond of the time, or they know they
will be lost to the concert field. The minute Arthur
Fiedler raises his baton there is a breathless hush
which is not broken until the last note of the orches-
tra number dics down. When Viugkn Monroe starts
to sing, he knows that not only his voice, but his per-
sonality and his own enthusiasm must hold the audi-
ence from start to finish.

Without any real desire on my part I was suddenly
practically “railroaded” into being a piuno tcacher.
I ook on Juck, the son of a friend of mine, a lovable
youngster, cager to learn how to play. At the end of
the ycar I found myself with nine pupils. The next
year I had twentysix, including a rhythm class of
small tots from three to scven who met one hour
every weck. This little class has been a most inter-
esting and refreshing experience.

The smart teacher capitalizes enthusiasm from the
start, and remembers Ralph Walde Emerson’s famous
line, “Nothing great was ever achicved without en-
thusiasm.” The great masters all had this enthusiasm,
which unquestionably helped them to _develop into
famous musicians, and no doubt their teachers also
had it. Young Charles Gounod was inspired by his
mother’s enthusiasin. Little Wolfgang Mozart had so
nuch enthusiasm himsclf that he counld not lcave the
piano alone, even when he was so small he could
hardly reach the keys.

The Rhythm Band Helps

My young pupils were all eager little enthusiasts
who scemned to enjoy coming for their lessons. 1 firmly
resolved to try to hold this enthusiasm and to keep
them enjoyine their music from the smallest child,
who was thrce, to the oldest, who was twelve. The
rhythm class had half an hour of instruction on the
piano, to learn the fecl of it, the :onnd of it, and
with the aid af a musical picture hook they all learned
to play several easy mclodics, chietly by rote, starting

HAVE you ever yawned through a recital and
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X Make Your Recitals Interesting!

by Karin Asbrand

with Middle-C. The other half-hour was spent learn-
ing to beat time to music by clapping their hands,
by beating :ime with their feet, and with the aid of
rhythm insrruments. They learned the usc of the
baton, and how to lead a band. They all 100k turns
in being tle leader. They also learned some simple
dance steps. and some cute action songs and games
in which they all delighted. Mus'cal games kept them
fzom being tired or bored. Several of the older ones
learned to play a few simple meladics, so that the
others could sing. All in all, it was fun for both
teacher and children.

Children need to learn to do things together, hence
duets, violin and vocal numbers, rhythm games, and
dances are all exccllent means of creating love for
niusic. It is amazing what talent can be drawn from
a small group of youngsters. Some of the smallest tots
lave charming little voices and love 1o use then.
They have no inhibitions and ¢njoy entertaming the
group. Ameng the older children were several po-
tential Deanna Durbins and Bing Crosbys. Eleven-
year-old Anuaryllis, for example, a young genius who
wanted to learn how to do everything, including play
the piano and violin, dance, and rccite, could be a
onme-man show at any time, and had to be repressed
to keep her from averdoing. She excelled at the piano
and pliyed Beethoven's “Mooniight” Sonata at the
recital with skill and ardor. Then there was cleven-
year-old Joanne whose nimble fingers would have
made even a mature pianist sit up and take notice,
and whose wvoice, I am sure, if trained, will some day
stir thousardls of people. ‘

Even while learning things as dull and trite as
seales and exercises a child can experience real en-
joyment by sceing how many minutes by the dock
it will take him to learn a certain cxercise, or how
fust and accurately he can learn to play a scale.
Frankly, I think pretty picces are as good practice
as exercises, and what i child likes he will always
learn more quickly. If any of the children showed
a mzrked antipathy for a
particular picce or exer-
cise, I promptly substi-
tuted for it something
else chosen. preferably, by
the child. Scales are, of
course, a “must” in any

musical progrim, but
they. too, can he made
interesting.
Set a Goal
Playing parts of a picce
through will give the

teacher a child’s reaction.
Noting a pleasec expres-
sion stcal over his face,
lighting up his cyes with
pleasure, is suie proof
that the piece is perfect.
Why make a youngster
wade through a long, dis-
tasteful picce, when there
are so many lovely things
to play that will develop
technique and skill, as
well as enthusiasm and
love for music?

At the very beginning
of the year I set as a goal
for each child, the re-
citals, onc at mid-year
and the ather in June.
Even the smallest child
has this z0al in view,
although the very little

people play only at the big recital at the end of the
year. To date, there have been three recitals, the first
and sccond in my own hame, and the taird in the
parish hall of one of the Incal churches. ‘The first one
was a small social gathering of parents and pupils.
There were nine children taking part, and T knew
the parents came prepared to be bored. We had a
nice little program: which the youngsters put over with
confidence and poise, including ducts and violin
numbers. The second recital at mid-year. also in my
home, was crowdzd to the doors. My lLving room,
fortunately, is very spacious, but the children had
to play with people praciically sitting in their laps,
which isn’t easy

This time, also, the children really entertained their
aud'ence, playing with cacl: other. for each other, and
solo—not like Tirtle automatons who had been mechan-
ically taught to do just that and no more, but as full-
fled;zed little entertainers who really enjoyed perform-
ing before an awldience. They seemed to take price
not only in their own, but in each others’ accomplish-
ments. We finished off with a social—ice crcam and
cookies for the children, coffee and cakes for the
adults. Everybody got together and became  ac-
quainted. The parents had a chance to discuss their
progeny with ecach other, how long they practiced,
what music they especiallv liked, and 1 learned to
know Dboth parents and children better. The youny-
sters, too, got tozether on common ground, and 1
had a chance to get some more idcas.

Comes the Big Recital

The secrct of the success of any recital is enjoyment.
with enthusiasm zs the keynote, not only of the audi-
ence but of the young performer, because if the chiid
isn't enthusiastic cnough to enjoy the experience, then
no one else wil! njoy it, either. I don’t believe that
there is any child who will go out of his way to plzy
at a recital or cven before an audience, except per-
haps the show-oft. If a child, however, has learncd
to play a picce sa thoroughly that he is sure of him-
sell and has confidence i his own ability, through
the enthusiasin and consiant encouragenent of his
teacher, he will enjoy plaving it for other people. The
picces that he is to play. therefore, should always be
within his scope, and should also be pleasing to hin.

Ten-year-old Teddy, who had played for two years
with another tcacher before coming to me, refused
pointhlank to play at a recital. His mother told me
that he had never played at one, and never would,
and that she would never force him, which was as
it should be. I told him frankly that 1 thought l.c
was i pretty poor sport, aad that if I ceuld play as
well as he did I would certainly want to play and
entertain people. He plaved at two recitals, and did
a very fine job of both palormances.

In June came the big recital, which was more in
the form of a musical ertertainment. The children
were all quite excited about it. The program was
platned far enough ahead so that cach one, even
to the smallest tot, knew just what she was going to
do and when she was going to do it. There were
several novelty numbers by the little oncs, a couple
of rhythm band numbers, an animal cracker tap Ly
four little muids in costume, a tambourine solo by
three-year-old Bobbie in costume, ducts, several vocal
solos by some of the little girls accompatiicd by othcr
of the girls, some with violin obbligato by Amaryllis,
and violin solos. It ended swith a Cinderella musical
pantomime in costume, with the children acting out
the Cinderclla story as it was read, and with others
of the children plaving and singing the musical num-
bers. The younzr performers entered into the spirt
of the thing with great enthusiasm. It took time, fore-
thought, and imagination. but it was well worth i:.

Nobody had time to be (Continued on Page 390)
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The Elements of Bel Canto

A Conference with

Ebe Stignani

Internationally Renowned ITralian Mezzo-Soprano

by Stephen West

EBE STIGNANI

AY I begin by saving that T am not a vocal

teacher, and that my conceptions ol good

singing srow entirely out ol my own experi
ence. both as student and singer? It 1 insist on that
point. it is to make quite dear that what way be
good lor me. vocally spoaking, is not necessarily the
course for all singers to adopt! On that basis. | am
glad o explore the clements ol swood singing. The
Ttalians have perfected a name and o systen Loy sing
ing well—=bel canto. Literally. it means, simply. beauti-
ful singing. Let us see what iy necessary to nake
singing beautilul.

First of all. singing must be natural. When one
speaks ol natural singing. the first thought that comes
to mind is a complete absence ol Tording, in any and
every way. That. ol course. is true. Any forcing. any
cffort that involves the least strain on the vocal ap-
paratus (whether it be an eflort tor range. lor power.
for endurance. lor anvthing at all) is sure to have
an umwholesomc cffect. Most carnest singers under-
stand this, 1 think. There are other wavs, however,
in which the theory ol complete naturaluess mav be
applicd.

The True Character of the Voice

I'h - most important of these is the early and defi-
nite discovery of the true character ol the voice. ac-
cording to its inborn quality. Tt is impossible to cm-
phasize this sufficiently. What makes it all the more
important is the inevitable circumstance that the
young singer’s voice is classified at the very beginning
of her work, when she is least able to come to rer own
assistance through personal experience. The normal
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The meteovie appearance in America ol Lhe
Stignani proves again that what an artist needs
is not hevalding and  press agentry, but art,
Throughout Europe and South Amervica, Mme.
Stignuni ranks as perhaps the foremost singer of
ey time, Until 1948, she was known lieve only
by those who make a point of orvestigating
musical trends abroad. She avrived heve withount
fanfave and established heself in lier fivst ap-
pearance as an avtist of fost muagnitude. T
scope and beauty of hee voice, her extraordinary
vocal swrety. and hey compelling magnetism of
projection have dvawn enthusiastic plaudits from
audiences and corities alike. Boru in Naples,
Mme. Stignani cavly showed hey mavked musical
aptitude. entering the Naples Canseviatory as a
prano student at the age of cight. She yemained
theve for nine years. completing the full cowrse
of wark in piuno. theory, havmony. and con po-
sttion. She had always sung. and joined the Con-
soreatory’s  choral classes chiefly for her own
j)/('u.\m'r". [er voice was discoveyed when she was
filtcen. Tustead of dyvopping piano studies, she
finished her course. adding vocal weork as a sec-
ond major subject. At nineteen. she made hey
operatic début at the San Carto Opera House in
Naples. as Amneris in “olida " and the following
vear appearcd as Eboli in Do Cavlos.” wunder
Toscanini  al - La  Scala. ey performances
throughout Italy ave the signal [or riotous ac-
claim, and she s cqnally a facovite in Paris,
London. Lisbon, Bavcelona., Brazil, and Argen-
tina, Her large und carvied vepertoive mecludes
the singing of Rossini's “coloratura contralto”
réles (La Cenerentola, Semiramide, and so on)
i their original keys. Epiror’s NoOTE.

procedure is that @ voice is discovered, a teacher is
sought. and. according to the teacher’s opinion. the
veice is trained. 1t is thevefore of the ntmost import
tlat the teacher recognize at once the true and natu
ral dunacter ol the voice 1o be developed. T owas tor
tunate in having expert care through this vital stage
ol work. T have always had a great natural range: be-
fore 1 began vocal study | could reach Fligh Coas cas-
ilv as T could speak! Tndeed. in those days T was rather
pieased about the upper register of my voice which |
wits sure was a soprano, My wise teacher, however,
thought difterently! The odd thing is that. before my
voice was trained. its lower tones were not so well
developed. Still. my teacher assured me that, despite
this undeveloped lower register. my voice was really a
nrezzo. Surprised. T mentioned my upper range—and
my teacher waved my remarks aside. The important
thing. he assured me. was never range. but inherent
color or quality. Despite my Iigh C's. he insisted that
[ was a mexzo, and it tarned out that he was quite
right! As the gradual development of iy voice pro-
gressedd, the lower tones became firm and strong. and
its true character asserted itself. Had 1 had « less
searching teacher. iy voice might have been ruined!

'World Radio Histoi

As to my actual voice training, I was kept for five
years on scales, vocalises, and the *arie antiche™ ol the
Ttalian repertoire—the carly classic songs which fit so
casily and so beautifully into the young voice. Not
until my basic training was complete, was 1 permitted
to sing songs and arias of the romantic and dramatic
nature for which 1 longed. Variations ol scales are
excellent drills for the developing voice. By “varia-
tions™ I mean scales on whole notes, on hall notes.
on guarter notes. sung up and down: also chromatic
scales. Regardless ol the range or quality ol a voice.
care should be taken to develop agility. Here it s
good to begin with the scale on cighth and then six-
teenth notes. Then there is a vaduable exercise built
upon six-cight rhvthm and consisting ol a dotted
quarter note followed by three cighth notes. cach
imcasure sung on the smme tone, and continued up
and down the Tull scale. This not only helps agility.
but is excellent preparation for the wrille Best ol all,
perhaps. are exercises based on the regular embellish-
ments, or ornaments. quite as the piano student must
learn them for the proper execution ol Bach—mor-
dents. inverted mordents, groups of notes. trills, and
SO 0f.

Drill Exercises

While every voice derives benefit from these drills,
it is wise to examine well into the individual charac-
teristics ol the studentsinger hefore determining the
vowel sound on which they are to be sung. Ultimately.
ol course, every singer must miaster the free vocaliza-
tion ol every vowel on every tone. At the heginning,.
however, it is much better 1o let the student go
throngh her voecalises on those vowel sounds which
“sit” most casily and most naturally. I remember that
most of my carly vocalizing was done on O/1. The
EE 1 and (1 sounds cnne later, for me. It is quite pos-
sible. however. that another voice might find its best
development by beginning on Ele, [oand 1. and leav-
ing Of1 for later! 1Cis well to remember that the pur-
pose of vocalizing is to limber up not merely the vocal
cords. but the clhrambers of resonance as well. Hence,
the vowel sounds that bring the voice Torward and
that open up the chinnbers of resonance e the best
nnes on which to bhegin,

Another element of cood singing. ol conrse, is good
breathing. Here again. the most natural means ol pro-
cedure bring lorth the best results. The student would
do well 1o clarity her ideas ol what good breath con-
trol really means! Olten the young singer tends to
limit “breathing”™  (the conception. not the actl) to
inhaling deeply. Naturally, the inhalation must be
correctly drawn and correctly supported—but the art
ol breathing does not end there! Naually. the seeret
ol a good singing breath is its hudgeting—learning just
how much breath to take in and what to do with it
With the best of good will, it is guite impossible to
tell another person just how this is to be accomplished.
Only by practice and much experience does one learn
—and the learning constitutes one ol the major
branches of the art of singing! The “trick™ (il trick it
bey is to take in just the right amount of breath for
the singing of a phrasc. and 1o use ol of it in singing.
Drawing in too much breath is quite as hannful as
drawing too little! Allowing breath to escape as un-
vocalized air is quite as detrimental as approaching
the end of a phrase with insuflicient breath! An inter-
esting thing, in this connection, is that more breath
is needed for singing low tones than for high ones.
The true, deep contralto must breath more often and
more deeply than the coloratura soprano! Perhaps it
is lor this reason that the high soprano is also usually
aslimmer. lighter person than the wiezzo or the alto—
a natural dispensation ol Providence! And while we
arc on this subject. allow me to say that a lurther
means of achieving naturalness in singing is to ob-
serve and heed the natural demands of the body—the
complete physical organism of which the singing voice
is but a part. Every woman wants to look her best.
but if it is your nature to be plump—even stout!—
let Nature have her sway. Sheer physical resistance
has a great deal to do with good singing. So don’t
tamper with natural resistance by starving yourscll,
or making your body over into something which
Nature never meant your body to be (regardless of
her intentions concerning  the physiques of other
people!). (Continued on Page 382)
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Crystal Waters 1s regarded as an authority on

on radio networks has been most impressive. Sh
has helped many aspiring singers to make the
most of thetr potentialities in a practical way.
Miss Waters is director of volce and speech at
the School of Radio Technique, Radio City,
New York, where she teaches classes of budding
radio announcers, singers, actors, and actresses.
At her own studio she teaches both singing, and
speaking for radio, for Broadway musicals, and
for conceri and opera. These private lessons are
uniquely personal, fitted to the needs of the indi-
vidual pupil. Her students practice frequently
before the microphone and listen to their own
recordings, for correction and encouragement.

—Ebr1or’s NoTke.

radio singing and speaking, and her own wnrt

why you were not singing on the radio. If you

are in carnest about this fiddd of singing, you
must become conscious of the demands ol radio, and
consciously work in that direction. )

The mos: important demand is that of expressing
fecting and imagination while singing. Singers have
a definite responsibility of arousing emotion in their
listeners. OF course you may have feeling and imag-
ination; but are you able to project vour ciotions
10 vour lisieners? This is impossible il you do not
have a free vocal production. Plan how you are going
to express vour leeling, for unless you plan, you may
interfere with the correct action of the vocal instru-
ment, and impair the quality of the voice, and con-
scquently, your expressive fecling. )

On the radio, only the sound of your voice goes
out on the air waves. 'The twinkle of vour cye, or
vour lovely smile is no help at all. Your voice be-
comes the bridge from yourself to your listeners.
Remember, you have the definite responsibility of
arousing their desire to hear you sing, and for keeping
their radios tuned into your program. Freedom of
voice production makes your expressive feelings sound
whole-hearted, warm, and sincere. Keep the voice
beautiful, vet expressive, and make everything you
say understandable. This is especially important over
the radio. Your pronunciation of words should be so
deftly handéled that all that you sing about is enjoy-
able 1o listen to, and ecasy to grasp.

Your voice may be large or small. It does not make
any difference. If your voice is small, the radio sound
engineers will enlarge it. If your voice is large, they
will diminish the volume. The modern radio will take
the sound of a railroad whistle, so dont think that
you must sing pianissimo all the time. Just be natural,
be yourself, expressive of your personality and your
own talents. The main thing is to get real feeling
into your voice. If you have to sing with a full-toned
voice in order teo achicve this, da it. Then learn to
sing softly, as well as loud, and maintain the full
richness of your voice. Radio singing is nothing more
or less than good singing. Obviously, if you have a
voice that is freely produced, if you have imagination,
expression, personality, and good diction when you
sing in concert, church, and opera. you will be all
the more successful on the radio. Tm other words, good
singing meets the demands of radio singing. The lat-
ter seems to make more demands than concert sing-
ing, because in radio the physical attributes are useless
to cover up the singer’s faults. Warmth of expression
must be reinforced by a rich, vibrant, mellow voice,
musical intelligence, excellent intonation, rhythm,
and an ability te read music at sight.

Y()U may have heard yourself sing and wondered

The Sensitive Microphone

How far should you stand fromn the microphone?
Remember. the microphone is like a human ear, and
should be treated as such. If you are singing intimate-
ly and tenderly, you'll creep up 1o the microphone,
and sing into it as you would into your lover’s ear;
but this soft gentle voice must be warmed through
with vitality, naturalness, and simp!icitz, plus a human
quality that will bring the song to life. If nccessary,
the engineer at the radio controls will enlarge the
volume of your voice. At the other extreme, if your
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Singing Before the Microphone

by Crystal Waters

In Collaboration with Annabel Comfort

voice is Lurge, or if you are singing the joyous, en-
thusiastic type of song, you must stand a few steps
away from the microphone. This full-zoned voice must
be produced without the slightest strain. Then, if
necessary, the radio engineer will deaacase the volume.
The secret of success in singing on the radio lies in
maintaining an equal voice level, so that the engincer
will know on what to count. Sudden explosive, loud
tones or consonants shiver the microphone and are
gone Lefore the engineer can do anything about it.

The modern microphone can take the shading de-
manded in the singing of dramatic classical songs; but
the shading must be done gradually, and smoothly.
Operatic singers stand eight to twelve feet from the
microphone in radio theaters, and sing as naturally
as though the microphone were nor there. On very
high climactic tones. the opera singer sometimes moves
back a litde, and turns the head to one side. Since
radio and microphone technique is nothing more or
less than artistic singing, it takes the same good voice
production and expressive singing for the radio as
for public appearances.

You must know how to sing from vour lowest tones
to the middle tones, and {rom there, to the highest
tones, without a break. You must produce tones that
are cnjoyable to hear—soft tones that carry—and be
able to sing from the softest tone to the loudest, with-
out robbing the voice of anv of its quality. All of your
personality must shine forth in the beaury of vocal
quality that you employ, and in the way you express
your words.

Natural Voice Production

My approach to the teaching of tone production
for the radio is acoustical. T am convinczd that to
sing nuturally, the singer must conform to conditions
which allow the voice and the laws of sound to fulfill
themselves. In common with all instruments, the
voice, or the vocal instrument, has three clanents: (1)
a vibrator, (2) a gencrator, and (3) an amplifier. The
vibrator consists of folds of muscles in the upper part
of the windpipe. The generator is a rising column of
air which vibrates the vocal muscles. The vibrating
vocal bands set in motion by the rising column of air
generates sound waves. The sound waves are ampli-
fied in the surrounding spaces. 1f you conform to
these laws of acoustics, and let these laws of sound
fulfll themselves, you will be sure 10 sound natural
and sincere.

The vowels of your words become the voice and
music of your songs. To keep your voice flowing with
a smooth legato, sing from vowel to vowel with equal-
ized resonance. If you are one who vocalizes on Al
only, you may find this difficuft. Many students have
beautiful voices when they sing exercises; but when
they sing songs they cannot handle the words.

The rescarch work done by the Bell Laboratories
reveals that the vowels are formed in the spaces above
the larnyx. The only movable factors are the tongue
and lips. If the position is correct for each vowel, the
space back of the tongue and in front of it will form
a double megaphone to amplify and beautify the
characteristics overtones for that vawel, without the
slightest cflort from you. Uunless you are unusual,
when you open your mouth your tengue pulls back
and rells up. This cramps the rear resonance spaces
and muffles the voice. It is just as bad to force your

[  VOICE

tongue down into a groove, for this brings a heavy
weight dewn on the larnyx and again deadens the
vaice.

For all vowels the masth should remain open, the
jaw relaxed, the tonguc relaxed to the front teeth,
and the soft palate high withow tensfon. You will
find it very profitable tx study the tomgue positions
given by the International Phonetic  Association.
These positions will guide you in discovering the bal-
ance of spaces which will result in the maximum of
characteristic reronance for cach vowel with the mini-
mum of effort.

The suzcess of your radio voice will depend largely
on the cqualization of your tonal reronance fiom
vowel to vowel. You can determine this equalization
by singing against any surlace of wood held at anx
angle that slants from the front ol your mouth toward
one car, and at a distance of six or cight inches. Wood
reflects the voice in the same manner that a nir-
rar reflecss your face.

The vocal instrument has resonators that change
their spaces from vowel to vowel. and therefore pro-
duce speach. Other instruments are not capable of
this. You can readily sce the importance of knowing
the right tongue position of each vowel. This nos
only clarifics the words of your songs but pur fies
the vocal tone. Distorted vowels result in breadhy,
metallic, nasal, guttural, or muffied tones.

A well produced voice has a natural vibrato, but
ne lremn)o. Tremolo and vocal unsteadiness are
czuscd by throm tensions, or tensions in the breatling
nwscles. These muscles become too stiff and locked.
or too weak and shaky. A stiff throat produces a
stripped tone, with no wvibrato or feeling in it. On
the other hand, when the throat is relased and open,
giving the vocal bands freedom to fulfill their func
tion, the voice takes on the natural vibrato expressed
i the rising feeling which comes up w.th the breath
cuergy.

Liction for the Radio

Popular singers in the past have frequently used
the vibrato cxcessively to express fecling. Today, suc
cessful popular singers sing with a steady tone, and
a natura! vibrato which they use wisely and mod-
crately. Nothing climinates a singer more quickly
than sounding artificial or false. The great prizes are
naturalness and simplidity. When a singer strives to
make or “place” a tone, an artificial sound comes over
the air waves. Obviously, you cannot place soand
waves. Daes a wviolinist try to place sound wave. in
the box? No. Sound wayrs go forth from a vibra-ing
body, like light from the sun, or heat from a fre.
They have so much cnergy within themselves rhat
they radiate in all directions.

Any eftort to make tones or to get the voice out of
the throut, will make the voice sound unnatural.
Remember, your vocal bands will always stay in the
throat. It is conutriction that results in a throaty qual
itv. The throat eolumn is the first and most important
resonator. The important thing is to get the tongue
out of the throat, because it blocks the sound waves
aud consequently muffles the voice.

Diction for the radio is a particular problem. It
not only must be clear and distinct; but the voice
ntust flow freely from vowel to vowel with a smcoth
legato. Vowels are the voice and music of the song,
and the consonants must be so well handled that they
are clearcut and distinct; but with as little inter-
ruption as possible to the flow of the voice. This
demands that your mouth must be open for raso-
nance, and to parmit your voice to flaw out freely.
The tongue and lips must (Continued on Page $82)
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PrRESSER HALL

Agnes Scott College, Decatui, Georgia

This is the concluding chapter in the biography
of Theodore Presser. It has been a difficult but
delightful undertaking to bring together the hun-
dreds of intevesting and inspiring characteristics
of the dynamic life of the founder of many 1m-
portant movements, business enterprises, and
philanthropic-educational undertakings.
—EDpITOR'S NOTE.

ber 23. 1925, the offices of TuE ETupe were

flooded with 1ributes from many parts of the
world. From the greatest to the lowliest his name had
become a hou-chold word. The thousands and thou-
sands of people who have known Mr. Presser and
have bencfited from his work would be glad to read
these tributes from famous people, appraising his
many benefactions. They came from music.ans such
as Mrs. H. H. A. Beach, Charles Wakefield Cadman,
George W. Chadwick (Mr. Presser’s old friend and
classmate at Leipzig). Dr. Frances E. Clark, Waleer
Damrosch, Nicholas Douty, William Arins Fisher,
Arthur Foote, Ernest Hutcheson, Thurlow Lieurance,
Waldo S. Pratt, James H. Ragers, Oscar G. Sounedk,
John Philip Sousa, Thomas Tapper, and many others.
One letter, however, from the foremost American in-
ventor, Thomas A. Edison, deserves to be reprinted:

“Theodore Presser was uniguc in the great work
he did in bringing music to the masses, and in the
promotion of musical inserests, through the various
national organizations that he founded, and through
the establishment of THE LETUDE.

“In view of his great and practical achievements,
he has reccivexl but scant public recognition. but I
trust that his merits may be given more prominence
than they have heretofore reccived, to the emd that
the American pcople may give honor to his memiory.”

Mr. Presser died shortly after radio had bcen intro-
duced to the American public. He revelled in an ear
set which had leeen presented to him by his emnployees.
After his passng, Tne Frupe inaugurated the first
radio program of its kind given in America. The pro-
gram was given in November 1925 from Statian WIP
in Gimbel's Store, Philadelphia. It was a memorial
program to Theodore Presser, presented largely by
the employees of the Theodore Presser Company,
assisted by the noted operatic basso, Henri Scott, and
Mr. John Luther Long, author of “Mme. Butterfly,”
who said:

“In the death of Theodore Presser, music in all
parts of the world has lost a commanding and helpful
personality. He was one of those rare men who choose
some onc great idea upon which to found success.
And his idea was simply—Music. But he was active
and important in all of the numberless lines which
music touches. THE ETupe, which he founded. is the
greatest and most widely distributed of all musical
1’“1’115‘31'“""5’ reaching practically every part of the
world.”

352

W ITH the passinz of Theodore Presser on Octo-

PrRESSER HALL

Bethany College, Lindsborg, Kansas

Theodore Presser
(1848-1925)
A Centenary Biography

Part Twelve

by James Francis Cooke

These and many others wrate sincere and beautiful
testimenizls of their estimates of tne well-known pub-
lisher.

In recognition of Mr. Presser’s great love for the
spirit of Christmas, the employees’ gathering of 1925
was turned into a beautiful ‘memorial service, held
in the First Baptist Church (now two hundred years
old) at Seventeenth and Sansomn Strects. The follow-
ing report of this occasion was presented in THE
Etupe for February 1926:

How happy we would have been if all of our
thousands of good friends couid have attended
the Annual Christmas Services of the Theodore
Presser Company, which this year naturally be-
€ame a tribute to Mr. Presser himself.

On Thursday, December 24th, our business
closed for the day at 2:30 P.M. Shortly thereafter
a procession of our employees, marching two by
two between garlands of laurel, proceeded to the
nearest church, which was the First Baptist
Church.

Heading the procession, which was two city
blocks long, was a brass quartetie playing Adeste
Fideles, the Christmas hymn which Mr. Presser
sang a very short time before his decath.

There are so many aspects of the life of Theodore
Presser that have not yet been discussed that a large
volume might be written upon them. Unfortunately,
apart trom his musical educational comments found
in the earlier issues of Tne Etupg, he lef: few writ-
ings relating to his business philosophy. Occasionally,
at Christmas gatherings of the cmployees he would
make a short talk. Following is onc of these. called
“The Three Essentials of Success.”

“In evary undertaking, however small, there are
three elemients always present in varying proportion.
They are:

“First—the vision, the goal, the spirt, the
ambition.

“Second—the energy, the industry to bring
the vision into a reality.

“Third—economy of administration.

“In the first we have the higher qualities, the in
teilectual, the judgment, amd faith is present also
Without an aim you can gct nowhere. Who would
send a ship on the high seas without some port in
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view? There are thousands of young men drifting
aimlessly on the sea of life—starting from nowhere,
going nowhere, and landing nowhere.

“Remember, ambition is a complex thing, made up
of many attributes of character. Step by step you
reach your ambition in life. The whole object of
education is to inspire a higher vision of life.

“l cannot imagine a greater boon to a young man
than to possess high ideals and purposces in life. Sonre-
times this high ideal is nathing more than strict per-
formance of duty. Opportunity always comes to the
one who performs the daily duties well. You will be
called up higher if you perform the task set before
vou conscientiously,  however humble may be the
start.

“Only human beings with souls have ambition and
inspirations. Animals have no vision beyond ex-
istence. Man only has ideals. Everything that exists
in this world first pre-existed in the form of a vision,
so first of all get a vision, an ideal, & purpose. It will
lighten up vour whole like. Your face will show it;
your cvery movement tingle with life, and life will
be worth living.

“The second in the trilogy of life is energy, in-
dustry, work. This is the body. The first was the head.
This is the part that gives vitality, life, and force to
a vision. Of what use or virtue is a vision without
the means of bringing about the reality?

“Naturally, mankind is lazy. We shirk from exer-
tion. In this regard we are like the animnals. The only
cifference between a savage and a civilized man is
that the latter works. Don’t look for any results with-
out work; drudgery in season and eout, with an un-
dying determination to win out. This mcans con-
stancy in duty, proper fulfillment of obligations, up-
to-date equipment, the machinery for conducting and
carrying our complicated business enterprises, the
executive force to handle the details that go with
every business.

“All successful men are hard workers. The Holy
Writ says, ‘In the sweat of thy face shalt thou cat
bread.” ”

“Don’t expect success without toil, enduring toil -
aften half a lifetime without any let-up, and cven
then, to maintain a highly successful career, work
is necessary. 1 consider a (Continued on Page 388)
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Clarifying ‘éhe Names of Organ Stops

by Alexander McCurdy, Mus. Doc.

N the realin of the organ, we might well ask,
I “What's in a naine?” We have all sorts ol strange

names for organ stops, which are all too confusing
to many. What do they mean? Where can we find
out whitt they mean? Why do stops have such strange
names? Are there too many names? Why not sim-
plity them?

Organ specifications are becoming so complex that
many organists are at sea when they atempt o make
a study ol them. The nomendature ol the organ is
French one day. German the nest. and ocGsionally
an Fnglish word is used. It would appear that an
organist should have considerable knowledge of French
and German to be able to understand some of these
organ stops. One expects, when playing an organ in
the Freneh quarter of Montreal. to find the names
of the stops in French. but when playing an orean
in a midwestern town. it comes as a surprise 1o find
the stop list in German.

During the Twenties many orgi ns were built with
stop names which anv business man with a little
knowledge could understand. If ke understood that
a dicpason was a diapason, that it was “real organ
tone,” he was ready to play. The Acolian Company
built literally hundreds of organs with specifications
that were as simple as it was possible to make them.
Sometimes we wonder whv this was not continued.
In those days a specification mignt look something
like this:

GREANT
Low Flute 16" String 8
IFlute 8 Iigh Flute t4
SWELL
Bass I'lute 16 String MF 8
Soft Flute 8 Swring F 8
String PP 8 Iigh Flute 4
String Ccleste PP 87 Piccolo 2L
Oboc 8
PEDAL
Sub Bass 167 Bourdon 16’
Flute 8’

The couplers were listed as subs {16’), unisons (8),
supcrs (47).

Of course the above organ sounds like it looks. To
say that it is nondescript, as far as tone goes. is 1o
make an understatement. Nowadavs. fortunately for
us. the names arc changed, and most inportant, the
whole idea of tone is changed. with the result that
we hive a finer instrument. The pecification today
would look something like this:

GRLEAT
Principal 8 Octave 4
Flute Harmonique 8 Mixture, 111
SWELL
Quintation 16 Viole Celeste 8
Rohrilocte 8’ Gemshorn 4
Viole d¢ Gambe 8 Navzard 224
Trompete g
PEDAL
Suby Bass 16’ Quintation 16
Octave 8’ Principal 8
Choralbass 4

The usual couplars appear: Swell 162 and 4%, with
unisons olf, Swell to Great 167, 8. 4/, Great 167 and
4/, Great and Swell to Pedal 8 and Swell o Pedal 4°.

Now this organ, if built today by a builder who is
sincere, would be anything but nondeseript. The
nomendlature is ditlerent from the first specification,
but it really would not make any diflerence. provided
the organ was buwdt by the right man. I doubt very
muchi il a reputable builder would use anything but
the nomenclature as listed in the second specification.
Otherwise he would feel that his tone wis not being
properly described.

When Leopold Stokowski was organist and choir-
master of St. Bartholomew’s Chuich in New York
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City, he evidemly could not tolerate the nomenclature
which was used in that organ. ‘There are many stories
concerning the adhesive tape that he used 10 place on
the drawknobs. Tt would not be possible to reproduce
iiere the names which he gave some of those stops.

We wonder, “Why not just call a flute a flute, a
diapason a diapason. a trumpet i trumpet. or a string
a string?” However, there is much more to it than
that. With the renaissance in organ building here in
Amcrica, at least. we find ourselves using the finest
examples of tone from the German School of orean
buikling and ol the French and Engslish, Vo desceribe
adequately those stops in specifications @nd on the
knobs themselves, the
butlder must resort to
the use of all worts of
terms. We wish that it
could  be simplified.
but at present ut least,
until some clever per-
son devises a better
way to take care ol the
situation, it will have
to remain as it . Here
is a list of names which
T find are unfumiliar
to most organists:

Quintade
Prestant
Plein-Jeu
Cor de Nuit
Koppelfloete
Blockllocte
Cymbale
Nasat
Schartt
Krummbhorn
Spitz-Principal
Beil Gamba
Fourniture
Zauberflote
Rauschpfeife
Dulzian
Cromorne
Schalmei

Cliiron

Clarion

Siffléte p— ’

Rankert THE ORGAN IN THE CATHEDRAL OF ZARAGOZA
Montre . . . .

Flute Quverte Note the organ pipes in the center lying horizontally and
Fagot blowing ont toward the congregation. According to Ands.
Chalumeau ley in his “"Orgar Stops.” “This treatment is so common
Kornett

The above nanies are

being used morz and

more. Phey appear regularly in magazines for orzan-
ists. i nd they should be more Tamiliar. How many
organists. however, know what they iean?

There are not too many ways to obtain inforination
regarding these names and the stops to which rhey
refer. By listening to them at an organ, one cam at
once tell that a Quintation does nov sound like the
Quintadena that we are accustomed to hear in this
country. or that a “I'vompete does not sound like the
Trumpet built during the Twenties, and which was
on high wind pressure,

We must kncw what to expect when we use a
certain stop. In this connection I am most impatient

ORGAN
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in Spain that it nray be considered a characteristic of the
imporiant organs of that conntry.”

for Dr. Homer Blanchard 1w complete his modern
dictionery of organ stops. 1t will be imvaluable to all
of us. In the meantime we can make excellent use of
Wedeewood's "Dictionary ¢t Organ Stops.”  Also
George Ashdown Awdsley's book, “Organ Stops and
‘Their Artistic Registration,” will be ol inestimable
help.

The latest addition 10 “organ helps” for ail of us
1s the sct ol records made by Ernest White, with G.
Donald Harrison as narrator on organ tone. The
records are by Fechin chord and are titled “Sudies in
Organ Tone.” They mayv be procured by writing to
the Acelian-Skinner Qrgan Company. Boston 23, Mas-
sachuscits. Mr. White
uses the organ which
was in his New York
studio. There s an ex-
cellent {older  accom-
panving the  records
which  also  discusses
the spedification of the
organ and sonie ol the
tonal resources.

For clubs and schools,
there is a sound mov-
ing picure produced
by the Casavant Com-
pany. This may be
borrowed, and infor-
mation about it may
he had trom the Casa-
vant Company. St. Hy-
acinthe. P.Q. €anada.

Organistsshould hear
the Columbia records
Which K. Power Bigoes
has made recently, us-
ing the Columbia Uni-

versity organ. The
organ  tone ol these

records, together with
Mr. Biges' fine play-
ing. provide a thrilling
expericmee o every
listener,

A radical treatment
of organ pipes is shown
i the accompanving
picture ¢f the organ in
the Basiiica del Pilar.
in the Cathedral of
Zaragosa. Spain. The
organ, built in 1579 by
Cuilleime de Lupé, in
addition to having the
most claborate ind in-
tricate carvings in the
design of its case. s
turther  characterized
by huving some of its powerlu' stops pliced horizon-
tlly—-en chamade. to use the proper tenm.

Goodr.ch, in his book. “I'he Orgat in France.”
deseribes it thus: “en chamade {from the Italian chia-
mata. a military signal given by trumpets or drum),
signifies that the pipes are placed horizontally, instead
ol veriically. This method is applied onlv to paweriul
reeds, as frompettes en chamade

One can well imagine the efiect of this to be sim-
ilar to that produced by the trumpet scction of a
band or orchestra, lined up in front of the stage,
blasting out dirccly at the audience. “It is to be con-
demned on all musical grounds,” says Audsley in his
“Organ Stops.”

Wedgewood. in his “Dictionary of Organ Stops,”
tells of Fan Trumpets which are found in some of the
organs in England. France also has several cathedral
organs which include this horizontal arrangement,
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The Role of Tempo in the o

Interpretation of Choral Music
by Max T. Krone

about “interpretation” is that it is not something

which is applicd last or added as decoration, l{kc
icing on a cake. Rather, it is the manner in which
the ingredients that make up the “cake” are mixed
together with loving care and understanding, to form
soniething beautiful from a combination of clcx.ncnts,
cach of which is necessary in a certain proportion to
the finished product.

Given the same recipe and ingredients, two cooks
may have surprisingly difterent results with  sup-
posedly the same cake. Much the same thing happens
with musical performances, but to an even greater
degree. What is the reason? It must lie within the
background of experience and understanding of the
two cooks and the two conductors,

We may know that the factors which make up a
heautiful choral performance are: lovely, well blended,
and balanced tone; impeccable intonation; good dic-
tion: clean attack and veleases: wvital tempo and
rhiythm; well-turned phrases; proper dynaniics; and a
sincere emotional expression of the music and texts
but the way in which we combine all of these de-
termines whether our “cake” will fall flat or rise to
he something thrilling to experience.

For example, all of the factors except the last may
be taken care of beautifully, but the performance may
still leave our audience cold, or they may be im-
pressed only with the technical excellence of the
singing. On the other hand, the performance may be
sincerely emotional, but because of dragging tempi
and erratic rhythims may fail to stimulate our audi-
cnce.

Musical interpretation is something we can learn
only partly from books. The most important part
of it must come [rom our own experience with music
and with choruses. It comes from listening to great
soloists, chamber music groups, and symphony orches-
tras, as well as fine choruses. It comes from our own
study of voice, piano, or any other instrument, with
inspired teachers. It comes from a study ol scores and
a comparison of the ways in which different artists
interpret the same music. It comes {rom working with
choruses, trying out this idea or that idea to find out
what will work lor us and what will not. It comes
from living—lceling. loving, despising, knowing cla-
tion, dejection, gricl, cestasy, disappointment, success,
tragedy, defeat, and victory—from having experienced
all these ourselves. Il our music is to live, we must
live.

Tempo refers 1o the speed at which the beats are
taken; meter refers to the way in which these heats
are grouped, especially with respect to accentuation.
‘T'here is nothing in the meter signature itself to indi-
cate how fast or slow the tempo should be. A 6/2
meter might be taken just as fast or faster than a 6/16
meter; a 4/8 meter might be either slower or faster
than a 4/2 mecter. Up to the eighteenth century the
half note was nsed as the beat note as commonly as
the quarter note beat is today, or more so. It was a
common practice in the nincteenth century to use
an cighth note beat in a very slow movement. Today,
the quarter note beat is the most [requently occurring
beat note. It can casily be seen [rom this that the
conductor must not guess at the tempo from the meter
signature alone.

Tempo is usually indicated in one or two ways; by
Ttalian terms such as allegro, andante, and presto, and
by metronomic indications such as M.M. J= 80,1
which of course arc more specific than the Italian
terms.

Besides the Italian tempo indications and the met-

354

PERHAPS the most important thing to realize

Max T. KRONE

Dr. Max T. Krone, composer, translator, and
editor of morve than two hundred cliorval works,
is recognized as one of the nation's outstanding
choral conductors.

ds co-author of “Fundamentals of Alusicianship,”
the “A Cappella Chorus Sexies”” and other pub-
lications, his contribution to the traching field
has been profound and scholayly.

In 1946, Dr. Krone was elected Dean of the In-
strtute of the Arvts at the University of Southern
California. 1lis activities in this capacity have
contvibuted much to the developmeni of the
music program of the West.  —Eviror’s Notvk.

ronomic marks, there are other factns which enter
into the determination of the proper tempo. Among
these are:

1. The Text. The text in vocal nusic not only
indicates the spirit of the composition. but often gives
us a good clue as to the proper speal. For instance,
what tempo doces each of the following lines suggest
to you?

Twilight, and evening bell, and one clear
call for me.

Glory. and love to the men of old!

Come and trip it, trip it, trip it

More swilt than lightning can T fly.

BAND, ORCHESTRA
~and CHORUS

Edited by William D. Revelli

We must beware, however, of letting words or phrases
that might of themsclves suggest changes in tempo
lure us into making them if they cannot be justified
musically. Soloists frequently indulge in such distor-
tions of the rhythm, tempo, and meter in the name
of interpretation. They are also likely to do the same
thing in order to hold some tone that they feel lies
well in the voice, in order to impress their audiences
with their tone production. Such distortions of the
music for vocal and textual reasons always have been
and always will be anathema to conductors and mu-
siciuns generally.

2. Short and long notes. A good rule is for us not
to choose a tempo which is so fast that the fastest or
most difficult passage cannot be sung clearly and dis-
tinctly, or so fast that the melodic beauty of every
part cannot be brought out clearly. Conversely, we
must not choose a tempo which is so slow that the
longest notes are dragged out to the point of destroy-
ing the flow of the phrase.

3. Our judgment. The validity of this criterion, of
course, depends upon our musical maturity, musical
background. and experience.

4. Tradition. There are certain works, such as the
Chovale from the third act of Wagner's *The Master-
singers of Nuremburg” which have definite, tradi-
tional tempi2 When conducting a work of this kind,
we must be sure we are acquainted with such tra-
ditions. Fortunately, this is not so difficult today.
even in isolated communities, with recordings and
radio performances of great works so plentiful.

General Rules

There are also a few general rules concerning tempo
and rhythin that the conductor must keep in mind.

I. Changes in tempo. We must avoid making
changes in tempo. unless there is a good, musical
reason for making them. Rhythm is something we
feel in our bodies. .\ rhythmic recurrence of beats
sets up a corresponding muscular rhythm within us,
cither consciously or subconsciously, 1f the tempo of
this rhytlnmic pattern is changed suddenly, the effect
is an unpleasant one, similar o that produced on
us by a sudden stopping or starting of a bus or street-
car. We must remember especially in a ritardando
that cach beat must he slower than the preceding one.
“I'his means that the ritardando must be started almost
impereeptibly, otherwise the phrase will [all apart
rhythinically before the end is reached. Ritardando
really means “stower, later on.” Conversely, aceeler-
ando means “faster, later on.” Each beat must be a
little faster than the preceding one, so we must not
start speeding up oo soon. or too rapidly.

2. Tempo after a ritardando. After a ritardando
be sure to return to the original tempo, unless other-
wise indicated. The tendencey s to return to a tempo
a littde slower than the original. I several ritardandi
occur in a composition, the result is that the tempo
becomes slower and slower,

3. Tempo and dynamics. We must not slow up at
a piano. pianissimo, or diminuendo, unless it is indi-
cated: likewise, a forte, or a crescendo, must not be
speeded up. unless it is so marked. This is a very
common practice and one to be assiduously avoided.

4. Keep it flowing. This applics to rhythm at any
tempo. Rhythm is the lifeblood of music. If it is slug-
gish, or il it jumps from one beat to the next instead
ol flowing through the whole phrase, the composition
will sound sickly and dull. There must be a feeling
of continued pulsation throughout. The consonants
do the brunt ol the work here, much as the tongue
of a trumpet player does in his performance. Vowels
are diflicult to perform rhythmically: that is the rea-
son it is necessary to use the aspirate i, before each
note of a passage performed on a single syllable.

5. Keep it steady. A great (Continued on Page 356)

IM.M. refers to Maelzel's metronome, from the name of the
inventor of the instrument. Johann Maelzel developed the
metronome in 1816, so you may know that any metronomic
indication printed on music published before that time was
probably placed there by a later editor, not by the composer.

2Wagner, in his book, *“On Conducting,” says that it is un-
necessary to indicate an exact tempo in a score, since a talented
conductor will find the right one anyhow and an untalented
conductor never will find the right tempo even if it is printed
in the score! After “Tannhauser’” and ‘‘Lohengrin,* he left no
exact tempo markings on his scores, but used general terms
such as sltow, heavily, fast, faster, and so on.
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Attack, Articulation, and
Upper Register Fingering

soon tone (anception and production in the basic

register. At some time during the carly phase of
tonal development it is desirable o introduce the
proper conception of attack. Successful attack, like
successful tone production, depends to a large degree
on proper breath intensity. Breath intensity is the
basic clement in producing a definite, precise, and
clean “attack;” the tongue acts only as a valve to
insure proper placement in relationship to an exist-
‘ng beat. A tonec can be started with the breath alone,
but no amount ol tonguing without breath will ever
produce a musical sound. To impress upon the stu-
dent the need for breath intensity, I use a very simple
exercise, superimposed on a four best measure. It
consists of using the first two Dbeats to prepare the
embouchure and fingers, the third and foutth beats
to build up playing pressure while the tongue seals
the reed opening, and on the first beat of the fol-
lowing measure the tongue is drawn away quickly,
thus allowing the air to pass through the reed; there-
by, producing an attack. (Sce Hlustration No. ). All
components of a good attack are prepared at least
two beats before needed, and in this position, await
the tongue to be withdrawn.

I N the previous article, T dealt specifically with bas-

Mus. 1.
u 1 2 blow Tonque
% v v v v 1o
—_— e
Bvcakhl Tone
AxtacK

This approach teaches the student that he must
prepare for an attack and not merely try to make an
uncontrolled spurt of air reach the reed at the same
instant an equally uncontrolled tongue is striking it.
It is most important that we make sure the student
15 really blowing and building up pressure during
the two silent beats, and that no air is going through
the instrument. The playing pressure must be there
before the tongue is withdrawn.

This exercise should be practiced on cach tone as
it is introduced io the student, repeating the prepa-
ration and attack on cach note until a minimum of
five perfect attacks can be produced in succession.
Insist that the student maintain a rhythmic beat while
he is doing this, so that a feeling of exact placement
will develop along with a surety of attack. Be ex-
tremely careful in the beginning to analyze each
attack carefully, ~o that existing faults may be elimi-
nated before they become deeply ingrained in the
student’s playing habits. Distributing the various
aspects of prepumation and attack over several beats
cnables the teacher to place the blame far poor attack
where it belongs. As the student becomes more pro-
fieient in building up the proper breath intensity of
cach individual tone, the length of time needed’ for
preparation may be cut down accordingly.

Mes, 2,

Breath

Prkeh NN
Embovchure‘—/ __/ _/

Marcato Avticulation

Any discussion of attack leads directly to the sybject
of “articulation.” “Articulation” is simply a series of
related attacks demanding just as much breath in-
tensity for proper execution as the single “attack.”
In reality, there are two basic types of articulation
used on bassoon, the choice depending en the speed
and character of the composition. These two types
are distinguished not so much by the attack itself, but
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Bassoon Clinic Series

Part Four

by Hugh Cooper

rather by the method nsed in the spacing or cnding
of each note.

In the fisst type of articulation, I shall discuss this
pitch variance as rectified by the embouchure. For
want of a better name I shall call this the “marcato
articulation.” In genenal, this first type cousists of
cobrdinating individual impulses of increased breath
intensity with a relaxing of the embouchure; as the
breath itensity decreases, the embouchute tension
increases; when the two tensions are equal, the tone
stops and we are ready to prepare for the next attack.
(See ustration No. 2). The mechanics ol this type
of articulation are quite obvious to an observer watch-
ing a fine hassoonist play “marcato” in the low reg-
ister; as here the adjustment must be so great that

blow & Tovmque

Qte.

Brcath Tome
AttacK

his whole jaw moves, dropping down to receive the
initial blast of air and closing again as the lLireath
intensity is diminished. In the middle and upper
registers the same cftect can be obtained with o mini-
mum ol jaw movement. Nuaturally. there is @ limit
to the speed at which one can cobrdinate embouchure
with the breath and tongue.

Beyond the tempo limitation of the “marcato” style,
the staccato spacing cttect is produced by the tongue.
In this sccond type of staccato the breath intensity
is consisten:, as if in a legato passage, only the
tonguc’s rapid stroke cuts into and momentarily stops
the vibrating reed. The minute length of time the
tongue rests on the reed before being withdrawn gives
us the same relative spacing as the “marcato” type
does at slower tempos. (See Illustration No. 3). Actu-
ally the fast staccato is really a legato staecato wken
at a fast tempo; therefore, when practicing this scrond
type at slow tempos, play them in a legato staccato
style graduaily increasing the tempo. Never permit
the student, when practicing fast staccato passages in
a slow tempo, to use the marcato type articulation,
cven though it does give the desired effect at the
SIOWCT tempoes.

In conjunction with these two hasic methods we
may combine the use of various syllables for the actual
tongue stroke which puis at our disposal an almost
unlimited number of effects. The syllables range from
the sharpest tut to the soltest lu. However, a du syl-
lable produces an attack definite enough for most
staccalo passages and one needs to utilize the fu and
tut syllables only on rare occasions for special cftects.

One must remember that regardless of what syliable
is uscd, it is the withdrawal half of the stroke which
is the important motion. Many students are under
the false impression that it is how they strike the
reed that determines the attack; this is obviously false
for no attack can take place until the tongue has
left the reed. The rebound stroke determines the
nature and placement of any attack or articulation.

BAND and ORCHESTRA .
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Bassoonist, Detroit Symphony Orchestra

This fact in itself should prove to a student that the
tongue must be on the reed prior to a single attack
or before each note of o series of articulations. No fine
perfornier on any wind instrument jumps at his in-
strument when the stick comnes down; rather, he is
ready o play on the preparidory beat!

Alter developing a reasomble degree of control
while articulating single tones, the next step is to
cobrdinate the tongue with the various finger pat-
terns of scales and arpeggios, and here again, a fecl-
ing of rhythm is of prime importance. The fastest
tongue is ol little use if it is not controlled rhyth-
mically. Unless a student can tongue a rhythmic pat-
tern accurately on a single note and slur a scale to
the same rhythmic pattern, it is useless to try codrdi-
nating the two. An approach to this problem, such
as shown in Hlustration No. 4, offers one means of
solving it in as simple manner as possible. With
this I shall leave the related problems of atzack and
articulation and procced to one of the weakest phases
of public schaol bassoonists; namely, the ufper reg-
ister.

At least fifty per cent of the high scl:ool bassoonists
in this country cannot play above G (the thivd added
line above the bass stafl), in spite of the fact that many
ol the scores for school bands and ordhestras contain
bassoon passages bevond such range. 1 have asked
nuny students what they did when ceonfronted with
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high passages and their answer was, “Nothing. Just
held my instrument.” These students were as capable
of playing in the upper register as other students;
they just had never been taught how to master the
tones in the upper register. 1 wonder just how many
music educators reading this atticle could give a com-
petent answer to the following question: “How do
you finger high Bb on a bassoon?” I think that is a
perfectly legitimate guestion for a student to ask an
instructor, but 1 wonder how nuny legitimate answers
he would get.

There is no reason why a siudent who is capable
of playing in the low and middle registers of the bas-

S E S S PR E LR e

soon carnot play in the upper register. In fact, many
of the upper tones ae easicr to produce (with the
correct fingerings) than some of the notes of the lower
register. After students have spent three or {our years
developing a misconception that the upper register
is too difhcult for them, it is quite hare to canvince
themn otherwise. Almost everyoree fears the unknown.

Again, I feel it is the duty of every music educator
who has even one bassoon in his organizations to
know haw to teach the instrument, especially finger-
ings, which are simply a matter of memorizing a few
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symbols. The student can not play it until you first
of all teach it, and then demand results from your
teaching. T am submitting 2 set of the accepted basic
fingerings with this article for the upper register of
the bassoon. This sct is not complete. as space will
not permit a detailed explanation of all the possible
alternate fingerings and their usages. TTowever, these
fingerings will give your student a complete range
chromatically to the Dz sounding on the 4th line of
the treble staff.
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Note: Add low Ep key to E8 and all tones above
for resonance.

In addition to the correct fingering, one must re-
member that these tones are derived from the second
series of harmonics; and to make them sound as reso-
nant as the lower octaves, the breath intensity must
be proportionately greater. If the student is allowed
to produce these tones with litle breath intensity,
relying solely on lip tension, the sound will he thin
and invariably sharp. A relaxed embouchure s just
as important in this register as it is in the basic
register.

We should approach the upper register gradually
by inttoduding one or two new fingerings cach week,
observing any undue lip pressure until the whole
bassoon register has been covered. The whole process
of extending the student’s range should take less
than a semester; then you can spend the remaining
years developing him musically, instead of mechan-
ically.

H our discussions have proven to be helpful, T am
pleased. Should any of my rcaders wish to write me
m regard to problems presented in the course of
these discussions, T would welcome their communica-
tions. In the meantime, T wrust that all teachers of
music who have contact and associations with bas-
soonists will give heed 1o the development of the
players of this wonderful instrument.
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The Role of Tempo in the
Interpretation of Choral Musice

(Continued from Page 354)

artist often gives us the impression of great rhythmic
freedom, for example. in the rubato of a Chopin Prel-
ude or Nocturne. But, if we analyze the rhythmic
flow, we will discover that he really maintains a
cumulative, steady rhythm and secures the effect of
frecdom by holding back a little here and speeding
up just a httle there, to compensate for it, but always
within the framework of the steady procession of
beats. Bruno Walter once expressed it this way to us,
“Every measure is difterent in length in o musical
performance, but not noticeably so!” In other words,
build your rhythmic nuances like waves upon the
steady pulse of the tide.

As a man is known by the friends he keeps, so is a
musician known by the tempr he keeps.

The Story of “Schani” Strauss
(Continued from Page 343)

two years Father Strauss took his orchestra for a tri-
umphant tour abroad. Mother Strauss pawned the
Last of her wedding trinkets to buy milk for her hun-
ary children. On his return, with the plaudits of
Furope ringing in his ears, he was accorded an even
greater ovation in Vienna. Life glittered for him.
More and more he was seen with Emilie Trampusch,
a frayed beauty of checkered background who eventu-
ally separated the Strausses.

Schani lived cach day for his music and would have
stayed up all night working on theory and composi-
tion if his mother had not interposed. When his
teachers tried to dissuade the fifteen-year-old boy from
writing the “p()pul:lr” music of the day—polkas,
quadrilles. waltzes—he rebelled. “Why should T write
svmphonics?” he stormed. “Some day the world will
dance to my waltzes.”

A Race for Popularity

As the year 1849 opened. the young musician was
rapidly realizing his boyish boast. Ever since his mo-
mentous début, five years previous, he had matched
his father’s every move. I his father brought out a
new dance one night, he composed a smiash hit for
the next. While his father composed for the imperial
First Biirger regiment, he wrote for the democratic
Second Biirger regiment. Each year the quarrel had
increased in bitterness in spite of attempts at recon-
cilintion. Then the unexpected happened.

At one of the senior Strausses’ widely advertised
concerts, his how snapped. Extremely superstitious,
he regarded the accident as an omen of impending
mislortine. Two months later, September 25, 1849,
he died from the scarlet fever he had contracted from
one of his little daughters,

Schani Strauss was now in line to become Vienna’s
musical dictator. But in spite of the acclaim of the
ast five vears, loyal members of his father’s own per-
sonal orchestra at first refused to accept him, even
voting to dishand. Finally his mother and Amon
worked out a compromise. Tt was a happy day when
Amon came to him bearing on a cushion his father's
baton, symbolizing his acceptunce by the orchestra.

One year later Johann Strauss, King of Music,
ranked only second to Francis Joseph., King of the
Austro Hungarian Empire. "Vienna has three sights
for the newcomer,” ran a popular saying of the day.
“Kiirntnerthor Theatre, St. Stephen’s Cathedral, and
Johann Strauss.”

From his facile pen poured hundreds of waltzes,
polkas, and quadrilles, plucked magically from the
air, from the song of birds. from life around him.
Vienna was dance-mad. Tts delirium spread to Russia,
where Strauss conducted ten successive seasons.

Composing, rchearsing. introducing Sunday after-
noon concerts in the Volksgarten. dashing to five dif-
ferent places to conduct . . . with a new waltz ready
for the next performance—it was not long until
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Strauss was on the verge of a nervous breakdown. Both
he and his mother (who acted as his manager) agreed
that a new leader must be procured. But only a
Strauss could conduct Strauss nusic.

In the emergency they turned to the second brother,
Josef. He too, had studied classical music, but his
father’s opposition had finally forced him to take up
science. "Become a dance bhand leader?” he scoffed.
“Never!”

But he reckoned without his mother and  his
brother. Soon he was conducting one of the Strauss
orchestras and seriously studying composition. As his
natural talent developed, many prophesied a brilliant
career, but always he was overshadowed by Johann.
In spite of a late start, during the remaining seven-
teen vears of his life he composed more than two
hundred cighty picces of music.

Music by Strauss was in so much demand that the
youngest brother, Eduard, was prevailed upon to
abandon his diplomatic career. Like his two [mmous
brothers, he had studied with Amon and wrote dance
music. Although he was the least musical. “der schone
Ldi.” as the Viennese fondlv called him. was noted
for his tact and exccutive ability.

Streams of Melody

Soon Vienna was {locking to the Casino where the
three brothers otten conducted their orchestras simul-
tancously. ‘They even composed together (their Pizai-
calo Polka is still a tavorite), although the teamwork
of Josef and Johann was the more finished. Gradually
Johann withdrew from the grind of frequent public
appearances and spent more time composing.

1lis new waltzes, “symphonies for dancing,” flowed
from his pen with remarkable fecundity. One of the
most popular waltzes ever written, The Beautiful Blue
Danube, was composed in 1866 for the Vienna Men's
Singing Socicty. This work brought Strauss about
seventy-five dollars. When it was not too enthusi-
astically received, he threw the manuscript into a
drawer and promptly forgot about it. The following
spring he conducted the International Exhibition at
Paris, and needing a new waltz, dusted oft The Beauti-
ful Blie Danube. Overnight it created a furore. Soon
millions of copies were sent to all parts of the world.

Up to the year 1870, the forty-five-ycar old com-
poser’s musical and personal success had been phe-
nomenal. Then death struck. First his mother, who
had been the mainstay in the family organization,
followed by his brother Josef,

By this time the Waltz King's fame was so great
that America demanded a sight of him. He was oftered
one hundred thousand dollars plus travel expenses,
il he would conduct a series of concerts at a monster
Jubilee in Boston under the leadership of Patrick S.
Gilmore. When he arrived he met the same enthu-
siasm he had received in Europe. Women clipped
locks of his hair; cut threads from his suit.

Strauss made his Ammerican début June 17, 1872,
before an audience of a hundred thousand people.
“T'wenty thousand singers were on the platform,” he
wrote to a friend. “In tront of them was the orchestra
with its hundred assistunt conductors. A cannon shot
was the sienal for me to couduct The Beautiful Blue
Danube. ‘There was no possibility of an artistic per-
formance . . . only a blare of noise such as 1 shall
never forget.”

Following his American visit he composed the best
kinown of his sixteen operettas—"Di¢ Fledermaus.”
His latter life was saddened by the death of his wife,
Jetty, and by his short-lived second marriage. After
his third marriage, he gradually retired Irom Vienna’s
night life.

However, in 1894, when Vienna celebrated  the
fifticth anniversary of his first appearance, he par-
ticipated in the week's festivities, receiving congratu-
latory messages and gifts from all over the world.
America sent him a silver loving cup, with the name
of one of his famous compositions engraved on cach
of its fifty silver leaves.

On June 3. 1849, the great Johann Strauss died at
the age of seventy-four. He was accorded a public
funeral such as is generally reserved for reigning mon-
archs. At the head of the long procession friends car-
ried his violin on a black velvet cushion, its torn
strings hanging down.

With his death the famous Strauss orchestra entered
its twilight years. Eduard (Continued on Page 388)
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Intensity in Tone

“I am a sixteen-year-old violinist and am
stidying the Max Bruch Concerto in G
minor. I am also studving the "2y Caprices’
of Rode and the Gaviniés ‘Studies.” People
say I have a good 1echnique, but some say
I do not play with enough intensity. How
do I go about getting intensity in oy
tone:” —A. L Cl. California,

To begin with, no one can “go about”
getting intensity. Tv is a quality that
must have its roots deep within the play-
er. One must feet the need to express
certain emotions intensely: when  this
need is felt, the expression will usually
be adequate,

I can tell you the technical means by
which an intense tone is produced on the
viodin, but the acquirement of these
means would not necessarily result in
intensity. It might casily result in an un-
pleasantly hard tone. )

The mechanics of intensity are simple
cnough, and the responsibility for them
is divided about ecqually between the
left and the right hands. There must
be a strong. nervously-intense finger-
pressure—not a heavy, lifeless pressure—
that lasts for the full duration of every
note, Coupled with this there has to be
an even. fairly rapid, and not too nurrow
vibrato, which must be alive to the very
end of cach note. s for the right hand,
its job is to keep the bow moving close
to the bridge, with not too much pres-
sure, as long as the maximunm intensity
is required. Remember that the pressure
of the fingers on the string must always
be stronger than the pressure of the bow.

I 1 were you. T wonld not worry about
playing intensely. I vou strive for in-
tensity without feeling that vital inner
urge, you will be adopting a mode of ex-
pression that is at present foreign to you.
It would be like wearing someone clse’s
coat! Develop vour finger grip, learn to
draw the how close to the bridge without
scratching or forcing—and wait for Time
to teach you what intensity is and how
it should sound.

Fingering for Chromatic Scales

“Will vou please tell me which is the
preferred  fingering in Carl Flesch's “Scale
Studies’ for chromatic scales? 'T'he two given
for C major ave:
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I'hey both are inconsistent as to order of
positions, although the bottom once scems
the worst.”  —Miss Y. W. S, North Dakota.
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There are various opinions regarding
the best fingering for chromatics. a fin-
gering natural to one player often being
difficult for another. For that matter, in-
dividuality of technique plays a big part
in the selection of any fingering.

Tor the first position, the lower of the
twa fingerings you quote is gradually re-
placing the upper in genceral use. There
is & good reason for this: the lower fin-
gering gives much greater technical clar-
ity when the tempo is rapid. The one
disadvantage is that it takes some time to
learn. The upper fingering has been in
use for very many yecars and is to be
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found in all but the most
clitions.

No general trend is noticeable with
regard to the higher positions. Both of
vour fingerings are widely used, as is a
third one: 1,2, 2.3: 1,2, 2, 3: and s0 on,
beginning on G-sharp on the E string.
Bescending trom the High-C, this finger
inzisd, 3,3.2:8,2,2,1; 3,2 2. 1; and
sax on. And there are a number of com:
binations of these three systemns that cun
be used. For my own part, I prefer your
upper fingering in the ascending scale
from the G-sharp. and the third fingering
when descending. But many experienced
violinists would not agree with me.

For chromatic scales in triplets, there
is something to be said for the 1, 2, 3:
1. 2, 3, fingering (descending: 3. 2, 1:
3. 2. 1). The finger pattern [ollows the
rhrythm of the music and so allows the
player always to know where he is. On
the other hand, this fingering tends to
oser-cmphasize the triplets and therefore
to hinder a pertectly even performance
of the scale.

You can sce that it is impossible to say
with authority which fingering above the
lirst position 1s the best. There is so wide
a choice that it is better for each player
to choose for himself that which comes
most casily 1o his hand. But once he has
made a decision, he should stick to it

More on Relaxation

My first question is about some
remarks of yours on relaxation in E1UDF
this month [February|. You say about prac-
tiking four-oetave scales that “the hand
should be allowed to creep up and dowin
the fingerboard almost limply, no ctlort
being made 10 exert an intense  finger-
pressurc. This method of practicing per-
mits the joimis and muscles o remain re-
laxed while they form habits of correct
playing.” Wonld this method work with
other kinds of diffrcultics? My hand stifiens
when I have to play thirds, and try as 1
will, 1 cannot overcome this. My second
question is about studies. In the same opy

Prominent Teacher and Conductor

of ETUDE you gave a list of study hooks
as far as Rode's “Capices.” What “should
come after Roder Paganini, of comse. but
what elser™ —Mis. L. Ho AL Wisconsin,

(1) Regarding your trouble with thirds,
my frrst thought 1s that somewhere along
your course of study you practiced them
too fast and not systematically enough.
And perhaps you continued practicing
them when your hand was tired, thus de-
veloping a tendency tawards chronic ten-
sion. But vou can certinly overcome this
condition if you go about things thought-
fully and patiently. Re-read the last two
paragrapls of the artidle you quote; you
will find in them suggustions for master-
ing any difliculty that puts an unusual
strain on the hand.

To get rid of the tension that occurs
when you play thirds, start with the sim-
plest exercises. such as the following, and
play theny with a light finger-grip, a re-
Laxed arm, and very little how pressure.
Above all, play them slowly.
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After you have practiced these exer-
cises for a week in this wiy, go on 10
sciles in thirds, still showly and limply.
When you have workad on these for a
week or so, you will probably fecl that
your fingers arc makimg their required
motions quite naturally and easily. And
you will certainly be very tired of the
wishy-washy tone vou have been produc-
ing. ‘I'ry, then, for a more concentrated
quality. Remember, however, that this
quality must come primarily from in-
aeased finger pressure, and only set-
ondarily from the bow.

But don't exert your full finger-grip
just yet. Patience. againr! Be content with
a little more pressure. If you feel no fa-
tigue after playing for « few minutes, in-
crease the grip a little more. But still
with a very light bow. At this stage, o
heavy bow pressure will alimost certainly
cause you to tense your left hand.

From the scales, you should go on to
the exercises in thirds in Sevcik’s *Pre-
paratory  Double-stop  Studies.”  From
these you can go to the sections devoterl
to thirds in his Op. 1. Part 1V. Until you
reach these last exercises. make no effort
to use your [full finger-grip. And by all
means, still play the thirds slowly.

One {requent cause of tension in the
playing of thirds is a faulty shaping of
the hand in the first three positions, The
thumb should nat be sticking up on the
G string side of the fingerboard, but
should be lying back along the under-
side of the neck, and the hand should

be sufficiently far around to keep the
knuckle-joint of the first finger from
touching the nedk. A minor third be-
tween the fourth and sccond fingers in
the first position is a very awkward in-
terval to play acaurately, and it can be
consistently achieved only if the hand is
shaped as I have described.

It may take you a month or six wecks
to carry through the course of study 1
have outlined. However, if you go along
unhurriedly, 1 am sure you will find that
at the end of six weeks you can play an
extended passage of thirds with ease, and
with considerably more facility than you
have hitherto thought possible.

One word of caution: Don’t over-prac-
tice those thirds. Fifteen 1o twenty min-
utes a day, with frequent short rest pe-
riods. is sufficient time to spend on them.

(2) As for study material to follow the
Rode “Caprices,” there is not a wide
range of choice. But the material avail-
able is ample for the building of a solid
and brilliant technique.

Only a student of exceptional talent
can go straight from Rode to Paganini,
and even this fortunate onc would be
better advised to ase a stepping stone or
two. After Rode. the normally gifted
student should be given the 20 Brilliant
Studies” of Dancla. then Op. 35 of Dont,
some of the "Artist’s Studies” of Mazas
(especially  the  bowing studies),  the
“First Thirty Concert Studies” of De-
Beriot, Op. 123, the “Eight Etudes-Ca-
prices” of Wieniawski, “"L'Ecole Mod-
erne” of Wieniawski, and finally the Pa-
ganini “Caprices” and the “Six Poly-
phonic Studies” of Ernst.

At all stages of advancenrent it is well
to let the study books overlap. That is to
say. after a pupil has studied Kreutzer
thoroughly, let him review the more im-
portant studies while he is working on
Fiorillo. Then review Fiorillo  while
working on Rode. And so on. Among
other advantages, this approach tends to
develop fluency o technique. Further-
more, it kccps the student working on
studies of varying musical and technical
style. In the outline T guve in February,
and here in the preceding paragraph, no
two consecutive books have the same
technical or musieal approach. This is
important in the development of a well-
rounded violinist,

A Spiccato Bowing Problem

"1 have a problem in the taiching of the
spiceato on which T should appreciate your
help. T aan teach my puapils ta make a good
spiccato on repeated notes, but when they
have to change the note wath each bow
stroke. they lose it. T have tiied out a num-
ber of ideas, but none of them secem to
work. I «hall be glad for amy suggestions
you can give me.” —H. B. I... Kansas.

You are up against the crucial diffi-
culty in teaching the spiccuto: the co-
ordination of fingers and bow.

It & student has Dheen trained to use
his wrist flexibly, it is usually not very
ditheult for him to acquire a satisfactor-
ity rapid spiccato an repeatal notes—the
trouble comes when he must play a dif-
lerent note with cach how stroke. There
is just one answer: casy notes and a
[airly slow., controlled spiccato.

It is possible that your pupils have
been trying out their newly-acquired
spiccato on studies or solos requiring too
much attention to the lefr-hand tech-
nique, or, just posuibly, thev have been
trying to cobrdinate their last spiccato
with their fingers. Little progress can be

(Continued on Page 386)
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About Double Notes

Q. 1. In the Juue, 1947 ETUDE there
is a composition, Legend of the Waters,
in which double notes are used, and 1
should like to have you explain how
they are to be plaved.

2. Is the book “Harmony for Fve.
Far, and Kcylmnr(l" more instructive
than the “Robyn-Hanks Harmony
Books,” and how much does the former
cost? —Mrs. M. D.

A. 1. The “double notes” indicate
that the note so printed belongs to both
melody and accompaniment. so the play-
er holds the key down after striking it
so as to allow the melody to continue
to sing. while at the same time his other
fingers play the hroken-chord accompani-
ment.

2. [ cannot compare the respective
merits of books or other materials in this
department. Actually no one can do this
satisfuctorily for it often happens that
a book which is exacly right for one
pupil is entirely unadapted to the needs
of another. ‘The best way is to examine
hoth of them and then decide which one
fits your needs the better in the case of
the particular pupil you have in mind.

Two Against Three

Q. 1. In the sixv-hfth measure ol
Clair de Lune by Debussy, should the
cighth note in the bass clef be plaved
on the count ol two or three?

o What doves the word “lassan™ mean?

—J. M. P,

A. 1. The cighth note in the left hand
should come exactly half way between
the second and third counts.

'-. n
s iy

9, “Lassan” or “Lasst” is the term ap-
plicd to the slow part of certain Hun-
garian dances, particularly the Csardis.
“Friska” or “Friss” is the fast part. In
native Tungarian dancing. these two
alternated at the will of the dancers,
who gave a sign to the musicians when
they wished to change from one to the
other. These terms were used by Liszt

in his flungarian Rhapsody No. 2.

How Would You Play It?

Q. llow would vou play the third
count of the following measure from
Chopin's Nocturne, Op. 48. No. 1:

—Mus, 11 Do S.
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A. Tn most editions the sixteenth note,
G, docs not appear on the third beat for
the right hand. In any case it would not
be struck again, since it is tied to the
preceding G which completes the trill.
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Simply play the trill on the dotted ¢uar-
ter G Tor a heat and a hall. ending with
the grace notes as indicated. Then play
the octave G in the left hand on the
third beat, striking only the lower of the
two notes, and at the same time play the
chord E-G-F in the right hand. To facili-
tate this leap, the grace notes. I-sharp
and G may be played quite deliberately,
and the G's sustained by the pedal.

Can a Hard Action be Lightened?

Q. 1 have an old piano which Tas
neser been used much, partls beaase
it has such a hard action. We like its
tone. but the action is so still that i
makes my hands ache to play on it tor
ey long.

Will vou also tell me whether T aan
get a correspondence course that would
help me to improve my plaving? T was
told that T could never be a concert
pianist hecause v hands e too small
and light. but I would like to inarease
my knowledge and skill for my own
pleasure, and also hecause T oant nnow
teaching my own four youngsteis,

—Mus, AL AW

A Upon receipt of your question, 1
wrote to my friend, Leon Dumbrille. tetl-
ing him about your piano. This num is
an expert piano tuner and repair man,
and 1 have just had a reply from him in
which he states that pianos of that par-
ticular make always have stiff actions,
and that there is not much that can be
done about it unless the tuner is also
an expert repair man. and even then
there is no certainty that the action will
be materially improved. He makes some
suggestions, but since you seem not to
have a repair man available, there is no
use in giving them to vou. And anvway,
il you ever get a man to work at the
instrument he will know what to do—if
anything.

As for correspondence courses in ap-

Professor Emeritus
Oberlin College
Music Editor, Webster's New
International Dictionary

Assisted by

Professor Robert A. Melcher
Oberlin College

plicd music, my feelings are mixed. In
general my attitude is that music can-
not be taught elfectively by mail; and
yet there scem to be a good many per-
sons who get something out ol such
courses. On the other hand, there are
many more who get considerable help
from the packages ol “On Sale” music
that are sent out by the 'Theodore Pres-
ser Company and by various othier music
publishers and music dealers, Such pack-
ages are accompauiced by a “Guide to
New Teachers,” and if you decide not to
take @ correspondence course iy sug-
gestion s that you ask the publishers ol
this magazine to send you a package ol
piano material ranging in ditheulty from
first grade to about fourth, and request-
ing them to include in the package the
“Guide” referred to above. Play over the
easier material, select some to use with
your own children, keep a certain
amount of the third and fourth grade
material Tor yourself—und send the rest
back. Now put voursel{ through cvery-
thing that you have kept. requiring your-
sell 1o play each exerdise or picee abso-
lutely perfectly. observing all fingering,
tempo, and dynanics signs, pedal indi-
cations. and everyithing clse on the page.
Il you come to the point within SIX
months where you can plav cven the
fourth grade material absolutely per-
fectly. you will have had a “course” that
1 belicve to be equal to or better than
the usual advertised  correspondence
course—and it will have cost you less!

More Information About
Harpsichords and Clavichords

In the January 1949 ETUDE onc of
the questions that appeared on this page
was whether such instruments as harpsi-
chords and clavichords are at present
being manufactured. My answer was that
a limited number were being made be-
fore the War, but that T did not know
whether manufacture had been resumed
since its close,

The ink on the January issue was
hardly dry before my [riend Robert
Melcher (who often helps me o find
answers to questions that trouble ne)
informed me that not only are “carly
keyboard instruments” being made, but
that some exceptionally fine specimens
arc being turned out in the very state
in which T now reside (Michigan).

There followed a note from Kenneth
Van Campen of New York, enclosing an
advertisement  which he had  clipped
from a New York paper in which it was
stated that a representative of “English
Craftsmen” would be glad to meet per-
sons interested in hand-made period re-
plica furniture, including harpsichords
and clavichords.

This was followed a day or two later
by an indignant letter from John Ham-
ilion of Wenatchee, Washington, scold-
ing me a bit for not knowing that John
Challis of Detroit is carrying on “tre-
mendously important work” in building
harpsichords and clavichords. Mr. Ham-
ilton states also that “others in this coun-
try, notably Julius Wahl of Los Gatos,
California, are carrying on important
work in this ficld.” He also implies that
the Pleyel firm in Paris has resumed
nunulacture.

1 am grateful 1o these three gentle-
men for their interest, and I hasten to
pass on the valuable information they
have given me to the readers of this
department. T might add that I have
just returned from a lecture trip to the
Far West, and that in California 1 met
a man who had ncver happened to hear
a clavichord until a week or so before
our conversation. He told me that he
was delighted with the way Bach sounded
on this instrument, that he felt he had
never really heard Bach before, and that
he planned to purchase a clavichord for
his own use. 1 mysclf had the good for-
tune to hear a recital by Arnold Dol-
nictsch and some of his family at Ober-
lin many years ago, and of course I have
heard Landowska and other immodern per-
formers and have always been charmed
by the tonal cliccts produced by these
“ancient instruments.” So I hope no one
will have gathered the idea that my first
reply was n any sense an indication of
any lack of interest on my part.—K. G.

About Counting Aloud and the
Metronome

Q. In the May, 1947. issuc of Erupk
a acader asks for information abouu
counting aloud and other matters cou-
nected  with teaching  vhythim, bt
neither the person who asks the ques-
tion nor you mentions the metronome
as a positive means of obtaining even
time. Do you not bhelieve in metro-
nomes? —J. V. B.

A. Counting aloud has its place in
clementary  music  study, although it
should be discontinued in the case of
any picce or study just as soon as the
pupil has learned to play this composi-
tion with accurate rhythm. Even ad-
vanced performers often count aloud for
a measure or two when they are work-
ing at some spot that is difhicult rhyth-
mically. But they stop counting aloud
just as soon as the rhythm at that point
has been mastered.

As for the metronome. it is primarily
a device for enabling the performer to
arrive at the tempo indicated by the
composer or cditor, It has a certain
value also in enabling the student to
check on his mechanical progress in
playing scales or studies; but as a device
for cnabling the tyro to play the rhythm
with mechanical (but not musical) per-
fection T believe it should be used very
sparingly. Real musical rhythm comes
from inside the performer. and if he is
not rhythmic inside himsclf, no external
mechanical device will help him very
much.

ETUDE
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Holes in‘:che Teacher’s Pocketbook

have known some who have not seemed to get

along, despite established  competency and  in-
telligent understanding of anusical and  pedagogical
problems. They have confessed their shortcomings
to me. 1 have come o the conclusion that in most
cases their difficulties are not musical or pedagogical,
but rather ave due to incfliciency in handling the
business end of their professional work. This does
not imply that the teacher should sacrifice his high
professional ideals in the least. Tt means that he
should make a doser study of business methods and
practices. )

It means that he should make a doser study of
human nature, as human behavior s called. And it
means that he must not depend upon instinet, but
that e must analyze the problems of the individual
pupil, previous to the lesson, precisely as a lawyer
studics his cases.

There can be no question that there are many
wholly compctent teachers who have very small in-
comes, not because of any lack of musical or pedagog-
ical ability, but because they have never taken an
clementary course in ntethods and salesmanship.,

Al business is based upon haman relations. If you
do not know how to deal with your fellow man in a
way that will convince him of your efficiency, your
connnoit sense, your courtesy, and your ability to
give him the kind of instruciion he requires, you
may as well tke down your shingle. That causes one
of the biggest leaks in the teacher’s pocketbook, pre-
ciscly as a business suffers without an understanding
management. This explains why sa many teachers,
who are not distinguished from  the standpoint of
talent and wmusicianship “get away with it,” while
some eminent musicians, without an understanding
ol contacts, literally starve to death. The combination
of musical competency and  the understanding  of
the common amenities usually produce our top-flight
teachers.

For instance, the pupil must continually have the
fecling that music study is a joyous experience, and
that the practicing he does will bring him personal
delight, which makes the cffort he puts forth in learn-
ing to play Dbeautifully, well wordye while. Conse-
quently, the first thing the teacher should do is to
greet the pupil at cach lesson with an enthusiastic
smile of weloome. Forget about the wooden fngers.
It is your job to make them flexible, not to worry
about them ar worry the pupil about them. H you

IN my acquaintance with a great many teachers T

-
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by Julia E. Broughton

haven't the patience to do this, don’t call yourself a
good teacher. You can be firm without showing irri-
tation or naking humilating comments. Let pupils
sce that you love your work and they will cone to
love it, too. Remember that the day ol the old
knuckle-rappers went out in the last ceatury.

Sonte teachers have another kind of leak in their
pocketbooks. It is the leak of being out of date. No
once in these days wants a teachar who is living back
in the last century. Keep your studios fresh and in-
viting in appearance. If you haven't changed the
appearance. the pictures, and occasionally the furni-
ture, look out! This may scem nice and cory to yon,
but your up-and-coming pupils will look upon it as
“old duds.” Don't have old, worn-laoking music,
bric-a-brac, or other litter in your studio. Keep freshe
cning it up all the time, The same principle applies
to your clothes. Never let your pupils get the idea
that vou are slipping behind, if you -do not want to
see them marching off 10 some other teacher.

Keeping Up-to-Date

One of the best ways 1o avoid losing pupils is to
show a sincere interest in making them happy through
music. See that they secure musical books and maga-
¢ines to stimulate this interest. It would be a fine
thing it all pupils would take and read regularly a
magazine sucl as ETUDE. Keep a bulletin board in
vour room, with advance notices about f[eature radio
and television programs which should interest your
pupils. This requires a little work, but it is well worth
it. Organize little get-together parties for groups of
pupils. Study their normal interests and play up 0
them. Take them o concerts when you cn. Send
out a mimceographed letter to parents, notifying them
ol coming concerts and recitals their children might
like to hear.

Are you beginning to get the idea? You are no dif-
ferent from any other business person dependent
upon an income. This income is always based upon
three things:

1. The service you are able to provide,

2. Selling the service with dignity.

3. Building up a commnunity interest in music
and things musical, focusing as much as you
can upon your studio.

4,

the country have

adopted the rule which requires
studénts to payfor all missed lessons
exCept in case of prolracted illness.
Teachers are expected to conform to

this rule,
A Resohition Passed by the Philadelphia
Music Teachers’ Association and Endorsed by
Ihe Signatures of Three Hundred Representalive
Teachers in all parls of the \Uniled Siates .
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JuLia E. BroUCHTON

Miss Brougiton is a graduate of the
College of Fine dArts of Syracuse Uni-
versity. She studied organ wwith George
A. Parker and piano with William Ber-
wald. She taught several swmnmers at
Cornell University and the State Normal
Sclool, West Chester, Pennsyloania, and
later, became an instructor in piano,
organ, and piano tcaching methods at
New York Unrversity. Miss Broughton
s Honorary President of The Piano
{cachers’ Congress, New York City. This
article is based in part upon an address
made at an M.T.N.A. convention.
—Ebrror’s Nor,

Teachers lose precious time an:l never scem to
realiee adequatcly that time is money. The pupil
should be given to understand that he must be strictly
punctual, not ocaisionally punctual. This is some-
times hard to get through the pupil's head. T heard
of a teacher who put it this way. \ pup’l who was
paying a dollar and fifty cents for a hall-hour lesson
was ten minutes late. The teacher jokingly put a
fifty-cent picce an the table, and pointed out to the
pupil that that was what he had lost. The pupil
caught on at once. Particularly hmportaut is it tha:
you, the tcacher, be on the spot at the exact time
to begin the lesson. Once 1 tried ta study with a
famous organist. 1Te was never on tme, and after
a few lessons he zept me waiting a whole hour. !
stopped my lessans immediately. Such a person coulc
never make a successful teacher. It is also importan
to have cverything you nced for the lesson on hanc
so that neither you nor the pupil will be obliged tc
miss one second. Jt is far better to have the pupi
understand that he is expccted to be on hand five
or ten minutes before the lesson, so that he can star
right in with the proper poise and without fluster
After a cordial greeting, go right into the lesson
and from then on, make (Continued on Page 396!
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r I VI1E charming Romanze in this month's
music section is not only a good addi-
tion to late intermediate grade classics

but ofters exccllent drill in simple eimbellish-

ments. But you'd better regard that " Mozart”
label with o skeptical eye, lor competent
authorities are asreed that Mozart did not
write it. It does not appear in any complete
list of the composer’s works. "T'he tormidable

Koechel-Einstein - chronotogical — catalog of

Mozart's compositions calls i, “ol doubtlul

authenticity,” and adds: “this lovely picee

betrays too dlearly an acquaintance with the

Beethoven Romeanzen (in G lor piano. or

the two for violin and orchestra) to have

appeared before the year 1800,

“Well,” you begin to inquire. “1f Mozart
didn’t compose it. who did?" Apparendy no
one has sleuthed out the perpetrator. 1t
could hardly have been Foo Bendel (1835-
1871). a prolific composer ol his day, who is
responsible tor that other Movzartean hoax,
the Pastorale Variée, which, although o use-
tul picee, is certainly not Mozt (By the
way, this popular Pastorale PParviéde is called
by Kocchel “without doubt counterleit.”) . ..
So, as to the Ronuanse’s composer, your sur-
mise is as good as ours!

Next question: “How do you know that
the Romanze is not by Mozart?” Because any
serious student ol Mozart will detect its
second-rate and imitative quality. [ts texture,
progressions and passage work are too olten
obvious and too commouplace. To be sure,
Mozart is sometimes obvious but  never
throughout an cntire movement. An unex-
pected melodic turn here, a jeweled phrase
there, a breath-taking curve, an unpredicta-
ble harmonic twist—such strokes of genius
abound in Mozart. Can you point out any
such characteristics in this Romanze?

“How should the Romanze Dbe pro-
grammed?” Why not say. “Romanze in the
Style of Mosart . Composer Unknown™?

Its Character

Even il the picce is not by Mozart its tex-
ture is beguiling. Superficially it resembles
a Mozart operatic aria with its pure, limpid
coloratura lines—the soprano singing an ar-
dent love song as she awaits her lover in
the rose-covered cottage at the edge ol the
woods. On cvery hand the sounds of nature
reathirim her happiness .. . the bird-like flute pass
(Measures 26-31), the laughing brooklet (Measures 21-
25) the soft swish of the June breese (hass accompani-
ment in Measures 16-18) even the hunting horn calls
through the [orest (Jelt-hand in Measures 33-35).

But beware! The Romanze can become an in-
terminable bore il it is played oo slowly. T do not
reconmnend teaching it to children, lor it is obviously
a picce for late adolescents or adults. For some stu-
dents I reconnmend a cut: aflter Measure 51 go directly
to Mcasure 63, but play the first beat ol Measure 63

Ex. 1

an octave lower; then proceed to the end as written.
Such a cut omits nothing essential and contributes
greatly to the student’s concentrated playing of the
picce, and also 1o the listener’s enjoyment!

Play the Romanze with a two-beat

Ex. 2

l 4 d. |

rhythmic swing at about [ = 100-108. 1t will drag in-
tolerably if you play it slower. Always emphasize and
point up the singing soprano voice. Observe carefully
the active (inhaling) and passive (exhaling) phrase
elements, such as Measures 1. 2, active—play richly
mf; Measurcs 3, 4, passive—play delicately p
Measures 5, 6, active; 7, 8, passive.
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“Mozart’s Romanze”

A Master Lesson

by Guy Maier, Mus. Doc.

Dr. Maiey presents this Mastey Lesson in liew of his regulay
Pianist’s Page. Our readers will welcome this change.

WOLFGANG AMADEUS MOZART

From o wellknown contemporary cameo by
Leonard Posch. This was made in 1789, when
Mozart was thirty-three. He died tico years later.

Guard against poor cditions ol the Romanze: one
ol these printings. widely used, contains countless
staccato, short-phrase endings which are in horrible
taste. The Presser edition is excellent, especially in
its footnote elucidation of the embellishinents.

The Embellishments

These are not difficutt il you will articulate them,
deliberately and songfully. Never rush or slide over
them. Take, Jor example, Measures 5 and 6. 0. 0 A\t
first poay them as written without the turns, as you

count aloud, “One, and, two. and, three, and™ ete.
Then add the turns, still counting by “ands” thus:

Ex. 3 . .
Gttt =t
—_—
Uneand two and thiee and foutand f1v e and <ix and
TS S

—— ]
ey tnad twvo wid three and, ete.

For Mcasures 13 and 14, I recommend a similar ex-
coution:

Ex. 4

3 i’ia sn“u‘“
(??‘»sgf';',raf plpar
Gidd e

Don’t forget, always count aloud by “ands” at first,
then later discard the “ands.”

Play the grace notes in Measures 22 and 23 belore
the beat. (If you play short grace notes very swiftly
alinost no one will be able to detect whether you've

played them before or on the beat!). To ease
the tricky arpeggio in Mcasure 23, divide it
between the hands thus:

Ex.3 r4

Prepare for the mordents which begin in
Measure 26 by playing Mceasure 25 slowly.
counting aloud by “ands.” Then Measure 20
will fall smoothly into line thus:

Ex. 6
ba.

Sﬁ#ﬁﬁi# P oty
(

=
=

} Oune,and,two,and, three,and, four,and ete
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Again, think of those first two notes of
the mordents as grace notes before the beat.

Begin the wrill in Measure 32 cither on
I oor G, and play it as rapidly as you can.
Just remember that a il isn't just a jangle
ol two contiguous notes, but the sustained
swelling and diminishing ol a singing tone.
Such a trill is a burst of cestasy, a delicious
shiver, a thrilll Measure 39 (count it Dby
“ands”™!y is played like this:

S |

| T

lomar=—rs=

Mecasures 12 and 143 are like 13 and 1.

May I remind “advanced” pianists who
will raisc cycbrows at these clementary ex-
planations ol the cmbellishments that T am
not here concerned with how an artist would
execute the ornaments, but how the ordinary
student conldd play them.

Other Details
Don't fall over those tricky little inside
passages  in Mceasures 19-21 which  must
cmerge like the toues of the operatic tenor
ardently reassuring the soprano.

Play the left hand horn calls in Measures 33-35
with full. mellow tone, and the return of the chiel
theme (Measure 38) softly and sensitively. Take time
to play the quasi-cadenza (Measures 50 and 51) flow-
ingly. This “climax” should be rich but not bump-
tious.

Do not ritard and diminish too soon at the end
ol the Romanze. Begin to ritard in the second hall ol
Meceasure 66, but do not fade out until the very last
measure. Your tone must hold its deep, solid quality
right up to the final arpeggio. Breathe this arpeggio
slowly while the ast brass tones sing a soft, tender
larewell:

Ex.8

_‘)ié’ux;ﬁ‘ﬂ

Good bye!

Use just enough damper pedal throughout  the
Romanze 1o assure smooth legato, Don’t he alraid to
wse the soft pedal often, as much for the change of
quality it gives as for the lesser quantity of tone. Use
it especially at the ends of passive (exhaled) phrases.

Dr. Maicer ETUDE

for July a Master Lesson upon Schu-

will present in

bert's Let Me Dream and Under the

Linden Tree.

ETUDE



RAZALEA TRAIL

VALSE RUBATO
This springtime issue of ETUDE is filled with pieces of charm- melodies that are easy to play and to remember. All the way from the Gulf

of Mexico to Canada, America becomes progressively an azalea trail from February to June. Miss Lewis® piece is a colorful musical trans-
lation of this wonderful trail of floral fireworks. Grade 33.

Tempo rubato (d-= 54) MURIEL LEWIS
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% From here go back to the beginning and play first section; then play TRIO.
362

(World Radio Histol

ETUDE




ROVE WHISPERS

The ever meiodious Frank Grey contributes this fluent sketch to our spring carnival of charm. Be careful of those staccato notes in the right hand,
and the special pedaling. Grade 3.

FRANK GREY

Moderato (J:uz)
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ROMANZE ¥

This rich and beautiful Romanze attributed to Mozart is very remunerative. That is, it pays for all the time and effort the performer takes to pol- '

ish it until it glitters like a beautiful jewel.The ornaments, which are so important, are explained in the lesson by Dr. Guy Maier,which appears
elsewhere in this issue. Its authenticity is very much in question. Grade 6. W A. MOZART
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BARCAROLLE

From “LES CONTES D'HOFFMANN"
Jacques Offenbach’s tour act opira comigue, Les Contes d'Hoffmann,” was the composer’s masterpiece. It is in strange contrast to his frivolous
musical satires copcras bowffes), which were the rage of Paris in Offenbach’s lifetime. This was first given with great success at the Opéro
Comique in 1831. Then it was forgotten until 1610, when it was revived by Sir Thomas Beecham in London. The lovely Barcarolls is unfoi-

getable. Grade 1. | JACQUES OFFENBACH
Modcrato (#-=356) Arr. by Henry Levine
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LONG AGO IN OLD VI]?N .

Nosta]glc glimpses of the Austiian capital of sweet romance, music, and a faded pastel of
with a magic touch. Play it slowly and languidly like the old Vienna song, The 0ld Refrain, made popular by Fritz Kre1sler Grade 33.
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VALSETTE

A short,simple piece, but nevertheless marked with a distinctive lilt and pleasing melodic lines. Grade 3.

®HERRY BLOSSOMS

HAROLD WANSBOROUGH
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THE GRACEFUL SWAN

Grade 3.
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L+ MIMI

A nimble, cheerful rhythm for teen-agers. Play 1t as though your fingers were dancing on the keyboard. Grade 3;.
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HUNGARIAN DANCEMNo.5

SECONDO jOHANNES BRAHMS
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HUNGARIAN DANCE No. 5

PRIMO

JOITANNES BRAHMS
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HJ CARES FOR ME

J. EEROBERTS
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PELICANS ON PARADE

LOUISE E. STAIRS
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A New Form

For Violin and-’Cello Fops

by John Fassett Edwards

a new top for an ancient ‘cello—

“Roger, 167"—I thought of chang-
ing the shape of she top to some extent,
deviating from the usual type in which
the belly is made in a long area, parallel
to the top of the side-bouts. Even though
tlie top 1s more ar less high—or perhaps
low—always, so far as T know, all ’cello
makers have [ollowed the idea of making
tlie top in a long, flat shape in its central
arca. longitudinally.

Just to be different, and thinking that
perhaps some other model might be
cffective in producing a better totie or a
quicker one or to escape some- ol the
wolf tones or rouch notes that are to be
found in  practically all violins and
“cellns, T worked up a drawing in [ull
scale of what would at lecast be a change
—like marriage, for better or for worse.
In this drawing T worked up all the
curves, both across and longitudinally.

My chicf thought in making this new
foem was to have a central high arca.
where the bridge would rest. and flowing
from there downward, in all directions,
ta the tops of the bouts, This form
should not be thought of as a central
pointed arca wlhich abruptly fades to
nething at the purfling, but instead, it
is a quite short. central, high arca, a
matrer of a few inches on either side of
tlie bridge, in the mid-line, and then
down to the level of the bouts. There is
ne channelling of the top when finished.

It is certainly a tedious job to carve
out @ ’cello top. owing to its great size
and the deceptive character of the wood,
which appears to be soft, but actually is

RECENTLY having occasion to make

with the new top is of astonishingly
beautiful quality, very even, and of great
volume; and what is perhaps the culmi-
nating reward for my struggle—and the
production of bushels of fragrant shav-
ings—is that there is not a single woll-
tone or rough note in the entire ’cello
gamut, cven high on the G string, where
cvery one of the twenty-six other “cellos
I have owned and used gave out raucous
sounds on the I and F-sharp notes.

I am not alleging that T have found
anything that will be startlingly new to
the luthiers of the world, whom T have
found to be a definitely conservative lot,
because 1 feel that little remains to bhe
discovered in the form and manuflacture
ol fine stringed instruments, Towever,
[ am now passing on the result of my
own striking success in changing the
form of my own ’cello top to a [ar hetter
shape than was the case with the original
and very old one. This hint might open
the eyes of some of our makers that even
better tops than they now turn out may
be made—to the joy of nations.

Somchow T have never accredited the
old muaster makers with having known
cverything there was to know about mak-
ing these sensitive shells ol wood, be-

- cause [ have seen and heard some poor

Stradivari violins. Of course one miglt
claim that the fault with the poor-sound-
ing Strad fiddle was that some ill-advised
person had tampered with it. Perhaps
that was true, but if the tone had not
been  defective from  the  start, there
would have been no reason for tunper-
ing. One does not tamper with an in-
strument of noble tone.

Sipe VIEw OF Dr. EDwARDS 'CELLO SHOWING
THE CURVED SURFACE UNDER THE BRIDGE

nothing of the sort. The top material,
irr this case, was spruce from the Pacific
coast, European spruce not being avail-
able. The wood appeared to be well
seasoned, although I had no way ol
knowing its age. The big block came to
nic split out, the only human alteration
being the sawed ends. It is of very coarse
grain.

However, at long last, the top was
completed, and 1 had iy violin maker
glue it onto the ancient body, and var-
nish it, to match the color of the yellow-
brown back. But the delightlul outcome
of this arduous labor was that the tone

JUNE, 1949

Perhaps the accompanying photograph
ol the side view ol my latest “cello nay
convey a better idea ol this, to me, new
form, than do my words. If anyone fol-
lows this suggestion, 1 would greatly like
to learn what result is obtained, with
particular reference to the elimination
of those disagrecable woll tones. Recent-
ly T heard a truly magnificent David
Teccler ’cello, nf great value, which has
a very rough I tone. Such tone may be
avoided Dby the use of extreme care in
playing, yet the owner does not forget
its presence and will always be annoyed
thereby.

HOW MOM AND POP BOUGHT MY NEW PIANO.

When they stopped at the piano stors:, the dealer
showed them a new kind of spinet piano,

He had Pop lift one end. What a_change front
our_heavy, old upright!

Then Mom played it. Mm-m-m! When we could
get tone like that in a lighter piano, il was a deal.

...Dad says it has a “backbone” of Aluminum!

Next time you stop in at your piano dealer’s, be sure 1o see one of the
handsome, new spinets equipped with an Alcoa Aluminum Plate. Open
the top and look inside. Its aluminum “backbone” makes the piano up to
100 pounds lighter than a conventional spinet . . . with more than enough
strength to carry the 18-ton string load. Lift or move one emd of the
piano. You can feel the difference that makes it so much easier to re-
arrange a room. Then listen to the full, rich tone of the piano. When you
can get such fine musical performance in a lighter piano, you’ve made a
discovery! Arvminum CompaNy OF AMERICA, 032 Gulf Building,
Pittshurgh 19, Pennsylvania.
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20¢
a copy

- pIANO
 <apEERER
NEW EASY SOLOS

FIRST GRADE

3752 Baking Cookies G Hopkins
3750 Bamboo Grove Am Giovanni
3805 Come Out Kids G Kraft
3803 Happy and Gay C Hopking
3801 Hippity Hop G Hopkins
3804 lce Cream Man, The C Hopkins
3867 It's Raining Am Foldes
3870 Let's Play Tag C Foldes
3868 Little Boats on

the Pond C Foldes
3753 Little Dycky Am Hopkins
3822 Minvetin G Beethoven-

Hopkins

3800 Mystery Story, A A Hopking
3850 Off for a Trip F  James
3809 On the Open Road C James
3869 Organ Grinder, The Am Foldes
3755 Parachutist, The F  Steiner
3756 Ping, Pong F  Steiner
3751 Pirate Bold, A Am Giovanni
3802 Song for Annie Lou, A F  Hopkins
3808 Strutting C Stanton
3866 Taking o Walk C Foldes
3807 Yo Yo C James

SECOND GRADE TRANSCRIPTIONS

3825 American Patrol C Meacham-Ashley
3824 Boysand the Rose, The G-2 Schubert-Kraft

3762 Impromptu Opus 142 No. 3
C-2  Schubert-Rolfe
3829 Lady Bug, The F2  Schuman-Kraft

Ask your dealer for Century music. If he cannot
supply you, send your order direct to us. Our
complete catalogue listing over 3900 numbers is
FREE on request.

47 WEST 63 ST.
NEW YORK 23, NX.

LEARN "SWING" MUSIC

Quick course to players of all instruments—make your

own arrangements o: hot breaks, choruses, obbligatos,
embellishments, Aigurations. blue notes, whole tones, ate.
MODERN DANCE ARRANGING

Duets, trice. quartettes and ensembhles—special choruses
—meodulating to other keyn—suspensions—anticipations
—organ points—color effects—swingy backgrounds—

Wri day.
Tite 1od%Y- B MER B. FUGHS
335 East {9th 8t Brookiyn 28, N. Y.

WM. S. HAYNES COMPANY
Flutes of Distinction
STERLING SILVER — GOLD — PLATINUM
Catalog on reques?

108 Massochusetts Avenue, Boston 15, Mass.

FREE Sample Record

— revecling how you con be tought singing

ond ipeoking by fomous teochers through
Educotional Records. Write for record

Send 25 Cents — 10 cover cost of pockoging and postage.

INSTRUCT-O-TONES - SIERRA MADRE, CALIF

An uncrowded profession . . .
unlimited income .. com-
plcte independence—your own
business with no money tied
up in equipment. At home or
troveling, work is woiting for
you. Leorn with sound re-
cordings in 30 doys. We pro-

LEARN
PIANO
TUNING

vide recordings, instruction
VWA (o) /FOM book, oll necessary tools.
Write Dept. E for detoiled

informotion todoy.

CAPITOL CITY TUNING SCHOOL
211 E. Michigan Ave. Lansing, Mich.
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Singing Before the Microphene

(Continued from Page 351) Py

be ceducated to pronounce the words in
the more open spaces. Most vocal stu-
dents vocalize only on Ah. They little
realize that there are twelve basic vowels
that arc used as [requently as Ah. Every
time you work out the resonance of a
new vowel, you are adding a new cle-
ment to your singing. Purify the vowel
and you will purily the voice. If you sing
on :h, you probably arc astonished that
you cannot handle the words of your
songs when you sing softly. You lose the
resonance of your voice when you sing
words. 1 you hear a sour note, eximine
the vowel.

It is the skiltful release of the con-
sonant into the f[ollowing vowel, the
simooth joining of the vowel to the con-
sonant. that result in smooth articula-
tion. The practice of humming sounds
is of great value in radio singing. This
develops legato and smoothness, Pro-
nounce the words at the front of your
mouth. I{ the tongue pulls back, it will
act like a mufller to your voice. Like a
cork in a bottle, it goes into the throat
to throttle the voice. By pronouncing at
the front of your mouth, you climinate
this interference.

Can anyone have a radio audition?
Yes, practically anywhere; but are you
ready to sustain a program if the audi-
tion is successful? At the Columbia
Broadcasting Company in New York,
however, it is different. Each applicant
must first have a personal interview with
Miss Elsie Singleton, the director of au-
ditions, She then makes up her mind
as to whether the applicant’s appearance
and experience warrant a hearing.

“The young vocalist must have experi-

ence in pul)hc singing first,” says Miss
Singleton. “You c:mn()t step right out
onto the network without experience in
singing. Start in your home town to get
experience; seize every opportunity to
sing in public. You must be a good mu-

sician and a good sight reader. Don't
scorn singing in choruses on the air.

‘This is a good entering wedge. You make
friends with radio people, you learn
your way around, you learn repertoire,
and you sccure practice in sight read-
ing.”

Another way to get on the air is to
become a soloist with a small band.
When the band goes on the air, which
it will, sooner or later, you will go on
the air with it. This will give you micro-
phone technique and  practice. Low
voices are particularly suited to dance
bands, and everyone has a low voice.

When 1 was training Dorothy Collins,
soloist with Raymond Scott’s hand, Mr.
Scott came to the studio {requeuntly. 1le
would say, “Do you know why I come?
I don’t want Dorothy to sound too per-
fect. A successful singer of popular songs
must sound human, and natural, and not
too perfect.” Obviously, he did not want
the artificial striving for tone produc-
tion, so frequently used by singers of the
classics. Like all band leaders, Raymond
Scott feels that vocal teachers train sing-
ers to sound arty. If it is overdone, sing-
ing ceases to be art. Personally, I think
that the singing of classical songs Dbe-
comes more artistic when the singer has
naturalness, and direct simplicity, im-
pelled by inner emotion, and does not
strive to acquire an outside ncbulous
realm that he may call art.

The Elements of Bel Canto

(Continued from Page 350)

Ultimately, the accomplished singer
dreams of mastering the operatic reper-
toire. My own system of working at roles
is to begin with the music. l\.xtur.lllv.
one must have more than an average
idea of what the plot is about, so T read
the libretto through—and then leave it
alone for the moment. Working out the
music is my first task of actual study.
When I am thoroughly familiar with the
line of the music, with the phrases, the
color, 1 begin to study it—and studying
is a very different matter from hearing
the music, playing it over, and I)Lcomlnv
acquainted with it. Study involves the
earnest calculating of every tone, every
coloring: the scope and portent of every
phr.lsc. At this time of studying, too, 1
mark into my score just wherc and how
much I must breathe. Only when the
musical study is done, do I begin work
on the words and the delineation of the
character. Indeed, it is a distinct help to
work out the character from the music,
because the great composers of opera
bring their characters to lile through the
musnc——|ust as the dramatist, or librettist,
brings them to life through the words.
(armen Delila, Adalgisa (‘Norm'l ") have
their every attitude, their every gesture
indicated by the musical line. For me, it
would be a mistake and a great loss of

comprehension  to  attempt to master
those characters without the step-by-step
guidance of the musical line! Operatic
music is completely expressive, and op-
eratic themes indicate the character’s
progressive states of mind and feeling.
I'ake for example, the difficult and com-
plex delineation ol Santuzza (*Caval-
leria Rusticana™). During the course of
the opera, a shy, timid, simple pecasant
girl becomes a raging tiger through jeal-
ousy which she cannot control. Until
Lola appears on the stage, Saniuzza is
as gentle as a lamb! After her furious
jealousy has been aroused, she is an
Amazon! How to shade in this complete
change of character—where to do it? The
complete guide is in the music. That is
why I prefer to master the music first.

In the last analysis, however, an artist
can move people to feel only what she
feels herself. That, to my mind, is the
secret of projection. Cool, cerebral, cal-
culated singing may be very pleasing—
but it does not stir the blood. That hap-
pens only when the blood of the singer
has first been stirred by the meaning of
what she has to say. That, I think, is an
inborn gift—to be able to feel deeply.
Hence, projection, like everything else
about good singing, must be absolutely
natural.

‘

FIRST ROUNDS
FOR ALL INSTRUMENTS

FOR ANY AND ALL COMBINATIONS OF
WIND AND STRING INSTRUMENTS

Compiled & edited by Harry A. Feldman

For Beginning Instrumental Classes
(Grades 1-2)

20 unison rounds in the set—some very
familiar, some less well known, some
entirely original. For drill! Transposition!
Rhythm! Solo! Ensemble! Skill!

Published for the Following Instruments

(4 rounds each in 5 keys—C, F, Bb, G
and Eb Major)—20¢ a copy.

Flute, Oboe, Bb Clarinet, Eb Alto Sax-

ophone, Bb Tenor Saxophone, Bassoon,

Trumpet or Cornet, Horn in Eb, Horn

in F, Trombone, Baritone (Euphonium),

Tuba, Violin, Viola, Cello, String Bass.

20¢
A Copy

For Private or Class Instruction
A new and exciting idea for beginners
—piano ensemble

FIRST ROUNDS FOR PIANO
By Raymond Burrows
Nos. 3896—2 Players; 3897—3 & 4 Players
Ask your dealer for Century music. If he
cannot supply you, send your order di-
rect to us. Our complete catalogue listing
over 3300 numbers is FREE on request.
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47 WEST 63¢d ST,

NEW YORK 23 WX.
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Learn to sing HIG“
TONES

with confidence
and ease

Once you fearn the why and
how of high tones, you acquire
the confidence needed to add

““High Tones and richness and quality to your

voice. Dr. Freemantel, interna-
How to 8ing Them”  4ionaily famous voice teacher,
by gives you all the correct rules

for mastering high tones in his
practical book ""HIGH TONES
AND HOW TO SING THEM."
It's o find for every singer—
clearly written ond easy to follow, Order your copy
today for only
FREEMANTEL VOICE INSTITUTE
Dept. E-6, Steinwoy Holl, 113 West 57th St
New York 19, New York
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PIANO TUNING PAYS

Learn this Independent Profession

Frederic
Fresmantel

aching-tuning
and
y with or without knowl-
Action Model and tools
Diploma granted. Great
this a PROF-
and UNCROWDED field.
CHOOL-—50th YEAR. G.L
Write for free booklet.
NILES BRYANT SCHOOL
10 Bryant Bldg., Washington 16, D. C.

ETUDE
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shed.
e of tuners makes




Voice QUESTIDYS

Ahswered by DR NICHOLAS DOUTY

English Pronunciation of Foreign Words

Q. I am a violinist, but 1 have made
quite a study of chorai directing and am
familiar with the singer’s prefercuce for tie
Lialian vowel. At present | am divecling a
small church chotr which has made con-
siderable strides in wmusical understanding,
Recently thev sang Stainer’s T Am Alpha
and Owmega. @l one of my singers insisted
that “Qmega” be pronounced as in Grezk,
the long E receiving the long A sound.
Since tie word has a majority of vowels
and did not fall upon a high pitch nor need
treatment for clavity of cnunciation, I felt
the accepted English pronunciation was the
simpler and stronger, I seem 1o fecl that
cither is in equally good taste. What do you
think? —L£. B, T.

A. Webster allows both pronunciations of
the word "Omega.” but mentions the purely
Greek one first. We agree with you that
cither is in eynally good taste and allow-
able for the reasons that you so carcfully
state. Having been trained in the Eoglish
school. we naturally preter the Greek pro-
hunciation, but that is merely a matter ol
habit, not ot opinion.

Anent the pronnuciation of toreign words,
notably Latin, which have become part of
the church vitual in England and \merica,
it is better not to stray wo far from the
conventionalizesl  pronunciation in - these
countries. or the words will sound strange
and will not be understood. Ameng miny
other performances, it was onr fate once o
take part as one of the soloists in a festival
performance of the great Mass in B Minov
by Bach, under a very distinguished and
scholarly conductor. He insisted upoun the
classical’ pronundiation of the Latin words,
C and G being hard even before E and 1,
and V being sounded like W. A< a result
among other stiange things. Jesus was crukis
fiecd not crudified. his mother became the
Weergin thind Gy, and after His death he
rested in Pakay not Pace. Excelsis became
Extkelsis, with detestable effect. Like 1he
heathen, classical scholars may “furiously
tage and imagine a vain thing.” But con-
ductors. following the illustrions examples
of Ormandy and Toscanini, will usually
adopt the softer pronundiation because it
is more beautitul, more natural, more easy
to sing and to understand.

Is Deep Breathing Healthy?

Q. I possess a very fine soprano voice and

a desive to sing, hut something stops me.
Does singing affect the lungs to any great
extent? I was o moderately advanced case
of pulmonary tuberculosis, bhut have lreen
in good health now for seven or ¢ight years
and desire to study singing. Would it affect
my lungs? Some people sav it is lrealthy for
the lungs. I studied, previous to my ilheess.
—L. M.

A. If you really possess the very fine
soprano voice of which you write. it is gnite
unlikely that the pulmonary wberculosis
from which vou suftered seven vears ago
still persists. Any. doubt that stifl remains
in vour mind upon this subject could be
removed by having a carceful and thorough
examination by a competent phasiciam If
he tells vou that vou are cuved. start your
singing lessons at once. Certainly the deep
breathing which the singer must use to
produce good. firm. beautiful 1ones will
strengthen the lungs and improve the gen-
eral health. Practice only moderately long
periods at firs:. alwavs under the direction
of your physician and vour singing teacher.
Never work so hard at vour singing that
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vou feel overtired, but learn “to make haste
slowly.”

The Young Coloratura Soprano Who
Finds It Difficult to Improve

Q. My sister is seventeen, wilh a beautiful
coloratura voice and good range. She sings
foreign tongues well, is an attractive, blond
girl, and has other necessary qualifications
for success in a singing carecr, She does not
strain her voice, as she knows how to relax
and how to use her diapivragm. We do not
expect too much oo soon, bul her voice
is not placed; it should be more resonant.
Her voice teacher should realize that, and
work toward developing full rich tones. Ha
present teacher spends five to ten minutes
giving her exercises, then leaves her with
an accompanist with whom she sings the
songs which her teacher, being absent {rom
the vaom, never hears. At one lesson per
week, naturally she is disgusted and dis-
couraged, and wakes no progress. 1We have
been trving to find another teacher, and
have had several auditions. Opinions of
these teachers vary hron. admaonishing ca-
tastrophe and tremolo i she continues to
sing as she does now. to praise for her
beaultiful tones. A1l of them guavantee that
she will learn how to sing if she studics
with them. Naturally, this inconsisteney has
put vy mother and my sister into a staite
of worry and frustration. Could vou rccom
mend a teacher in this greal citv. of un
questioned ability and integrity, who will
show an interest in hey ability and not ox
pect us to flowrish froe and ten dollay bills
al each lesson? Of cowrse my sister could
do some investigation on her own account,
trving various teachers, but she would prob-
ably jeopardize her voice and waste tinte
and money in the altempt. when a good
“lead” in the first place mnight sOlve the
problem. =M. G.

AL Tt scems to us that you expect a great
deal from both your sister and her teachers.
At seventeen it is almost impossible 1o find
a4 givl whose voice is acamately “placed.”
whose toues are at once 1esonant. full, and
rich, and whose vocal skill is sufliciently
developed so that she can sing the scales,
trills, arpeggios. and frorituri so neccessary
in the vepertoive of the coloratura soprano.
A girl who could do all these things at so
carly an age would be a rarve find. indeed,
If she should arrive at this state of perfec
tion after six or seven veats of the best
possible training. vou should not ounlv be
satisfied. but delighted as well. In passing.
it might not be inadvisable for us to remind
you that the coloratura soprano need not
have a very “loud™ and penetrating voice.
Beauty., charm, sweetness. and  grace are
the atwactive and  clusive  chavacteristics
for which she must coatinually seek and
finally capture and control.

2. Surely. in the great city in which vou
live. a city famous for music and art. there
must be many singing teachers fully able
to lead vour sister along the dificult road
to success. If she has o lovely voice, the
beauty of person, and the excellent edu-
cation that vou specify in vour letter, vou
should not find it too difficult to discover
a sincere and honest musician capable of
training vour sister: a man who loves his
art as well as money, and although he will
expect to be paid for his work, you may
be assured that he will not insist that vou
should “flourish five and ten dollar bills at
cvery lesson.” Our position on this maga-
zine does not permit us to recommend anv
individual teacher in a citv where theve
are so many good oncs,

Doaf s child
foawe an advaniage
over yours?

You have your heart set on a Wurlitzer Piano.
You know how it will beautify your home.
And you know it will be a source of real and
lasting pleasure for the whole family.

But there’s a far more important reason than
any of these—your child’s future. A Wurlitzer
in your home can help that youngster do better
in later life. Like a good education, a Wurlitzer
helps develop poise and personality and char-
acter. Yes, and grace and charm and popularity.

So don’t deny your child this great chance
another day. Think of the glorious times you’//
have with this fine instrument in your home!

ey 7.-;# A ; B

Y A i g |

~ =] e
L"’rh*k—\?’

... you can stop right now. For though no piano

made contains finer parts or costlier materials, the

Wurlitzer is priced far below other well-known

makes. Because Wurlitzer builds so many fine pianos,

Wurlitzer also is able to offur greater value.

'URLIIZER

World's largest Builder of Pianos and Organs
Under One Name

THE RUDOLPH WURLITZER COMPANY, EXECUTIVE OFFICES. CHICAGO, ILLINOIS

£

Now about the
Waurlitzer Organ...

This is the electranic organ you've
dreamed about—wenly $1095' Easy
as a radio to install . ..easy as a
piano to play. See Wurlitzer, the
only complete line of electronic
organs, before you buy.
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BY ANY COMPARISON

The JOHN THOMPSON
MODERN COURSE FOR THE PIANO

TEACHING LITTLE FINGERS TO PLAY

A book for the earliest beginner combining
ROTE AND NOTE approach..........60 cents

THE FIRST GRADE BOOK

The object of this book is to lay a clear,
correct, and complete foundation for piano

The

NOTE SPELLER study o, $1.00
liy i) P i THE SECOND GRADE BOOK ... $1.00
Sy oces epetne THE THIRD GRADE BOOK ... ... . $1.00
R e L A THE FOURTH GRADE BOOK... .. $1.00

- THE FIFTH GRADE BOOK.............. $1.00

SCALE SPELLER

A music writing book
covering mojor ond
minor <cales, key sig-
natures ond table of
intervals 60 cents

NEW! TINY TECHNICS IN TUNEFUL FORM
by John Thompson

A very first book of Technic, designed to supple-
ment any Preparatory or First Grade Book

Write for complete catalog

The
CHORD SPELLER

A music writing book
including moyjor,
minor augmented and
diminiched triods ca-
dences nd  <evenrn
corels, 60 cents

643
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newPIAN[l BOOK

57

SUGAR AND SPICE — Ward. Easy tunes and
rhythms using whole, haif, quarter notes and in-
troducing eighth, triplets and dotted quarters. .60

CAR-TUNE-LAND—Rabineau. For beginners with
{liustrations by Gene Byrnes, the creator of “Reg’-
lar Fella’s”. Your boys will like this book. 1.00

A DILLY DALLY BOOK — Lake. Favorite school
songs simplified to play and sing. 75

LAKE’'S DAILY DOZEN — Miss Lake gives teach-
ers a time-saving book. Helps build strong and
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nnﬂ GRADES
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nimble fingers and good technic. 75
FUN FOR FIRST GRADERS — King. An album
P of good-time piano pieces. 75

BIG NOTE WALTZES — Moore. Eight favorites

JOHN simplified for piano. 35

Send for *examination” copies

MUSIC COMPAN:Y

116 BOYLSTON STREET BOSTON 16, M
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Interesting Records for Everybody

e
so wonderfully convey®L in this pianist’s
recordings. that makes his ofterings al-
ways worth hearing. .. . Perhaps only
the musician can truly appreciate the
carefully and minutely planned  struc-
ture of Stravinskv's Concerto for Two
Pianos. The composer is more concerned
with the esthetics of technique than with
cmotion. in this work, with its abrupt
transitions of mood. Despite the severi-
ties of the style, there is an accumulative
excitement to this music which holds a
fascination of its own. The performance
and recording are eftectively achieved.

Beethoven: Sonata in F major. Op. 24
(Spring):  Juscha Heifetz (violin) and
I manuel Bay (piano). Victor set 1283,
Bartok: First Violin Sonata: Yehudr Me-
nuhin (violin) and Adolph Baller (pi-
ano). Victor set 1286.

Mozart: Sonatas in E-flat. K. 302, in D
major, K. 306: Alexander Schneider (vi
oliny and Ralph Kirkpatrick  (harpsi
chord.) Columbia set 811 or Microgroove
sct Sh. 52,

Paganini: Caprices Nos. 9, 13, 14, 15,
20, 21, 22, 24: Zino Francescatti (violin)
and Artur Balsam (piano). Columbia sct
818.

Schubere: Introduction. Theme and Va-
riations, Op. 82. No. 2; Schumamn: Fan-
tasicstueck. Op. 73. No. 1: Fauré: Elégic,
Op. 24: Gregor Piatigorsky (‘cello) and
Ralph Berkowitz (piano). Columbia sct
808,

Tonal loveliness and artistic equanin-
ity distinguish  Heifet's interpretation
of the ingratiating “Spring” sonata ol
Beethoven. s pacing of the opening
movement is on the fast side, and his
slow movement exploits more beauty of
sound than depth of feceling, The older
Goldberg-Kraus sct offers a more search-
ing re l(hng, but the Heifetz performance
is definitely enhanced by supcrior record-
ing The Bartok opus may prove
forbidding on first hearing. Yet, this
modern music is of tremendous import,
being exotic, harmonically daring. emo-
tionally intense and clemental. Much of
its mclodic structure owes its impetus to
Bartok's study of Hungarian folk music.
The performance of Menuhin and his
profictent partner is an artistic achieve-
ment which may well make record his-
tory. For Barték was a great genius—a
forceful and highly original composer,
who is only now gradually coming into
his own. . . . The Messrs. Schneider and
Kirkpatrick are such proficient and sat
isfving musicians one cannot cavil with
them on the suitability of the harpsi-
chord in -the two Mozart sonatas, even
though authorities agrce both  works
were intended for the piano. The fact
that nceither of these sonatas is available
in any other recording and both are
exceptionally fine examples of Mozart's
style in the genre. makes this set a
“must” for all admirers of the composer.
The long-plaving version is especially
recommended, as it is coupled with the
carlier volume of sonatas by the same
artists, and also because the harpsichord
scems less aggressive in the reproduc-
tion. . There is sheer magic in Iran-
€esci lltls plaving of the Pur.mml ca
prices. Tmpeccable technique is blended
with the most ingratiating tone and sen-
sitive artistry. That the violinist chose
to perform these ¢tudes with the added

(Continued from Page 316)

piano accompaniments (Paganini wrote
them originally for solo violin) may be
taken as a concession 1o the average mu-
sic lover. As the piano parts are on the
whole tastelully concdived, and compe-
tently played by Mr. Balsam, they prove
in no way oftensive, Piatigorsky’s
little recital finds the “cellist in his warm-
est and most intimate mood. The Schu-
bert, originally for two pianos, and the
Schumann, originally for clarinet and
prino, are innocuous picces making for

occasional, rather than enduring. diver-
sion. The Fauré has more intrinsic
worth, with its pocetic sublimity and

beauty. Tt is heard only at its best. how-
ever, with orchestral background. Better
balanced recording would have saived
this sct 1o greater advantage.

Stravinsky:  Symphony of the Psalms:
Columbia Broadcasting Symphony Or-
chestra with Mixed Chorus, conducted
by the composer. Columbia set 814 or
Microgroove disc ML 6129,

Bach: Arias from Cantatas Nos. 97. 66,
42, and Qui tollis from Mass in A; The
Bach Aria Group, William H. Scheide,

conductor. Vox sct 651,
Strauss; Morgen, Op. 27, No. 4. and
Befreit, Op. 39, No. 4: Marian Ander-

son. with Iranz Rupp at the puno.
Victor disc 12-0734.

Verdi: II Trovatore—Ai nostri monti:
Cloe Flmo and Beniamino Gigli, with
orchestra. U. Berretoni, conductor.

The Swiss conductor, Frnest Ansermet,

recently recorded the Symphony of the
Psalms for English Dceca. Though one
of the composcer’'s most sympathetic ex-
ponents, there is much 1o be said for
Stravinsky’s own interpretation of his
works. His rhythmic precision and more
sober coloring ol texture are consistent
with his intentions. and here they serve
the music well, Morcover, a better bal-
anced chorus gives clarity and a stronger
definition to the two forces. Though this
work remains a controversial once, it is,
in our cstimation, one of the composer’s
greatest and most satidying scores. The
concentration of mood in this music is
ideally served by the long-playving ver-
sion. The musical competence of
Scheide’s Bach Aria Group, now heard
weekly on the air, is attained by unlim-
tted rehearsals, Witk all the group’s tech-
nical cthciency, however, one feels the
singing is geared 1o this more than to
the value of the text. This remnains true
in the present set, especially in the duct
from Cantata 42 and the Air from the
Mass in \. Still, one welcomes this Bach-
ian oftering. for the music is worth know-
ing. This is the second set issued by Vox
from "The Bach Avia Group.
Once of Strauss’s greatest songs is Befreit
—“the farcwell of a father to his wife as
he leaves the children in her care.” Miss
Anderson does some of her finest singing
in this, and her accompanist gives a
splendid performance. Less persuasive is
the contralto’s interpretation of Morgen,
where a tonal unsteadiness at first dis-
turbs the tranquillity of mood, but her
final phrases are sung with beauty and
conviction. . . . Opera enthusiasts will
cherish the Elmo-Gigli duct from “fl
Trovatore.” The mezzo-soprano is at her
best, and the tenor sings with artistic
restraint.
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O. W have au old Leosmannal crgan in
or chande, and tie shitiers on tiae sl
box wock diveciiy fraone a pedal ol The foal
of the console, Daviny wintey monihs, when
the buiiding is | cated only once ar taice a
week o know 1600 s cell box should by e ot
open, bur does it do any harm to kecp il
swell dlosed at ¢l times during the sinne?
In the supomer e shadters warposo that it
is dmpossilide 1o close them (bl anidess
they are kept dlosed wlen the o i not
ivouse, We do net hace Hhis bowble fnaeioa-
{ere Ao please ad.ise, i the orgaq is et
vaased Jor Livddce howrs or so, should AT e
stops be pushed v or 121 oni? —D, 1.

A The purpose of keeping the swell
shuttters open s to maintain ' sone
temperature in the o1gan (h,m?ln'rs a8
in the church proper, as some pipes are
quite subject w0 channes of pitch duoe
to cxpansion or contraction hrought
about by temperature dhanges, and il
the organ chamber s the some tempera-
e as the ¢huarchy this condition s
largely nullified. Natarally, this is ino-e
pronounced in winter, and consequiently
it is more inmortant in winter 1o keop
the shutters ni) -n, and while this should
also be the rule in summer, wnder the
circunwstinces vou have mentioned i is
possible no ereat harm would be done
by leaving the shutters closed. Some
manulactarers use Luninmated  wood, or
hardwood for the shutters to avoid s
tendency to swell ar warp, and il von
are very much troubled, it might he will
to consult th manuladurers o see il
anv chanee coald be made in this 10
st 20 leavs push ine the stops when
the organ is net i wse, even for aoshort
tU'me—by this we of course mcann a muat-
t 1 of hours.

Q. T am sixleer years of aze, am now lae
asganist of onr elvoch, and wish te bocore
a veallv cood argonid, T wonld Like yoar
sugnestions as {o whal yeeistrations yon
wodd use for conciecational siezinge of
Tevinns, and alse foy orean solos, Fuclosed
is a st of stops, The oczan ards ey ooy
ina theatee, and Qs parl of sevoral (0j 1ot
ocans. 20 L word also Tile the addyoses oof
iocaunes devotod lo organ inloresds. RS,

A A arule, we do not sugnest speci e
resistration lor all conoresational hy no
accompanving, as the charvader of e
Bynm. the habits of the conaresition as
to enthusinsm or otherwise, have a dofi-
nite bearing cn the question. For the
ordinary hyimn ol praise. and a hearty
s‘neing consregation. the preliminary

cnnouncement should  be plaved  not
more than moderately loud. imduading
sach stonc s (Swlly, Oboce—Coneert
[ute 8—Viol: 8 —Orchestral Flute 1
(Pedaly, Bourdon 16'—Flaie or "Cello 8
For conoregvional  singine  add  he

louder stops sacho as Horn Diapason 8
and 4 and “Trampet on the Swell aad
Creatcand on the Pedal add 1orn Dia
Pison 8 0L heavy Tourned vtion iy lvquired,
or Tute and "Cello toocther if not so
much is needels For orzan solos we sag
gost o experimentation  with practically
cvervtiting you have, in order 1o deter
mine just what dteas are available and
where best suited. Almost any of your
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Answered by TREDLRICE PHILLIPS

J7and ¥ stops would seem saitable for
solo use,and the accompaniment should

be ol lesser volume, ol course. amd a
contrasting  tone  olor when possible,
The 27 and 2% stons should be nusad

very sparinelve and beaatifal as the effect
ol chimes cht be, it will be well to
suard aaainst too brequent use. Hall an
hour ol “wrying out”™ will accomplish
more thn piges of sngacstions. 20 We
are sending von the names of two lead-
ing magazines devoted to orzan matters.

Q. 1 am organist of a veex small churelr.
Hace hed some piano Daiving, bt no or-
gan, so that wien 1 look ocer in an emer-
geneyo I owas poelly muce on oy ooun, 1
have been quie successiul with owr one-
manwal yeed croan, but haie wecer fully
ruderstood the stops, depending entively on
car for the coribinations. We are thinking
of veplacing the veed organ with a one-
ranial clechvie mgan, but 1 am
not fanilior with clechic organs, and there
i no one neay o help e bre there any
books which eould explain tie stops, and
so an? Do yau i of any cnoses offered
by mail? —G. G,

A Ofbhand we should sav you have
alveady mastered most of vour problems.
Depending o the car is one of the very
best ways o acquire a knowledee of
stops and their effeces, but such a hook
as - Landow’s “Reed Orean Method™
would help you, "Uhis hook contains a
chapter devoied 1o the cexplanation of
the difterent stops found on reed organs,
The elearic organ vou mantion is for
practical purposes quite similar o the
orgin vou are now plaving Of course.
the ones are produced ditferently, and
the actual mochanism is quite different.
and doubtless a book of diredtions will
be supplied by the manulaciurers (o
take care of these matters, In plaving.
however, vou will lollow much the smne
procedure as on your present organ, and
the stops will probably follow much the
same pattere. Fhere will e no o foot
pumping pedals ol course on the clectric
orean, and the arescenda eftects will be
broughe about by depressing the sinsle
pedil—increasing amplification,

Q. L em listing the names of the stops on
my - ovean, Hoee of wlich I have marked
nunknown., Thore are lico sels of yeeds. one
in front and oae in back, The one in ront
is contvolled by Coleste and freing pal - these
hace a light, ancellowe tone, The seeds i the
back ave controlled by Daloet and Foho
Hovw, The steps “Unknowen =0 and  Dia-
fasonrapen these stops wider, The Un-
fowicn =2 and =5 ofen the back and {iont
swells, Can yor name the “unknown® sops?

NOML

A Your deseription of the action of
the “unknown” sops is not very clear,
as apparently nether of them affects a
speaking stop. To open the stops wider,
would simply indicate a “lorte” effeet,
and most reed oreans have a Foree stop
for the treble and one for the hass. We
judae therelore that two of these “an-
knowns™  would represem the Forte
stons, but we cannot account for the
other,

T iz Hammond Instrument Compmny ]
4210 W Diversey Ave., Chicago 39, Hlinois ]
2 87 Withent cbligarion, send me full details about all models I
ot the Hummoud Organ. )
3
s 2
Rpo2o saaoac . . 5 o
P B S
. City P.0. Zone State
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HE I g, r;////////, 7{// Helf

To kxow now rewardine music can
he don’t just sit oo the sidelines and
listen! Phiv it vourself, on vour own
Henmond O-gan.

When sou prese the kevs of the
Timumond Organ.ron release mnsic's
mest elorions voice. This is the in-
shuntent that inspires von 1o plav,
You nmatch vour moods with the -
turous music ol mellow woodwinds,
bright brasses. tender strings, and
soultnl reeds. You add rich calor and
cxprossion o evervthing vou phi,

You range at will from a mere
whisocr to the full-throated voice of
the world's nst versatile organ.,

Think whar this can menr o vonr
children. "Thev am learn great -
sic I plaving ie thenselves on 1he
Hammond Organ.

Ard it all so casv,

If you ecan play the piano,
you ean quickly learn to play the
Hammond Organ!
Il you're an sverage piamo plaver, or
i yoa justrcud simple musicvou

/

quickly leara to play the Hammond
Oraan. A lew lessons won't fit vou for
a concert carcer, but they avill enable
ron Lo express vourself in marsic as
yvou never have done hefore.

And the price of the Fhammond
Organ is much less than vou think!

Costs no more
than most fine piovos!
Theres no hother about special in-
stallations with the Haemond Organ,
Tt fits into anv bivimz room amd it
an'tgetout of tne, just plug # into
an - clectric outlet andd ven've ready
to play,
Why wait any longer?
Mail the coupan today!
Visit vour dealer where you can sce.
hearsand pley the Hanupond Orvgan
vomselll Then vou will understiand
why this is the world’s nost widely-
used complete organ, proved by veass
of satistuctory perlovrance in thou-
sands of hemes and charches, For
more information amd the name of
you nearest dealer il the coupon.

LArmnrovn Onrcav

MUSIC'S MOST GLORIOUS VOICE
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How Great Bells Are Tuned
by Edward F. Medosch

O the non-obswervant  listener. a

church bell has only one note—that
which is a result of the actual contact
of the hammer with the lip ol the bell,
or “sound blow.”

In  addition to this outstanding
“strike note,” every bell has four other
notes distinetly heard by the trained car;
and before a bell s in tune, cach of
these notes must be strictly true.

Produced by difterent sections of the
bell are three notes, a third, a fifth, and
an octave above the strike note, and be-
low the swrike note is the “hum note”—
a ground-note which is the sum total of
all the notes emanating from that whole
mass of metal.

‘The notes of a bell depend upon its
dianteter at different points between the
sound blow and the arown The farger
the diameter, the lower the note, and it
is by varying these dineters that abell
is attuned.

The tuner’s first task when the bell
arrives at the foundry is to clean away
all traces of corrosion which dulls s
tone, although it does not put a bell out
of tune,

When cleaned, the bell is placed, rest-
ing on its crown, on a special vertical
lathe consisting of a revolving platform,
with an arm, fitted with a sharp cutting
tool, so arranged above it that the ool
hangs inside the inverted bell.

The tool is placed in position against
the bell, the platform is set revolving,
and the diameter of any part can thus
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be altered by seraping away the metal.
Carcful adjustment and handling of
the cutting tool are essential to insure
the removal ol the exact quantity of
metal, as in a bell weighing five or six
hundred pounds the removal of four
or five pounds results in a detectable
varintion in the pitch of the note.
When testing, the expert uses tuning-
forks which vibrate at a known number
ol vibrations per second. Given the rate
of vibration ol the strike note, it is @
simple matter to arrive at the rates ol
vibration ol the other notes. and he
sclects his tuning-forks accordingly.
Having set the lork vibrating, he
places the poinred end against the hell,
which if correaly taned. will respond
by producing the reguired note. In this
wav cach note is tested in turn.
Tuning uswly consists of lowering
the pitch of the notes. .\ peal of bells
need not be tuned like o piano to a
standard pitch. The lowest bell is first
tunced and the others hrought into har-
mony with it, so that it is rarely nec-
essary to raise i note. Sharpening. how-
ever, is possible in certain cases by cut-
ting away the edge of the sound bow,
and thus making the bell shorter,
When once a bell is taned it will
never get out of tune: and the modern
hell-tuner owes much ol his work to the
fact that in caly days when the bells
were hung, the bell-Tounders had not the
implements to tune a bell with perfect
accuracy.

The Violinis®s Forum
(Continued jrmg Page 357)

made along these lines.

No matter how advanced your pupils
way be. 1 suggest that you give them the
casiest first-position studics you cian find.
And sce that they practice the studies
with it contiolled spiccato at a very mod-
crate tempo. A study thae has frequently
been lound uselu! for this purposc is the
Srd of Rayser, Op. 20, adapted in the
lollowing way:

Ex.C .
. L 37T S
N el s s

At first it should be taken not faster than
= 60. in order to insure that the even
wrist-swing which has previously heen ac-
quired is not lost in the endeavor to svn-
chronize with the left hand. As the pupil
learns to feel confidence in his coordina-
tion, the tempo should be gradually in-
creased. Nos, 3, 9, 11, and 16 of Kayser
provide further material for the devel-
opment of the “changing-note” spiccato.
Nos. 5 and F oare especiadly valuable be-
ciuse. being written in riplets. the ac-
cent has to be on the Down and the Up
bow alternately, which tends to cqualize
the bow stroke,

There was a detailed discussion of the
Spiccato in FTUDE for August 1945, 1
vou G reler to this article, you might
find further suggestions that would inter-
st you.

What Will Television
Do For Music?
(Continued from Page 342)

such a famous cconomist as Roger W,
Bubson stated that it would mean the
end of the piano. The manufacturer of
pianos did “take a terrible nose dive”
in those vears, but this was not due sole-
Iv to radio. but to other cconomic and
living conditions as well. (The only fa-
tality was o many-million dollar indus-
wry. that of the player piano, which was
wiped out ahmost immediately.)

When the piano “came back,” we
found the public begging for “any kind
ol old piano,” and paving generally in-
flated prices to get such an instrument.
Instrumental instruction  via  television
will probably be attempied. but here
again we must remember that the all-
important part in instruction is the orit-
icism by the teacher of the playing of
the pupil. The teacher must watch every
step in the pupil’s progress, noting tone,
touch, hand position, phrasing, and a
ercat number  of allessential  detadls
which demand a teacher “in the flesh.”

Thus 1: = the proportion of programs
of interest o intelligent music lovers is
far less thun those presented by radio,
But in the future it seems certain that
many of the greatest artists will appear
on the television sereen, and these must
inevitably be of real interest to all teach-
ers and students of music. Great music
festivals will certainly be televised.

Again, how will television affect radio
broadcasting? Our guess is that, inas-
much as radio during the last three
decades has so strongly entrenched itself

rld Radio Histo

in Amaican homes with programs of
wide human interest and the highest cul-
tural value. the competition of television
will be cooperative rather than obstruc-
tive. Telavision’s first appeal is to the
cye, and it demands close ¢ye attention
and a more or less fixed audience.
Radio’s entire appeal is to the car, and
requires the use of imagination, one of
the charms of radio, which has made it
so versatile, so far reaching, and so ex-
pamsive. The huge radio hroadceasting
interests have not built a house ol cards,
and bevond o doubt will continue the!ls
hold upon the American public,

‘Felevision has quite a distinet field
from radio, and reaches out to nuny
new surprises and sensations inenter-
tainment in the home. The American
public will demand all three modern
clectronic contributions to the home:
phonograph. radio, and television—and
these, together with o hine piano, will
form the pillars of a complete musical
home. They cannot fail o have a tre-
mendous  influence socially, education-
ally, cconomically. artstically. and mu-
sically in expanding the joy of living in
America,

The World of Music

(Continued from Page 3537)

spread 1o the far corners ol the lund.
He organized the Moot Tlolyoke Col-
lege Glee Club, whose annual Christinas
Carol concerts in New Yok Gity have
become traditional events, e gave hun-
dreds of free organ recitals throughout
New England. He was o founder ol the
American Guild of Organists.

IGNATZ WAGHALTER, Polish-horn
composer and opera conductor. died sud-
denly in New York City on April 7. Mr.
Waghalter. who had been in this coun-
try since 1937, was Jor cleven years con-
ductor of the German Opera House in
Borlin.,

ZAVEL ZILBERTS, tounder and mu-
sicl director of the Zilberts Choral So-
dety, composer ol liturgical choral mu-
sic, died April 25 in New Yok City.
Mr, Zilberts, who canie to the United
States in 1920, served as musical director
ol the Cantors Association of Americ.

ARMAND VECSLEY, violinist and leader
ol the Ritz-Carbon tlotel Orvchestra,
New York City, from 1910 o 1911, died
in that city on March 50, He was seventy
vears old. He wis one of the favorite
recording artists of the late Thomas A\
Edison, and also had been i close friend
of the Norwegian  composer. Ldvard
Gricg.

Competitions

THE FRIENDS OF HARVEY GAUL,
INC., ammounce the 1949 composition
contest, the first award for which will be
four hundred dollars and @ guarantee ot
publication. "The contest is lor a choral
composition  based on an American
theme. The dosing date is December
1949; and all details may be secured by
writing to T'he Friends of Tarvey Gaul,
Inc.,, 315 Shady Avenue, Pittsburgh 2,
Pennsylvania,
(Continued on Page 389)
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VioLIN OUESTIENS

Ahswered by HARODLD BERKLEY

Stradivarius an A(‘(‘omp‘is‘m(l Player?

Miss H. 8. Texas. [ have never read any-
thing that led me 1o believe Stradivarius
was in any way an accomplished violinist,
Nothing 1s ever said about his ability along
that line. But undoulstedly he was able o
play a little: enough to 0y oa violin after
he had made it Every violin maker 1 have
kuown could do thaz. Perhaps it is a good
thing that Stradivaitius did not play very
much:

blcrcly a Tra(le Nﬂl‘llL‘

7. R. E.. New Jersoy “Carlo Micelli™ was
a trade name used by a jobber tor the in-
struments he mmported from Europe. Such
instruments are not of very high quality.
They are, in fact, pwrely commercial vio-
lins.

Shoulder Pad Notes

N. B., Nlinois. There scems to be na in-
formation available about a muaker na ned
Louis Gairaudk 1t may be a fictitious nawme.
used in a few instruments to give thenr
added authendicity. ) Carl Flesch's “Ave
of Violin Plaving™ and his “Scale Studies”™
helong in the library of evervy serious vielin-
ist. Personally, I arm not so impressec by
his " Urstudien,” but many violinists find
the exercises very uscful. 13) As for the
shoulder pad, it is a perennial probiem.
Not knowing you. it is impossille for me
to sav which would he most likelv to suir
vou. Why do you not go to Lyvan & Healy
or Wm, Lewis & Son in Chicago. and try
cvery tvpe they haver The essentials of a
good shoulder pad ae that it allows an eas
ily firm hold to be maintained: that it sets
the violin at the correct plaving angle—
that is. with the stings sloping slightly to-
wards the plarer: and that it does not touch
the back of the violin,

A COO(‘ S('HIP I‘O()l{

Miss F. M., California. The best book
for your purpose would he 1the "'%('n.le
Studies”™ by Carl Flesch. It has scales in

thirds, sixths, and octaves. as well as dia-
tonic and chromatiz scales in single notes.
It also gives the arpeggios in cvery kee. in-
cluding  the dommant and  dimimshed
seventh arpeggios.

P(‘rllil])s @ Rcu({er KHOWS' Him

Bro. H.. Province of Quebec. T am sorry,
but I do not know of a violinist named
Brodus Earl, neither have T been able o
find anv record of him. Possibly some of
our readers know of him.

A Maker Named Pl)i"ips

Miss J. S.. Ohio No information :cems
to be available regarding a maker namel
E. H. Phillips. Theie is a B. F. Phillips
making excelient instruments in Pittshurgh;
possibly E, H. is a refation of his.

Concernina a Left-Handed Pld_vex

W, J. J.. Minois. So far as T am aware,
there has been litde or nothing written on
the subject of lett-handed string piavess
except the articles in ETUDE which vou
already know. The subject is interesting,
but it hardly scems big cnough jor a
Master's thesis, Andd T think you may have
difficulty getting swogether sufficient source
material.  Few violinists  have originally
started to play lefr-handed: all left-handed
violinists of whom I have heard learned to
play in the conventional way, and later
changed over on account of an accdent.
‘That was the case with Rudolph Kolisch,
who headed a very fine quartet for a num-
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ber of vears, A left-handed child learns to
play a stringed instrument in the normal
tashion just as casily as one who is vight-
handed. No psychological or physical handi-
caps seem to appear, To omy knowledge,
there is no reason why a left-handed player.
if e plays well, should not be just as suc-
cessful in professional lile as one who plays
in the traditional manner.

\Vlly Strads Are Valuable

W, W, L West Vinginia, No. T dou’t
think that Strads are five hundved  times

better thaun good modern violins. But they
are at least five hundred times more rare.
and are also in the greatest demand. This
accounts for the prices they command. And
there are Strads and Strads. Some ave price-
less instruments whose tone quality cannot
be duplicated: others have a comparatively
ordinary quality that has been more than
duplicated by a number of good makers.
‘The value of these latter instruments s
conditioned by the fact that they are Strads.

An Uncertain Label

Mrs. Fo Do Nehiaska, There is no reeond
in the books at v disposal of a maker
whose Label reads = Jacques-Bocquay d'Ar-
geaten” But there was a fine Frenelr maker
named  Jacques Boquay, who worked in
Lyous from about 1700 (o about 1796, His
instruments have been priced as high as
SR50.00. It may be that vour violin is a
French instrument with a fictitious label.
or perhaps vou have misread the label. In
any event, il you think the violin has value.
it would be a good idea to have it ap-
praised by one of the firms I mention from
time to time in these columns, As 1T have
so often said. a personal examination by
areexpert is necessary before the origin and
value of a violin can be determined,

Purely a Commercial Instrument

Miss B. D.. “l'exas, The label in your
violin indicates that it was made by the
commercial firm of Bauer & Duerschmidt in
Germany, and that it is a copy of a violin
by Jacobus Stainer. The second label. of
course, is a copv of Stainer's famous label.
No one quite knows why Stiner used the
words “prope Ocnipontum” on his labels.

PIANO TEACHERS

New Technical Exercise for strengthening the
fingers that eliminates the necessity of a!l others.
One complimentary sample to all piano teachers.
Write:
LUCILLE DESIN

West Main Rd. North Eost, Pa.

Turning Music Pages
by Erna Kaser

O you dog-ear your sheet music until
the corners tear oft? Try this.

Buy some threecighth inch glued in-
dex tabs. Moisten a tab. Oper your
music to the last sheet to be turned. Ap-
ply the tab on the lower right side at
the bottom. Moisten the second tab, Ap-
ply on seconul last sheet, bt three-cighths
of an inch higher than on the first sheet.
Continue, placing each taly successively
higher on each sheet to be turmed, so
they do not lap. When you play, the top
tab turns the first sheet, then cach tab in
turn takes 1op position,

If you prefer, you may revesse this
order. starting av the top of the first
sheet and working down with your tabs.
Either way has proved satislactory.

MEN WHO SING

"Men who sing get along with their
tellow men.

"Men' who sing are good citizens.

“Men who sing are open-minded.

“Men who sing acquire a sense of the
nicer things of life.

“Our prisons are filled with, largely,
men and women who never sang,”

—N. R. Howard
in the Cleveland News.

: .“.l; E-rﬁ;-IiEVST n I.Wusical
Letters and Informaks for
Your Notes and le_le.r Sl

3 B, Ve

| s | . ]
. - -

f0ur hand-drawn cherubic musicians are the
backgrounc arrangers for the score . . . i
notes on the scale spell “D-E-A-REST”!
f Choice of pastelle paper in sky blue . . . dawn
piak . .. loggrey . . . warm envelopes to match
i Your name on netes . . . name and acdress on
lerters and envelopes in elegant type. Leave the
choice of contrasting ink to the maser. . ..
f Deckled . . . your friends will frame them!
50 letters 50 envelopes $6.00 prepaid
50 notes 50 envelopes $4.00 prepaid
3 week delivery. Send check or money order tot

their

e bamboo studio [e.
Lills .

% COPYRIGHT 1943 TEN BAMBOO STUDIO, LTD.

box 35 - wsellesle
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1999 SUMMER NORMAL COURSE 1949
LOUISE ROBYN SYSTEM OF MUSICAL TRAINING
FROM THE PRE-SCHOOL TO THE ADULT AGE.
JULY 6, 1949 to JULY 16, 1949
MORNING AND AFTERNOON SESSIONS
Under the Personal Direction of LOUISE ROBYN, Associate Director,

American Conservatory of Music, Kimball Hall, Chicago, Illinois

Send for a Free copy of the New. Enlarged edition of the Louise Robyn
Graded Teaching List. ADDRESS—

ROBYN TEACHING SERVICE

4714 Kenwood Ave., CHICAGO 15, ILLINOIS

=———=-——=
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Coontal Conservatony

[ o F CHICAGO _ |
For further information regarding ap-
plication write today to Dept. ________

Office of the Dean
Central Conservatory of Chicogo
Suite 927, Kimball Bldg.
Chicago 4, Illinois
Fobert L. Hudson, Mus. Doc., President
Alton M. Cronk, A. M., Dean

—_—
William &w{/} and Son

30 E. Adams St.—Chicago 3, 11l.
SPECIALISTS IN VIOLINS, BOWS, REPAIRS, etc.
ESTABLISHED IN 1874. WRITE FOR CATALOG
PUELISHERS OF "VIOLINS and VIOLINISTS"
$2.50 per year—Specimen Copy 35¢.

Learn Violin by Mail

New invention makes it possible. Recommended
by world’s greatest violinists, Yiolin loaned whila
learning.

Finney Violin Keyboard System
2537 N. Bernord St. Chicogo 47E, 1I'.

®* RARE VIOLINS ¢

$50 up. Send For New List

FRANCIS DRAKE BALLARD
@ 50 Chippewa Road — Tuckahae, N. Y. @

LUCIUS DUNCAN

Concert Violinist—Teacher
Pupil of Schradieck

WESTCHESTER CONCERT BUREAU
White Plains, N. Y, Philadelphia, Pc¢.
54 Bonk St. 104 N. Mole St.

White Plains 9-7808 LO 7-0723
DEEP,

IOLINS i

SOULFUL—

Easy terms for wonderful instruments.
Get details today.

GUSTAV V. HENNING
1106 N. 49th $t, Seattic, Washington

JOHN MARKERT & CO.

141 WEST I5TH 8T., NEW YORK 11, N. Y.
VIOLINS OLD & AW
Expert Repairing. Send for Cataleg




Theodore Presser
(Continued from Page 352)

capacity for work one of the first essen-
tials to every successful business enter-
prisc. )

“The third and last in the trilogy of
success is  Economy. This is a homely
virtue not :nppr(}(‘i:ltcd by most ol us.
but 1 am convinced that many ol the
[ailures in business life are due to lack
of tlns homely virtue. In cvery downlall
or decay in the music industry that we
know ol, waste was the deadly poison
that was injected into the business that
took a litetime to build up. The criack
of doom came over Rome when she be-
came luxurious and extravagant. ‘The
Freneh Revohition was directly due to
the reckless and foolish extravagance of
the French Court of Touis NV

“No business can stand long the strain
of undue wiaste—ruin follows in its wake.
In our business | can readily discover
defects in the desien and plan, and our
management has not been perfect in its
operation, but our cconomy has been all
right. 1t has grown to be a habit with
us. We abhor wiaste as the deadliest
cnemy ol success.

“Econmmy does not mean meanness or
miscrliness; any virtue carried 1o ex-
tremes bhecomes a vice. Man can work
ton much and kill himsell. Religion is
a good thing. hut deliver me from a re-
ligious fanatic.”

There were certain sayings  which
Theodore Presser [requently repeated.
Among these were:

Originality="1 did it just a litde

differentdy.”

Tdeals—"Making money isn't cvery-

thing. When T am making a book,
I never think of anything but how
eood it can be made.”

Industry="Nothing is :l('(omplishcd

without grant cnergy.”

Watchfulnes—*"Just let us get a lit-

tle careless in a few things, and

"No turn crank. Just a
slip a record in the slot.”’
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see how the bottom will [ill out
of cvervihing.”

Prudence—"What one keeps out of
is just as important as what one
gets into.”

Aggressive Adeertising—="When at
the very outstart "'k Favoe came
near failing, 1 doubled the size of
the issue.”

Gratitude—=*Never look  for grati-
tude, but never lorget to give it.”

Mr. Presser was always essentially a

dreamer. He did not dream of power.
wealth, or success. When success came to
him he accepted it and hustled about
to find some practical means ol employ-
ine it [or the henefit of others. Alter
cighteen years ol dose association with
him as Fditor of "Tne Fruope and as Presi-
dent of The Presser Foundation., T never
knew him to [ail 1o place his ideals Tore-
most at all times. Alter Mr. Presser’s
passing, when Isucceeded him for cleven
years as  President ol the  Company
(owned by The Presser Foundation). in-
numerable instances ol his genius, his
judgment. and his kindness kept turning
up unexpectedly at all thmes. The Com-

pany now, with the recently clected new,
finclv trainad voung Pres@ent. Mr. James
W, Bampton. together gith an active,
experiencad Board of Ditectors, s mak-
ing ncw plans lor (xpansion in many
directions, but at the same time retain-
ing in «very way the fine principles of
its past, as well as its traditions of cour-
tesy, promptness, liberal terms, and all
of the things which have brought to
it thousands and thousands ol warm
{ricnds.

I'heodore Presser had o firm beliel in
cternity and the life hercalter. He used
to distinguish, however, between eternity
and immortadity. He Jelt that immortal-
ity had to do with those things which
are done in this life and have an cttect
upon the good of others [or generations
to come. e used o say that he would
far vather be a Becethoven or a Shake-
speare or a Gocthe or an Emerson or
an Edison, who contributed to making
the world better, than he would have
been to be an Alexander, a Caesar, a
Napoleon, or the greatest warrior that
ever lived. Once at Bethlehemo Penn-
sylvamia, at a great Bach Festival, he

said. “Now this is real immortatitv. Bach*
lives again. although he has been dead
nearly two centuries.”

Mr. Presser’s benefactions will Jive [or
future generations. but most of all, his
philosoplhies and his ideals will live for
all time.

The Story of
“Schani” Strauss
(Continued from Puge 356)

Strauss brought the orgamization to the
United States for a second time in 1900-
01, for a series of more than o hundred
concerts, but upon his return 1o Vienna,
he disbanded the orchestra.

Nine years before his death in 1916—
whether prompted by jealousy, or seized
by a long suppressed desive to focus at-
tention on himself—Eduard Strauss “de-
stroyed o picce of Viennese history and
robbed his native c¢ity ol an irreparable
musical treasure.”

UNIVERSITY

for highly specialized training, and

Are you an ambitious rausician?

for additional instruction: yet he

Courses are of greatest benefit.

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

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

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

28 EAST JACKSON

@ Interesting positions are open in every part of the field.
Schools and Colleges are making it necessary for every
teacher to be equipped for his work; the Radio is calling

A successful musician is most always a busy one. Because
of this very fact it is almost impossible for him to go away

broaden hi; experience. To such as these our Extension

DPPORTUNITIES
vin the Music Hield

ADVANCED COURSES

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

very small
for higher and

standardized teaching musical world.

makes competition keen even in small communities,
DIPLOMA OR BACHELOR'S DEGREE

We help you to earn more and to prepare for bigger
things in the teaching field or any branch of the
profession.
Bachelor of Music. With a diploma or Bachelor’s
Degree you can meet all competition.

always finds time to musical

mmmm=---=w-===-Fill In and Mail This Coupon-====+==========—
UNIVERSITY EXTENSION CONSERVATORY, Dept. A673
28 East Jackson Blvd., Chicago 4, llinois,

Please send me catalog, illustrated lessons,
| have marked below.
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]

: [ Piano, Teacher’s Normal Course
1 O Piano, Student’s Course

1 Public School Music——Beginner's
) Public School Music—Advanced Voice
1 Advanced Composition

] Ear Training & Sight Singing
1 History of Music

]

'

]

]

'

]

]

1

1

1

1

’

NAME. . ciorei0:0.0-02:0.5:5.0.6,8 evssessssessss-Adult or Juvenile...........
Street NO. .. ovvvennnne. o 4 0 0 4 o 8i@iereaaeg o ol 6 els als sl el ao e GRG0 WIEIE ST0O 5.
() Y R U R IR State..... . e e
Are you teaching now?.............. If so, how many pupils have you?..........
Do you hold a Teacher's Certiticate?......... Have you studied Harmony?...... -

Would you like to earn the Degree of Bachelor of Music?. . .. i i i

e e e e e i e e e e 0 7 e P -

THE UNIVEIISITY EXTENSII]N

BLVD. (DEPT. A-673),

OFFERED BY THE

EXTENSION CONSERVATORY
BY THE HOME STUDY METHOD

cost
regular work, you, easily and quickly can qualify

[J Harmony
Cornet—Trumpet
Advanced Cornet

Choral Conducting
Clarinet
[ Dance Band Arranging [J Banjo

and no interference with your

more prcfitable positions in the

We award the Degree of

and full information regarding course

[ Violin

] Guitar

O Mandolin
{71 Saxophone
] Reed Organ

Conderuatory

CHICAGO 4, ILL.
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CLASSIFIED ADS

YOUR UNWANTED MUSIC exehanoed
Piece for prece, Se each: quality natehel
Burped's Specialty Shoppe, Delton. Mich,

HARMONY, Compaxition, Orchestration,
Musical Theoryv, Private or Correspopdence
Instraction. Manuseripts revised and cor-
ted, Music arranged, Frank & Butler,
i 107 St, Corona, N, Y,

LEARN PIANO TUNING—Simpliied, av-
thentic instrootion $0v—literanme freo,
Prof. Roxs, 456 Beecher St., Flhmira, N.

LEARN PIANO TUNING AT HOVE,
Course by Dreo Wm. Breaid White, PPay o=
dou learn. Write Karl Rartenbael, 1001y
Wells St, Latayette, Ind.

PIANO PRACTUICING ANNOYING OTIR-
RS2 Mayo's Muting Deviee Fasxily Ar-
tached or Detached by Anvone without
harnting mecharism. State upright, grand
or spinet. Xend $5.00 for mute, full instru -

tions, Money bhoek  guorantee, flichard
Mayo, I'iano Technician. ept. 083, 1120

Latona Street, *hila, 47, Da.

ORGANS ITOR SALE: Guaranteed pipe
organs, reed organs and pinnos, Connarsa
Organ Compauy, tollidaysburg, .

OBOE REEDS, TTand MMade, Tured and
Tested, $T30 cach: $15.00 dozen., ¢ Iiobison,
ZI6 WL I st St Marvion, [od.

BACK POPULAR SHEERET MUSIC to
IXG). Ballads, flagtime, Fvervihivrg, List
e,  Classi = exihanaed  for Populur

Fore's, 31510 Higl, Denser oy Cola.

MELODEONS IFOR SALLEL Beautiful re-
conditivued iastrument~ ¢ Sharp Hohbby
Shop, 415 South Diamond, Grand Rapids,
Dich.

MASON-HAMIAN GRAND, 6-27 eho-
niéwl fini=h, reasonable, Jowepl ) Holstad,

B30 Ouk Grove, Minneanpolis, Minn,

STUDY POPULAR SONG COMPPOSITION
and construction, Personalized instrucetion.
Clarke Tate, Towers Building, Met 1Whis 1,
Tenn.

WANTED. Old-TFashioned mus cal ju-
mtruments, Ity pes. Ao Theremin, small
harp, Novachord Arne |3, Larson, Drool:-
ings, South Iaketo.

PIANISTS-TEACITERS: csomething on-
tirely new in piano solo~ Book of Favorite
Standam! Metodies, Fntertaining arrange-
ments by protessiooal pianist and Leacher,
Price $1.25 Harold IHanft, 5113 Dollirs
Ave, Jacksonville 7, Flo,

FOR SALL: Conn “Vietnr” enrret. aleo
King brass trumpet, bath like new 0
in cases, $60 and $12 pespectively. Silver
clarinet, $12 Huarvey Class, 3609 Stoer,
Cleveland, Ohio.

TWO-PTANO FIGIIT-ITAND ARBEANGI-

MENTS of anv Syviaphonic work=—used
or new music needed, Please wiite Tist
and _price to Summit Sehool of Musie, s

e Forest Ave., Summit, N, J.

MUSICAT, PERSONALIZED STATION-

ERY.,  DReautitully printed with YOU I
nante and Photeent of ANY Tnstrament

100 Tetterhends T35 Fnvelapes,  Boih
$2.00 Postouid. WONDERFUL Christmas

~Bivthday
KNimbatl,

GIErs
Chicago 24,

SWING PIANO —BY MAIL

30 lessons $3.00, Self teaching method.
CHORDS, SCALES, BREAKS, THEORY, HAR
MONY, CHORD INVERSIONS, BOOGIE
WOOGIE, etc. Order direct or DEALERS. Money
back guarantee. C.O.D. accepted on ary order.

—CLASSICAL ENTHUSIASTS—

TERMINNL, 48180,

*Piano concerto No. 2.......coviiunian.. $2.0C
*Keyboard tricks ............ .ol $1.00
*Spring Sunset ....... ...l $1.00
*Petite Valse in C minor.............. .... $1.0C

MUSIC DEALERS!! write for Jist

PHIL BRETON PUSBLICATIONS
P.O. Box 1402 Omaha 8, Nebr., U.S.A.
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Russian Masters of Yesterday
®

(Continued from Page 311)

plain and clear—composers like Pales-
trini,. Orlando Lasso. and Bach  were
able to express their musical thought in
terms that could be understood, A rapid
review ol the subsequent periods of mu-
sical history, however, shows o tendency
tosever greater complication in musical
expression until, in fairlv recent times.
nusic became so extremely complicated
that it was dithcult to see how it could
zo on! In mere matters of technique,
nusical problems scemed solved. At that
moment, it becane necessary for some
clement other than mere technigue to
make itself felt, and at that point. pre-
ciscly, the external and technicenl aspects
ol “modernism™ were found to be insuf-
ficient for complete musical expression.

What remains now is for music to re-
capture the simpler. more natural, more
human values of emotion, ingination,
and heart. When this happens—and it
has alrcady besun—music will come ot
ol the citegory of purcely cerebral experi-
mentiation in forms, and will find it
way back to the more understandable
values it is meant to express. A\ good ex-
ample of what T mean ean be found
in a comparison of Beethoven's Third
Svmphony (“Froica™) and Tchaikovsky's
Overture 1812, Both of these works re-
Heet (as all noble compositions  must
reflect) their composers” views on life,
their beliefs about what aoes on in the
world. Both, in this case. reflect political
sentiments! The difference is that Bee-
thoven wrote into his svinphony an im-
passioncd outerv against tyranny and in
favor of the rights of man, in which he

belicved with all his heart and soul.
Tchaikovsky, on the other hand. con-
fined Timsell 1o a calculated picture of
Napoleon. Becethoven wrote because he
could not do  otherwise—Tchaikovsky
wrote tor a definite effect. That is why
the “Lroica”™ lives on as great nunsic
while the “18127 alrcady hegins to show
signs o) brittleness and age. What music
needs. theretore, s greater  sincerity,
greater emotional trath.

I have always had a great love for,
and a great interest in, church music.
While much churcl: music is being writ-
ten today, not all ol it is of cqual interest
or value. And this. again, results from
the same question of personal sincerity
and emotional warmth, Of all types ot
music. church work requires the deepest
sincerity. It is not enough to study the
forms of a Nss—there must be, apart
from structiral form, a deep desire to
serve God, to honor Tlim and praise
Him. Thus, unless a composer actually
fecls such inspiration, he would de bet-
ter to leave church music alone until
such time as he can come to it humbly,
devoutly. reverentlv, In Russia, the pi-
ous fecling for religion and the neces-
sary knowledge of forny are greatly aided
by @ study of the great body of tradi-
tional music, growimg out of centuries
of worship. Similar literature exists. of
course. in all Lands. Tt is part of the
church composer’s training to make him-
sell familiar with it, thus permitting his
own work to grow out of what has come
before. Most musieal problems can be
solved by sincerity and hard work!

The World of Music

(Continued from Page 586)

THE CIHCAGO SINGING TEACII-
ERS GUILD announces the thirteenth
tunual prize song competition for the
W. W, Kiinball Company prize of one
hundred dollars. Publication of the win-
ning song is also guaranteed by the
Guild, Al manuseripts must be sub-
mitted not carlier than October 1, 1949,
nor later than November 1, 19490 All
details, inclading a copy of the text for
the song. may be secured by writing to
John Toms. School of Music. Northwest-
rrn University, Evanston, Hlinois.

AN AWARD of one thowsand dollars
and guarantecd publication is offered by
the Pennsylvania College for Women,
Pittsburgh, for a twentveminute organ
composition in three or four movements.
The contest is open to citizens of the
United States. The dosing date is Sep-
tember 1, 19419 and all details may be
sccured by writing to Mr. Russell G.
Wichmann,  Pennsylvania College  for
Waomen, PittsHurgh, Pennsylvania.

TIIE FIFTIT INTERNATIONAL
COMPETITION for Musical Perform-
ers. Geneva, 1949, will be held at the
Conservatory ol Music, Geneva, Switzer-
land, September 19 to October 20 The
contest IS open to singers, pianists, vi-
oloncellists, oboists, bassoonists, and in-

terpreters of sonetas for violin and
piano, of all nationalities. "There are
first and sccond prizes in the virious
classifications. "I'he deadline for sibmit-
ting registrations s July 15 and all
details and application forms ny be
secured from the Sceretariat of the In-
ternational - Competition  for  Muasical
Perlonmers, Genevi, Switzerland.

TIIE AMERICAN GUILD OF OR-
GANISTS is pramoting a  Nuational
Open Competition in Organ Playing.
the finale ol which will take place in
connection with the 1950 National Bi-
cnnial Convention. There wili be pre-
liminary and regional semi-final cowtests,
the later to take nliace during the Re-
gional Conventions of the Guild in the
late spring of 1949, T'he contest s open
to any organist twenty-five vears of age
or under. the oy stipulation being
that he “shall not have plaved a recital
for the A.G.O. prior to the date of Com-
petition Prel minaries.” Full details may
he sccured by writing to Mr. M. Secarle
Wrighi, Chamman, American Guild of
Orgunists. 630 Fifthh Avenue, Room 1708,
New York 200 N. Y.

TIIE CHOPIN PIANO CONTEST, he-

gun in 1927, and held every five years

until interrusted ey World War 11, will
(Continued on Page 391)

'World Radio Histo!

ENRICH HER
WITH MUSIC

FUTURE

mmmw Let your child delight in
creating beauty for herself
on a lovely Gulbransen Spinet,
its brilliant tone, easy action
will encourage her music
studies . . . will make her piano
a cherished companion.

- Send for new piano
booklet . . . see
‘‘America’s Smartest’
Pianc Fashions.”

GULBRANSEN COMPANY

Dent. E 816 N. Kedzie, Chicago 51, Ill.

New Company Presents New Sacred Music
Passion Lamentation—%0c¢; The Groom and His Bride—
40c; Celeste Bowde (A Violin Duet)—35¢; 24th  Psalm
{1talian Lyrics)--6Sc; New Hymns for the Glory of God
(ftahian Lerics)—=75¢." .

D’Ange’'o Mit.ic Publishing Companv
P.0. Box 7054, Statinn G, Los Angeles 37, California,

2nd EDITION. COMPLETE TREATISE ON
TRANSPOS!TION

Covering ALL problems of Transposition
Send for folder or send $2.00 for book
Charle. L.:gourgue, 35 W. 57th Street, New York 19

PIANO BREAKS

our Monthly Break Bulletin enables yon
to Huiild up and glamonurize the songs on
the Hit Parade with clever breaks, novel
fignres amd tricky hooxie effects.

Seud 20 conuts for latest copy or $2 for a
year, Mention if teacher,

THE AXEL CHRISTENSEN METHOD

Studio E, P. O. Box 185, Wheaton, !l1,

"Don’t Miss A Beat;

CLIP and MAIL |
. THIS AD TODAY. ,
L FIND OUT HOW 4 i
"FRRANZ .
[ I TR S ELECTRIC i

1 “a» METRONOME
1 BiLL HELP You !
ACHIEVE i
' PERFECT i
 § PERFORMANCE °
VFRANZ ELECTRIC !
g METRONGME Grooteed $15 0
§ Dent. ET—FRANZ MFG. CO., INC. !
I 53 Wallace Sr., New llaven 11, Conn. l
" [J Fnclosed $15.00 for Metronome i
O Enclosed $L.00 for Book Aetronome =
Techmqgnes |
[ Send Free Literature i

# Nume .

Aduress . . 1
<AL S SN S R G -IIII-IIA-HI(-IIIE
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Phil Saltman

SCHOOL of MODERN MUSIC

Full-time 3-year Diploma Courses Concentrating
in the Popular Field: Piano, VYoice, Arranging,
Musical Theatre, Workshops in Song Writing, Ra-
dio Production, School Orchestra, Theatrical Pro.
ductions, Broadcasts, Chorus, Recitals. Individual
guidance. Limited to 100 musical High Schoot
Graduates. Summer Session July
6-August 31. Yeteran-approved.
16th year begins Sept. I5.
Write Admissions Dean for Cataleg

284 Commonwealth Ave.,
Boston 15, Mass.

« PIANISTS .

Aid To Improvising sheets and Professional Bass
sheets provide the clue to easy improvising. Ex-
cellent tor Student, Teacher and Professional.
Two new releases (4 sheets) every other month.
Intormation on request.

JOHN P. MAHER

Box 194  Ansonia P.O. New York 23, N. Y.

FLORENCE FENDER BINKLEY

Teacher-Pianist-Coni poser
presents

A LEARNING MUSIC PROGRAM
in her Workihop Classes at
Belhaven College, Jackson, Miss.,, June 20-25,

Harold Avery, Dept. Head.

Henderson Teachers College, Arkadelphia, Ark.,
June 27-July |, Lois Smith, Dept. Head.
Michigan Stote College, East Lonsing, Mich.,
July 18-22, Roy Underwood, Dept. Heod.
Y.W.C.A. Bldg., Oklahoma City, Okla,, Aug.
3-4.5.

Write obove, or FLORENCE FENDER BINKLEY,
1120 N.W. 4uth St., Oklahoma City, Okla.,
for detoiled circular.

MUSIC TRANSPOSED

ATTENTION: SINGERS, Are there scngs yeu can-
not sing because they ure not published in a key suited
to your par.icular soice 1an=e? I so. send them to me
and I'Il transpose them into the proper key for you.
Prices reascnable,

M. GOODING
24 East Park St. Westerville, Ohio

JACK EPSTEIN
BARITONE
Mo virs A

/
1401 Steinway Bldg., New York City

EDWARD STEUERMANN
Pionist and Teocher
Head of the Piano Department
THE PHILADELPHIA CONSERVATORY

OF MUSIC
216 South 20th Street LO-7-1877

Moria Ezerman Droke, Managing Director

Has Your Child

the odvontoge of piono study with
o member of the

NATIONAL GUILD
of PIANO TEACHERS

Inc.

A goal af achievement for every student suitable
to his age and advancement.
(NOT A CONTEST)
The Better Teachers Are Members
Chapters in every large music center
FOR INFORMATION WRITE

IRL ALLISON, M. A,
FOUNDER AND PRESIDENT

Box 1113 AUSTIN, TEXAS

—WESLEYAN CONSERVATORY—
and SCHOOL of FINE ARTS
A Division of Wesleyan College

@ Four-year courses lead to B. Mus. degree: plano,
violin or organ, voice: composition. music ed. Out-
standing faculty, Excellent equipment. Full member
of the National Association of Schools of Music. Coed.
G.1. approved. Catalog. Doris 0. Jelks. Dean, Wesleyan
Conservatory, 451-E College St.. Macon, Ga.

tificates—dormitories, 10 ocre compus. Address.

Box E. T.. C. M. BENJAMIN, Registrar

CINCINNATI CONSERVATORY OF MUSIC

Dr. Luther A. Richman, Dean of Faculty
83rd Summer Session—6 weeks' term—June 13 to July 23, inclusive

Established 1867, Operoted under auspices Cincinnoti Institute of Fine Arts offiliated with Universifé of
Cincinnoti. Complete school of music—Faculty of international reputation.

Degrees, Diplomas, Cer-

CINCINNATI 19, OHIO

®be (Jletieland Tnatitute of (Pusic
Bachelor of Music Degree, Master of Music Degree, Artist Diploma

BERYL RUBINSTEIN, Mus. D., Director

Charter Member of the National Association of Schools of Music

3411 Euclid Ave., Cleveland, O,

Founded 1870
1617 Spruce Strect

PHILADELPHIA MUSICAL ACADEMY

Pennsylvania’s Oldest Music School
Jani Sranto, President-Director

Chartered
I*hiladelphia 3, P'a.

DISTINGUISHED FACULTY ~ COURSES LEADING TO DIPLOMAS AND DEGREES
Special Cepartment for Opera and Stage Direction
Write for particulars and catalogue

Founoed 1867 by Dr. F. Ziegfeld

CHICAGO MUSICAL COLLEGE

RUDOLPH GANZ, President

CONFERS DEGREES OF B.MUS., B.MUS.ED., M.MUS., M.MUS.ED,
Member of North Central Association and National Association of Schools of Music
ALL BRANCHES OF MUSIC. SPECIAL INSTRUCTION FOR CHILDREN AND NON-PROFESSIONALS

Address Registrar, 60 E. Van Buren St., Chicago 5, Hlinois

\ 62ud year.

AMERICAN CONSERVATORY
OF MUSIC—CHICAGO

Offers courses in all branches of music and dramatic art

Faculty of 135 artist teachers
Member of National Association of Schools of Music -
Send for a free catalog—Address: John R. Hattstacdt, Pres., 378 Kimball Bldg., Chicago
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Make Your gRecitals
Interesung
(Continued [rom Page 319)

bored, even though the recital was a lit-
tle long. ‘There was a short intermission
when refreshments were served, and at
the dose of the perlormance awards
were given out. Those children who had
worked  especially hard and who had
:u(mnplish('(l all they set out to do, were
given certificates of award, and all the
children were given merit pins because
they deserved them, These merit pins,
by the way, are inexpensive, but lovely,
and give the children a thrill. "There are
several music stores that carry them—
pins in the form of Iyres, pianos, violins,
and <o on, and they are well worth the
small investment.

Even the smallest children love to
play with cac h other and for cach other,
which is excellent experience for all of
them. Ronny and Freddy, two small
brothers, five and seven years old, plaved
the welcome song four hands at the big
recital, while Janet, a little girl play-
mate, sang it. It was merely the scale
of C played up and down, in three-four
time in the primo part, with a very
simple secondo accompaniment, and the
words, as tollows: “How do you do! How
do you do! We're very glad to welcome
you.” A litde trio selection on the piano,
])luy('(] by Anne, Marian, and Joseph,
two little sisters and a brother, also
made a hit, Marian was six, Joseph cight,
and Anne, ten years old.

Children are great imitators, and hear-
ing a picce plaved several times by some-
one who knows it thoroughly will help
a pupil to learn to play it corrcctly
more quickly. A good record of the piece
will also help him learn it. When a
child has learned to play a piece well,
it is fun for him to muke a recording
of it himsell. This is a good inducement
toward learning. Fncouragement, too, is
hali the battle. Never oriticize a young-
ster lor what he does not do. but always
encowrage him, rather, for what he does
do. ‘There is always something in every
lesson that is good. and every child is
receptive to suggestuon.

The Voice of the World

The average recital includes children
ol all ages, and a teacher needs o study
cach individual child. his likes and dis-
likes, his car lor music. his ability to
learn—because cach child is a personality
in himscll.  Schopenhauer  once saddd,
“Music is the immediate voice ol the
world.” And every child, no matter how
small, has a right to have a part in this
voice, even though he may never be
what we regard as a musician, Later, as
he learns more about it, and begins to
play with a greater or lesser degree ol
skill, it can become for him a retuge
from the world itself, as well as a source
of entertainment. And he will learn to
CXpross himself in the voice ol the world,
which is music, at every recital in which
he takes part.

Music 1s far more than merely learn-
ing to play some instrument mechan-
ically. Tt is learning to appreciate it
and to c¢njoy it, to make of it truly the
“mmmediate voice of the world” which
speaks in even the simplest piano piece,
and by even the smallest child.

I can sce no pleasure in going to a
recital and hearing a child play page
atter page of a diflicult picce that he

hates because it is 'way beyond him. |
would rather hear him play a shorter
and simpler picce well, with real feel-
ing, keen enjovinent, and pride in his
own accomplishment. A baby must learn
to creep belore he can walk, to walk
before he can run. And so it is with a
child and his music. Step by step he
must learn. I a child gets discouraged
I feel that T have failed as a teacher. 1
change my methods, both of handling
him and his problems, and of teaching
him. T ask myself if T have rushed him,
or if, on the other hand., T haven't ad-
vanced him fast enough. Perhaps he
could play something more diflicult than
I have been assigning. Maybe one ol
the simplificd popular numbers would
encourage hime And soon 1 get to the
root of his trouble. Above all. T try to
cencourage every small spark ol musical
ability. He muay not have genius, but he
is sure to have something which will
make a recital worth while.

Recitals can, and should be interest-
ing: otherwise why have one? The aver-
age teacher wants to show just what a
¢hild has learned throughout the year.
The average parent wants to hear the
child play a pretty picce well, so that the
audience will applaud, not only out ol
politeness. but from pure enjoyment.
And at the end. it is nice to hear the
andience say, not. “Well, I'm glad that’s
over.” but "1 certainly enjoyed  every
minute of it! T didn’t have a chance to
get bored.”

Our Country Is Hungry
For Good Music

(Continued from page 3-13)

could finagle a ship cruise to the West
Indies. she accepted an ofter to enter-
tain the passengers en route for all ex-
penses and fifty dollars spending moncey.
She liked the ¢hore, so did the passen-
eers. Roturning, she won a scholarship
at o music school, auditioned later at the
Met, was accepted. and lound herselt
launched on a concert tour of South
America. Making the Met is an advan-
tage to any young singer. It's not the
pay. but the prestige that boosts concert
possibilitics.

The war started a number of concert
carcers, Corporal Gordon  Myers, bari-
tone, was a special discovery ol the
Army. Myers made his record début on
a V-Disc singing A Soldiey's Prayer, mu-
sic by Major Brown Bolte, words by Lt.
Col. Huarold G. Hoflman. V-Discs were
produced during the war by the Special
Service Division of the Army Service
Forces and shipped as morale boosters
to men on all baule fronts. Corporal
Myers’s record made such a hit with the
G.1s. he was signed by radio and pho-
nograph companics on his return to
civilian life and found himself launched
on a carcer.

A lucky break is a quick starter these
days. Take Leonard Bernstein. On a
Sunday performance of the New York
Philharmonic, the guest conductor fell
suddenly ill, the regular was away from
town, and Lennie, 2 pinch hitter and
only twenty-live years old, was “it.”
Without a rehearsal and shaking in his
shoes, he mounted the podium, con-
ducted a tricky progrom. and had the
audience cheering from the first nuinber.
A little over a year before, he was giving
piano lessons at two dollars cach and

ETUDE



living in an cight dollar @& week hall
bedroom.

Dorothy Maynor was just as huapecu-
nious until the summer she attended the
Berkshire Musical Festival and o friend
persuaded Serge Koussevitsky. conductor
of the Boston Symphony Orchestra, ta
hear her sing. Hou and bored, he wasn't
in the mood. but gave in. Stirred by her
singing, he said, “The world must hear
this voice.,” Within a week., Dorothy

{UNE. 1949

Mayunor was giving a "Town Hall recital
with o managgg lining up concert dates.

Radio has beosted mwany an artist into
the big time, ®ncluding Nino Martini.
James Melton. Risé Stevens, Dorothy
Kirsten, Helen Jepson, Jan Peerce, Rich-
ard Crooks. and Helen Traubel. But the
films top all for giving a name box-oflice
value. Nelson Eddy's first picture upped
his concert fee from seven hundred and
fifty dollars to five thousand  dollars.

Melchior spent yeass singing heavy roles
at the Met, but couldn’t pull the big
crowds when he soloed. That was until
his first appearance in pictures. Now he
does o concert a day while on tour.
Pictures are also hypos to record sales,
and this revenue is not hay. Until recent
vears, the sale ol classical piane records
was nothing to get excited aboet. After
"\ Song 1o Remember,” with its Chopin
music, José lurbi’s record sales spurted.

BOB JONES wwwessiry

GREENVILLE, SOUTH CAROLINA

Royalties reached a Ingh of one lun-
dred eighteen thousand dollars for six
months. This harks back to the greatest
tenor of all, Enrico Caruso, who made
over three million dollars from record
sales.

What makes a concert artist? Man-
agers will tell you it’s personality. pls
techaical ability. Without the first, a
performer could play rings around the
best of them and stll not click with the
public. With it, technique is overlooked.

Arthur Judson, president of Columbia
Concerts, Inc.,, believes the present -
sical interest is not a “flash in the pan”
but a permanent gain. “\merica.” ae
said “has hed o veal musical awakenirg,
due largely to sound reproduction. The
people have found that we do not live
by bread alome. We have the talent here;
it's coming {rom all coruers of the ¥
We have the audience now, and it's
keealy intelligent. While we have rot
vet produced o Bach or Beethoven, we
willl Tt tikes time, and the conditiens
must be risht, Conditions were never
more right than thev are today. America
has tiken over the musical leadership of
the world.

The World of Music

(Condinued from Page 384)

De vesumed this year in connection with
the  commemoration  of  the  one-huan-
dredeh anuversary of the grear Polish
nunter’s death., Elimination contests will
begin September 1, and the finals will
be timed 1o end on October 17, the date
ol Chopin’s death in 1849, A informa-
tion may be secured from the Chopin
Centennial Conunittee, /o Polish Re-
scarch  anel Information  Service, 250
Wost 57th sureet, New York Cicy.

THE HELEN L. WEISS FOUNDA
TION ol Philadelphia is sponsoring
co npetition for composers up to thirty
five vears of age for a chamber masic
work tnot I»ss than ten minutes nor wore
than twenty minutes in length. “The
composition may be written for instru-
ments up o cight in number and may
mclade one or two voices. The firse
ptize is 1wo hundred dollars and the
second prize is fifty dollars, The cosing
date iy September 1oand ll informa-
tion may be secured from The Helen
Weiss Fomndation, 2439 76th  Avenug,
Philadelphia 38, Pa.

THE UNITED TEMPLE CHORUS of
Long bLiliad, New York, Isadore Freed,
director, announces  the sixth annual
composition competition for the Frnest
Bioch  Award.  Compositions anusy e
based on o text from the Old Testmuen,
and suitable for three-part women's cho-
rus. "T'he award is one hundred and filty
dollars and guaranteed publication Iry
Carl Fischer, Inc. The closing date is
October 15, and full details may he se-
cured {rom United Temple Chorus, The
Ernest Blach Award, Box 726, Hewlet,
Long Island, New York.

“Music that gentlier on the spirit lies
than tir'd eyelids upon tir'd eyes.”

—TENNYSON
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A Surprise

in School

by William J. Murdoch

HE boy was startled to see the
teacher peering closely at him from

the desk. When  the wmaster walked
towards him. the boy became  more
alarmed.

Now there would be trouble for sure!
The schoohmaster was always scolding
him for his indiflerence to his studies.
And when he discovered the music!

And that was just what the teacher
did. Spying the paper the boy was trying
to hide. he asked for it He was surprised
when he saw it was music. Tt was an
original manuscript copy. entitled "Va-
riations on a German Mclody for the
Pixno, Opus 1" and signed by the
twelve-year-old composer.

The teacher, smiling strangely at the
xious bov, turned and walked to the
door. The boy swallowed. then blinked
with astonishment when he heard the
master call to the teacher in the next
yoom. e must come in at once and see
something!

The boy's heart Teaped in triumph
when hie saw the two men studying his
music so closely. Now  perhaps they
would forgive him his poor scholarship.
when they saw how deeply he loved
music and when he told them how much
he practiced at home. TTe heard the mea
exclaim their surprise at his work, and
hi< spirits soared in pride.

The teacher from the next room re-
turned to his own class. and the hoy
settfed back to enjoy the envy and ad-
miration of his schoohnates as well as
the congratufations ol his master. Tle

Musical Brooks

(Prize Winner in Class
Special Poetry Contest)

A rippling brook is a melody,
Murmuring soft and law;

So sweet and silvery are its {ones;
Melody is its flow.

A bubbling brook is a melody,
Gay as it swings along;

So playful, romping and racing by,
Singing its joyful song.

A brook's a torrent of sparkling notes,
Rushing headlong in flight;

And tumbling madly along the way,
Strong in its unseen might.

All nature’s music is lovely. too,
Music so wond'rous rare;
Its melody, rhythm, harmony,
Gloriously fill the air.
SteLra Lois Warp (Age 13), Florida.
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prepared  himselt for glowing compli-
ments.

Instead, when the teacher handed him
Lack his music, the boy received a thor-
ough shaking—and a severe lecture to
pay more attention (o his books and
feave such trash as this music at home!

It was a humiliiting disappointinent

GRIEG WEFEN A Boy

for the boy. but it was not the Tast. Like
nost men who go fur in lite. he started
his journcy carly aml soon learned that
the traveling is often rough wnd rocky.
Later he destroved she composition, for
he realized that it was not fit to carry
the distinguished name of Edvard Gricg.

Our Rhythm Band
by J. Lilian Vandevere
(Fill in the spaces to rhyme with the
previous lines)

Judy likes to hear it jangle,
So she plays the big

John has fingers sirong and nimble,
He can hold a tap and =

Mary keeps the time with elicks,
Hear her play a pairof

Don has something he must knock.
Hear him tapping on the — —

See what little Pafsy gets;
She can play the

Lovely, tinkling mmsic tells
That's Susanne, who's playing ——

Rap and shake. Just look at Jean,
While she plays the —

Each one lends a helping hand;
Come and hear our-
Answers: triangle, crmbal, sticks, block,
castanets, bells. tambonrine.rhythm band.

Do.You Collect Records?

\ ANY of vou teen-a@ Juniors have
l phonographs in your homes; others
do not. However, if you do not have one
in your own home, perhaps one ol vour
Iriends, or a member ol your music club
has one. so vou have the opportunity of
listening 1o good music on recordings.

When vou have a birthday and when
vou make lists of things you would like
to receive for Christmas or for gradu-
ation presents. why not add a record to
vour lists?

Then alter you get it listen to it care-
fully. perhaps several times in succession.
Next, take it to vour lriend’s home or
to the Music Club mecting, so that, be-
sides enjoving the record voursell, you
will be giving others a chance to hear
it. too. They, in turn, will do the same
lor vou when they get o new record.
Perhaps vour club can buy a good record
from time to time.

Just think how much fine music vou
could hear and bhecome Faniliar with
if vou forned this admivable habit! The
lollowing double-faced records are very
excellent, Take vour choice and get the

ones that most appeal ta yau, but you
will find it a hard choice to make!

R.C.A. Victor

Piano. plaved by Twurbi—

(Schumanm) with llegro
passioneta (Saint-Sains)

No. 10-1328. Violin, played by Heifet/—
Tl Bumble Bee (Rimsky-Korsakofl)
with Seo Murns (Fedesco)

No. 12:0377. Ovchesira, plaved by Boston
Svimphony—:dcademic  Festival - Ouver-
ture (Brahms)

Noa. 10-1515.
Arabesque

Columbia

No. 71786D. Song. sung by Nelson Lddy
—. toe Maria (Schuberty with Serenade
(Schubert)

No. 17210D. Two Pianos. plaved by Bart-
lett and Robinson. Gavotte (Gluck)
with Jesw, My [Heart's Joy (Bach)

No. 12715D Orchestra. plaved by The
Philadelphia Orchestra. Initra’s Danee
(Gricg) with fu the Hall of the Moun-
tain King (Gricg)

(Additional records will he mentioned
in a later issue.)

Some June Birthdays and Anniversaries

June 2 is the birthdav of Sir Ldward
Elgar (1857). one ol England’s outstand-
ing composers,

June 5 is the birthday of Suravinsky
but about two weeks later if reckoned
by the Russian calendar (1882), e isone
of the prominent “modern™ composers.

June 8 is the birthday ol Robert
Schumam. Why not play one of his
compositions in his honor that day?

June 11 celebrates the birthday ol
Richard Strauss (1861).

June 14-15 is the avniversary ol dhe
first non-stop airplane Hlight across the

Atlantic ocean (19149,

June 15 is the birthday of the Nor-
wegian composer, Fdvard Grieg (1843).

Juune 17, the composer ol the opera,
“Faust,” Charles Gounod, was born in
Paris (1818).

June 220 the composer of the opera.
“Nadame Butterlly,” was born in lualy
(1858). according to most biographers,
but recent rescarches give December,

June 220 also the birthday of "Theo-
dore Leschetizky (born 1830, in Poland),

The Mandolin and Great Composers

AN anv of vou play the mandolin?

Or have you ever seen it played?
11 so. vou know it is a [retted. string
instrument. In shape it is very much
like the Jute. which was plaved a great
deal in the sixteenth and seventeenth
centuries, only its neck is straight. Tt s
tuned in fifths, like the violin, but cach
string has a double, making pairs of
strings of identical pitch: therefore it
has cight pegs. as two pegs are required
lor cach pair of strings. The little
tortoise-shell or celluloid pick. ealled the
plectrum. s trilled across the double
strings.

Beethoven had a friend nimed Keump-
holtz who was a very excellent per-
former on the mandolin, and Beethoven
thought so much of his skill that he
composed i composition for him to plav
on his mandolin. The title page of this
states the facts clearly:

Sonatina for the Mandolin
Composed by
L. V. Becthoven
The original manuseript of this com-
position is in the British Muscum in
I.ondon.

Fngland first heard a mandolin in
1713 at a concert, Handel nsed it in one
of his now-forgotten operas in 1748,
Mozart also introduced the mandolin in
one of his operas, “Don Giovanni,” it

one of the world’s  greatest  piano
teichers.
which he wrote i Serenade with man-

dolin accompaniment.

Foday. however, the mandolin is usu-
ally combined with the banjo and guitar
in a more juszy type ol music

Lady With Mandolin

by J. Lilian Vandevere

Prize Winner in Class A,
Kodak Contest

Alabama.

Lindsey first painted the picture, then
photographed it, developed it and en-
larged it He also plays violin and piano.
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Junior Etude Contesi o

The Juentor Etvoe will award three a-
wractive prizes esch month for the neatest
and best stories or essavs and for answers
to puzzes. Contest i~ open to all hoys
and girls under cighteen vears of age.

Class .\, filtern to cigheeen years of
age; Class Bootwelve 1o filteen; Class G,
under twelve vears,

Nuames of prize winners will appear
an this page in a fature isue of the
FTUDE. The thinty next best enntrils-
utors will receiv e honorable menuon.

Put vour n;unc..:lg'c and class in which
you enter on npper lelt corner of your
paper and put your address on upper
right corner of your paper.

Usc one side ol paper ouly. Do not
have anvone copy vour work for you.

Fssay must contain not over one hun-
dred and filty words and must e re-
ceived at the Tunior Etude Oflice. 1712
Chestinun Street. Philadelphia (1) Pa. by
June 100 Results in October. No o essay
this month. Pusle appears below.

Musical Spelling Puzzle
by Stella M. Hadden

The first two leiters in the name of the
composer of the " NMoessiahl”

PLUS the last letier in the name of the
composer of “Lohenarin”

PLUS the fourth fetter in Foster's first
name,

O O« O +0 4+ 0+

O OO04+0 04 0=

7

.

PLUS the last lctter in Gounod's first
name,

PLUS the secord. thurd and [ourth let-
ters in Waener's first name,

PLUS the durd and tourth letters in the
name of the composer ol “Frem the
New Workd Sympliony,”

PLUS the third letter in
first name

Gives the name of a nusical instrument

which preceded the piano.

Becthoven's

Honorable Mention Tor Doulle Puzsle:

Sheila Sidon. Marvin Von Deck. Her-
man Sieber, Thomas Kelly. Patricia Eids-
ness, Betty Jean Nal, Sam A. Brady,
Jr, Nancy Tankersley, Joan Elsie Hasel-
ton, Betty Ann Huff. Lisdsey Jacksorn,
Jr., Roberta Everiit. Dan Levine. Pege:
Hutchinson, James Mason Martens. Rita
Ungaro, Salina Brown, Frank Stadler,
Vivian Huston, Billy Keane, Elcanor
DProulex, Michael Keane, James Robert-
=on, Jean Gancher. Lewis Roscnbaum.
dohn Wragge. Patricia Dorwar:. Tarbara
Jennings, David Atkins, Faith Parrott.

T study piann and clariret and enjoy workine
out the Ju~tor ETUpe conte~'s and reading the
letters from other younz musicians 1'ke my-
self.

David Weinberg (Age 15), Connecticut

Results of Double Puzzle in
February

The Double Puzzle brought forth a
great many answers, most of which were
correct. but unfortunately, the Honorable
Mention list must be limited to the thirty
best papers. When the answers are cor-
rect. “best” means the best looking and
best arranged papers. (And remember,
sometimes something is excellent for age
10 that would not be good for age 16.)

Pi'ilt' \\'illlll'l.\' [llr [)ﬂll'lll' i)lll.'l.ll'
Class A. Blanche Lasseigne (Age 16),
Louisiana
Class B. Shirlev Prey (Age 14), Penn-
sylvania
Class C. Dorothy Williams (Age 10),
Peunsylvania

Letter Boxers
Send your replics 1o letters appearing
on this page in ecare of the Juvion
Evine and they will he forwarded 10
the writers
Dear Juxior Etvoe:

[ play the piaro and like music very much

I would like to hear from others who are inter-
estea in good music who are ubout my ace.
I enioy the Ju~Nwor ETupe very much and my
friends here in Hawaii enjoy it too.

From your friend.

BirNicc KaMED (Age 11), Hawaii.

I wish vou gave more pussles in the Jr~ion
Loton tor T il them not ondy enjovablc
but also educaidonal in the ficld of music,
I would Tike @ hear from other Justor
Fovne readers, )
Avthur EL Jannery  \ge 16,
Massachusetts,
I take pilann and vocal lessons and sang a
solo recently in a school program. I alsn play
tenor saxophone in our High School Band. 1
wou'd like to hear from others who are inter-
ested in music,
Lucille Mast (Age 14). Ohio
My mother takes the ETUDE and T like to
read it, especially the Juxtor Ervoe. | take
piano lessons and also play the flute and would
like to hear from others interested in music.
Joyce Rattray (Age 13). Iown

Praxo Quarter, St. MARY'S, PENNSYLVANIA

(Piano 1) Jean Scholzs (16) and Patricia
McKnight (15,

JUNE. 1949

(Piuno 2) Valentina Riddle and

Patricia Fleming (16:.

(18)

Florence Grandiand Galajikian

Distinguished American composer, winner
of NBC Orcihestral Award. member of
the Artist Faculty of the Department

of Theory and Com position.

Teachers
Sher-

wood. from the heginning of their studies.

Inatruction from emiaent Artist

is available to talented students at

Cevtificate,  Diploma, Degree  courses  in

Piano. Voice, Violin. Organ, Cello. Wind

Instruments. Publie Sehool Music. Conduet-

ing. Theory. Contposition. Dormitory accommodations at moderate cost.
Courses for veterans under G, Bill of Rights. Fall Semester opens Sep-
tember 120 For free catalog, write Arthur Wildman, Musical Director.

1014 South Michigan Avenue, Chicago 3, Ilinois.
= 2 =™ 2

SHERWO.Q]) wose scncn

Member of National Association of Schools of Music

75TH YEAR
DETROIT CONSERVATORY OF MUSIC

Founded 1874 J. Bertram Bell, Director

| SPECIAL SUMMER SESSION COURSES

Lee Corbman, author of "Finger Fables and "Finger Freedom"

will offer o piano teachers training course. Mary Louise Handley
to presemt lectures on Psychology of Musc and Fine Arts in Re-

ligion. (Of practical value to choir directors and church organists.) [

Write 503% Woodward Avenue, Cetroit 2, Michigan, fcr further information

Roosevelt College
SCHOOL OF MUSIC

Offering o full schedule ol studies in
Applied and Theoretical Musice

SUMMER SESSION—JUNE 22 to AUGUST 19

Shorter Master Classes in Music Edueation. Piano and Coaching
will be condueted hy:
MAURICE DUMESNIT,

DR, KARL CEHRKENS

FREDERICK SCHAUWECKER
DR RUSSEL SQUIRE

Write for complete schodule

450 S, Michigan Aveaue ©  Chicagoe 5. Hlinois

SUMMER COURSE ¢ — a1

SIX WEEKS INTENSIVE STUDY for TEACHERES — ASQTISTS — STUDENTS
at the
SOUTHERN CALIFORNIA SCHOOL of MUSIC and ARTS

HAL D. CRAIN, Direztor
Eminent faculty inclades RICHARD BONELLI, BRANDON BEACH, MADAME CHANTAL, MARK
g}{[‘:?z'?é)lgLRG' ERNEST HOFFZIMMER, S, R. STEIN, CYRIL TOWBIN, ROBERT A, YOST AND
27 .
Private Lessons — Daoily Closses — Vacation Fectures
Write for Bulletin
Address Registrar, 332 S, Western Ave. Los Angeles 5, Calif.
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NOAH AND
THIE ARK
A Story with Music
for Piano
by Ada Richter
Interspersed with
C:\sy-m-pl:ly-:m(l-siug
piano picces and col-
orable line drawings,
this version of Noait
anp Tne Ark will
have particular ap-
peal for little people. Directions {ov dra-
matization arce included wherein an older
pupil or the teacher may act as narrator.
This delightful edition can be yours for
35 cents, postpaid, the special Advance
of Publication Cush price.

YOU CAN PLAY TIE PIANO!
Part Fhree
A Book for the Oldey Beginner
by Ada Richter
Here are original mumbers and favor-
ite selections in new arrangentents: just
the type ol stady material an older stu-
dent wants to play white learning! Bizet's
Toreador Song lrom “Carmen’” and the
Theme  from Schubert's  “Unfinished
Symphony,” and many others are found
here. Reserve a single copy now at the
special - Advance of Publication Cash
rice of 35 cents, l)()hll)ili(l.

ASSEMBLY BAND BOOK
A Fivst Book Jor Elewmentary Bands
Compiled and Arranged
by Philip Gordon

In making this collection ready, M.
Gordon had prepared a type ol band
book very much needed. The material is
intended for use through one semester
of elementary band training. and to pro-
vide interesting first band material.

The instrumientation does not involve
that of the standard concert band, but
has been planned to include the fol-
lowing more regularly used instrunients;
C Flute: B-flat Clarinet A: B-lae Clar-
inet B: B-flat Coruct A; B-flat Cornet B
E-flac Alto Saxophone: B-llat Tenor Sax-
ophone; E-flat Ao Horn A: E- flat Ao
Horn B: E-dlat Alto Torn € (optional):
Trombones A and B; ‘Frombone G Bari-
tone (bass clel): Baritone (treble def):
Basses: Drinns; Conductor (Piimo).

The fifteen casy numbers in this col-
lection will include [Vawes of the Dan-
whe. by Ivanovicis an Excerpt from Syni-
phony, No. 2, by Schubert; the Minuet
from  Mozuct's  “Haftuer”  Svinphony:
Schunann's Soldier’s Marvch: Song of the
Pines, by Adair; and Heigh! Ho! by
Rolfe.

The spedal Advance of Publication
Cash Prices are 20 cents for cach part,
and 40 cents for the Conductor’s Score,
postpaid.

FIFTEEN RECREATIVE FTUDES

For the Piano
by William Scher

For sccond and third grade students,
here is a group of supplementary studies,
cach bearing upon a particular plise,
and cach touched with a special melodic
quality. Emphasis [alls upon the alter-
mating right and left hand scale pas-
sages: thyvthny legato and cantabile play-
ing: staccato; broken chords; left hand
developmients chord and pcdul work;
chronmatic scale passages; and interlacing
triads.

Take advantage of this offer, and or-
der your single copy now at the special
Advanee of Publication Cash Price, 35
cents, p()sl]mi(l.

394

June,

1949

ADVANCE OF PUBLICATION OFFERS

All of the books in this list are in preparation for publication.
The lw Advance of Publication Cash Prices apply only to single
copy erders placed prior to publication. Delivery (postpaid) will
be mede when the books are ready.

All Thraugh the Year—Twelve Character-

istic Pieces far Piana........... Ketterer .30
Assembly Baad Baok—A First Baok for
Elementary Bands .............. Gardan

Parts, each .20
Conductor’s Scare .40

The Chapel Chair Baak--far Three-Part
Mixed Voices (S.A.B.), with Orgcn Ac-
COMPCNIMENT o ieanane e eens Peery .40

The Ditson Abbum af Organ Salas........ .50
fifteen Recreative Etudes far Piana..Scher .35
An Intraduction ta Score Reading .Schiver .80
Ivar Petersan’'s Piana Accordian Boak.... .65

Little Pieces from the Classic Masters—
Far Piuna “cio... .Beer .30

Naah and the Ark—A Story with Music
....................... Richter .35
................... .80

Second Piano Part ta Streabbag’'s Twelve

Easy and Melodious Studies, Op. &4
Gauntlett .40

Sangs of Warship—A Collection af Sangs

jor +re C-.rch So'oist, fer High and
Low VOICES ....viiiininiienannnnns each .40
Stanfard King’s Party Piono Baak........ .60

fer Picro

Organ Musings ...

Technic Tactics—Twenty-ane Short Studies
Stevens .25
Ten Charal Preludes and a Fantasy—For
OGS 000000000000a0000a009900 Matthews .60
Yau Can Play the Piano, Part [II—A Boak

fer the Older Beginner... ...... Richter .35

for Piano

O:gcn

IVOR PETERSON'S
PIANO ACCORDION BOOK

This materizl has been assembled and
arrauged by o well-known Swedish vir-
tuoso and Viaor recording artist, Sowne
ol Mr. Petarson’s most attractive comre
positions will be induded, and there
also will be skiiliully made wrangements
of sucdt numbers as Invitation fo the
Danee, by Wber: Brauhms' Hungarian
Dance, No. 52 Sownds Jrow the Vienna
IWoods. by Strauss: Themes trom ULarste
spiel Overture:” by Relar-Belas Rubin-
stein's Melody in F: Theme from Fschai-
Kowsky's "S}mphnnit l’:uhcliquc," and
the Russian tolk song. o Guitars,

Single copies of this book nuay be re-
served now at the special Advance of
Publication Cash Price. 63 cents, post-
pad.

THE DITSON ALBUNM OF
ORGAN SOLOS
True to the Divson tradition in every
way, we are ready to present the new
addition, the Drrsox ALBUA 0F ORGAN

Sotos. From the bestscller st there
come Stults’ The Sweelest Story lver
Told, Bartdewt's A4 IDream, and -other

favorites. Ther too, some numbers were
written exclusively for this hook. includ-
ing Alfred Whitehead’s transcription of
Purcell's March  Maestoso.  Thammond
Orean registrations arc included. Be sure
to order your copy now at the special
Advance of Publication Cash Price, 50
cents, postpaid. Sold only in United
States and its possessions.

STANFORD KING'S PARTY
PIANO BOOK

Here is the party “icebreaker™ that's
welcome anytinie lor good, old-fashioned
“round-the-piano™ sing sessions. Not-so-
expert plavers will find it suits their play-
ing most enjoyably. Reserve your single
copy now at the Advance of Publication
Cashe Price of 60 cents, postpaid,

TIHE CITAPEL
CHOIR BOOK
For Thyee-Part
Mixed Voices
(Sofrrano. Alto and
Baritone)
with Organ
dccompaniment
Comptled and
Arranged

by Rob Roy Peery

Yilling & niche too

often left vacant, this volume will have
special appeal for the group with @ mod-
crate vocal range with limitations in the
(]n;mlily of uuile voices. llarmonious,
singable arrangements of such works as
Bless the Lord, by 1ppolitofi-Ivanofl and
the Panis Angelicus of Franck are in-
cluded. together  with seasonal music
chosen for Christmas, Easter and "Thanks-
giving, some original compositions and
choral transcriptions of favorite hymns.
The Advance of Publication Cash Price
for this valuable collection is 40 cents,
postpaid. Sold only in the United States
and its possessions.

ADVERTISEMENT

ORCGAN MUSINGS
A Collection of Original Compositions
and Transcriptions for the Organ

T'h's book is to be added to the series
of ddoth bound hooks which already in-
dudes i Orean Praver. Orcax Rep-
rrrotrE, Eng Cirarel, ORGANINT, ORGAN
Vistas, and  Licnrer  Moobds a1 THE
Orcax. The majority ol the contents
were prepared especially for this collee-
tion, aud will not bhe tound in other
albums,

Orivinal works by William A, Wolf.,
Williinn E. France. Harold K. Marks,
Charles K. Overholt, Ernest W, Shep-
pard. Paul Kocepke, G. T Broadhead,
and Normis AL Pyin will be included.
Some of the artangements will cover
Wicniawski's Romance: Havdn's Adlle-
gretto: Chopin's Prelude in D-flat; the
tovely Legende, by Tschaikowsky: and
Liadow's Berveeuse, The registrations in-
dude those for the Hhammond Organ.
Single copies may be reserved now at
the special Advance of Publication Cash
Price. 80 cents, postpaid,

SONGS OF WORSHIP
A Collection of Sacred Songs
for the Churel Soloist,
High or Low oice

The contents of this forthcoming col-
Jection will make it one of the most
usciul in its fcld. for they will embrace
songs ol a melodious type and general
musical appeal. They will cover various
scasons of the charelr year. and have
been chosen espedially for their suitabil-
ity to young soloists. Editions for both
high voice uand low voice are being pre-
pared.

The special Advance of Publication
Cash Price for a single copy is 10 cents,
postpaid. Be sure to speaity which edi-
tion is wanted.,

LITTLE PIFCES FROM THE
CLASSIC MASTERS
Foy Piano Solo
Compiled and Inanged
by Leopold . Beer
Bach., Francois Couperin, Louis Cou-
perin, Gluck, ILandel. Kulinau, Purcell
and Ramceau are represented in this un-
ustial collection ol seleaed old  dance
forms of the 17th and 18th centuries.
The simplicity and charm ol the Cou-
rante. Gavotte, Rigaudon, Sarabande
and  Menuet permeate these picees of
about grade three in difhealty, Reserve
YOUT (OPY now at the special Advance of
Publication Cash Price of 30 cents, post-
paid.

TEN CHORAL PRELUDES
AND v FANTASY
For Organ
by HL Alexander Matthews

Here Jis an orcan book wherein the
registrations ave lor standard and Ham-
mond organs, and where the solo stops
are left to the discretion of the player!
Hynms for Christmas. Easter, Lent and
general use are incuded. The choral
pretudes are founded on Angels from
the Realms of Glory: When I Swvey
the Wondrous Cross: Forty Days and
Forty Nights; Jesus Christ Is Risen To-
day; Saviour, Breathe and Lvening Bless-
ing: The King of Love My Shepherd Is;
The Son of God Goes Forth to War;
Fairest Lord Jesus; Come, Thou Al
mighty King: and Oft in Danger, Oft in
IToe. The fantasy is based ‘on IVhen
Morning Gilds the Skies. Yhe special
Advanuce of Publication Cash Price is
60 cents, postpaid. Reserve yvour single
opy now,
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CLASSIC ITALIAN SONGS
Volume I
Medium High and Medium Low Keys
Edited by Mabelle Glenn and
Bernard U. Tavlor

The first volume of Crassic [TALIAN
Soxes proved to be of sudh great prac-
tical value in the professional work of
singers and singing teachers in private
studios and leading music educational
institntions throughout the country that
the authors have been prevailed upon
to bring forward a sccond volume, which
is now in work. From a wealth of avail-
able material fiftecen songs have been
chosen from the literature of twelve of
the great composers of the Early ltalian
cra: - Bononcemi:  L'esperto nocchiero;
Caldara: dima del core and Come raggio
di sol; Carissimi: Deh, contentateyi:
Casti: Adl! quanto ¢ vero and £ dove
Caggiri; Durante: Danza. danza fanciulla
gentile: Falcanieric O bellissimi capelli;
Legrenziz Che fievo costume; Maszaler-
rata: Presto, presto o sr'innamoro; Pro-
venzale:  Deh, vendetenni; Rosa: Star
wicino; Scarlatti: Non voglio se non
vedertt and Sento nel core; Stradella:
Col mio sangue compreret.

As in Volume One. the interesiing
modernized  accompaniments by Flor-
idia have been utilized. The editors have
taken great pains 1o ilicate proper
phrasing, correct metronome markings,
and dynamic signs so that students whe
scrupulously observe the carelul editing
may be helped toward an artistic iuter-
pretation. A detailed songstudy plan has
heen prepared as atimesaver lor singers.
The Tulian vronundiation table, which
covers every phase of correct proumuncia
tion, the English versions of the songs.
and the notes on the sones, which in
clude brief biographical sketches ol the
composcrs, are of value in presenting
authoritative interpretations.

Published in medium low and me-
dium high kevs, Crassic ITranian Sases.
Volume 11 will find a welcome place i
countless singers' libraries. Reserve vour
copy now at rhe special Advance nl'APul)-
lication cash price. 60 cents, postpaiil.

SECOND PIANO PART
To Streavoge’s Taelve Easv and
Melodions Studics. Op. of
by Basil D. Gauntlett
The melodic and harmonic material
contained in this seccond part makes in-
teresting and effective study. The execk
lent addition to the dozen original conr-
positions (the first volume is required for
use with this book) completes a fine a-
rangement for two pianos, four hinds.
At the Advance of Publication Cash
Price of 40 ecents, postpaid. it would be
difficidt to find a more practical pur-
chase.

TECHNIC TACTICS
wenty-One Short Studies for Piano
by Milo Stevens

Here is new teaching material which
cleverly combines the essentials to piano
technic with genuine melodic interest.
Major and minor modes both are intro-
duced in these studies for second grade,
and a number of the casier keys are usced.

The work in this book is designed to
cover such matters as scale passages di-
vided between the hands: interlocking
arpeggios; broken chords: rapid five-note
groups; staccato chords; crossing of the
hands; wrist rotation; chromatic scales;
double thirds; and the trill and monrient.

Single copies may be reserved now at
the special Advance of Publication Cash
Price, 25 cents, postpaid.

JUNE. 1949

SHORT FTUDES WITH
ORNAMENTS
N Jor Piano
Compiled and Edited
by Louise Robyn
This compilation counsists of eighteen
short swudies illustrating the basic orna-
ments and may be used to follow Tur
OrNaANMENT  FaniLy, which was  with-
drawn from these advance of publication
offers lust April. The material follows
the presentation of the companion vol-
ume, and the music is selected from the
well known ctudes of Bertini, Czerny,
Lemoine, and Wieck. One example s
{rom Beethoven's Sonata, Op. 49, No. 2.
Lxtensive explanatory notes are pro-
vided, and the ornaments illustrated are
grace notes combined with intervals and

chords, the acciacatura. appoggiatura,
mordent, inverted mordent. turn, and
trill.

Single copices of this work may be or-
dered now at the tow Advance of Pub-
lication Cash Price, 40 cents, postpaid.

ALL
THROUGH
THIE YEAR

Twelve Characters
Istie Pleces for
Piano
Oy Ella Ketterer

These twelve
original picces,
onc  tor cvery
month  of the
Vear, are an ex-
cellent group of
study  piceos for
arades  two  and

two-and-whall. Composed by this very
popular and successiul Piano  teacher,
the story-like style of the directions and
the attractive illustrations contribute to
a painless and most pleasurabl: method
ol training. Special Advance of Publica-
tion Cash Price is 30 cents, postpaid,

AN INTRODUCTION TO
SCORE READINCG
oy Carl G. Schluer

This book will have appeal for both
the ¢mbryvonic conductor and the mu-
sician in general. Dealing with such
subject-matter s vocal scores: reading
practice in the alto, tenor and soprano
clets; combinations of the C clel, the
transposing instruments;  miscellancous
orchestral combinations and the playing
of a [ull orchestral score at the piano (in
the order here listed), eradual progres-
sion is assured. Excellent examples of
masterly scoring from musicians such as
Bach, Beethoven, Havdn, Handel, Men-
delssohn, Mozart, Palestrina, Schumann,
Wagner and Weber make this volume
a “must” for anyone who is at all inter-
ested in this problem. Special Advance
ol Publication Price is 80 cents, postpaid.

ADVANCE OF PUBLICATION
OFFERS WITIIDRAWN

Augmented production facilities make
it possible for the publishers to present
this month four of the works recently
announced in these notes. Copies are
now obtainable from your music dealer,
or from Tnropore Presser Co. The pi-
ano and organ books may be had “On
Approval™; the Conductor's Score. or
Solo B-flat Clarinet, or Soto B-Aat Cornet
parts of the band book mav be obtained
on the same terms. With this notice, the
Advance of Publication prices are with-
drawn, ’

Echoes from Old Vienna. is a collection
of piano picces in grades three and four.
compositions by contemporary writers
and long-established favorites, that bring
back memories of the gay. care-free days
when Vienna was the home of the waltz
Price, 75 ceats.

Litule Players Growing Up. by Robert
Nolan Kerr is the third in the series of
instruction books for young piano stu-
dents beginning with Litrie Pravers
(50 cents), adopted as the official text
hook for class piano teaching in the pub-
lic schools of several large cities, followed
by Tenes ror Livree Pravers (60 cents).
an equally attractive  follow-up  book.
This new book, beautifully illustrated
and with gey and helplul verses, is espe-
cially designed to prepare the pupils for
private lessons with a thorough ground-
g in music fundamentals. Price, 75
cents.

Twelve Compositions by American Com-
posers. for Organ with Bells, is a collee-
tion of hitherto unpublished works, all
prize-winning compositions in the con-
test sponsored by a leading manuflacturer
as_a service to orsanists secking reper-
toire and recital material for this unique.
niodern combination. Instructive stndy
notes by Di. Alexander McGurdy are in-
cluded. Price, S1.25,

Sousa’s Famous Marches. Adapted for
Sehool Bands. brings one dozen of the
“March King's” very hest and most pop-
ular compositions within the plaving ca-
pabilitics of the average hizh school
band withaut the lToss of any of the spir-
ited crispoess and  infectious meclodic
charm that characterizes  these radio,
concert amd marching band  Tavorites.
Thirtv-seven parts are available, the in-
strumentation fellowing the suggested
groupings approved by the Music Fdu-
cators National Conference. The Stars
ond Stripes Forever: El Capitan: Semper
Fidelis: The Washington Post: King Cot-
ton are among the marches included.
Parts, 40 cents each: Conductor's Score,
Sll25,

CKI 33ics n
Koy Kol

For the Piano

Compiled and Arranged by
MARY BACON MASON

con

Read music without mastering the
scales and signatures! Each note is
the color of ‘it's' piano key: black
notes for black keys, white notes for
white keys. Excellent for the busy,
rusty reader. 24 piano classics,
grades 3 to 5, in their original keys.
Explanatory remarks by Migs Mason.

Price $1.00

con

OUIVER DITSON CO.

THEODORE PRESSER CO.,
Distributors

Bryn Mawr, Pennsylvania

A Beautiful
Number

The Green
Cathedral

Mnsic by CARL HAHN

A shadow'd forest shrine,
Where lzaves in love join
hands above

’ I know a green cathedral
r prayer

And arch and
mine;

{| Within its cool depths sacred,

| The priestly cedar sighs,

’ And the fir and pine lift

your

a-ms divine
Unto the pure blue skies.

In my Jear green cathedral
There is a flower'd scat

‘ And chair [oft is branch-ed
croft,
I Where songs of bird-hymns

sweet;

]l And T Iike to dream at evening,

[ Whean the stars its arches

| light,

l That my Lord and God treads
its hallowed sod,

I In the cool, peace of

night.

f

calm

| © JC Co. Gordon Johnstone

High Voice

Catalog No. 30050.cccumueesunnnnnn. Price, 60¢

Med. Voice

Catalog Na. 30682................... Price, 604

Lew Voice

Catalog No. 30051 Price, 60#
>R

Piano Sclo
As1. by Bruce Carleton
Cztalog No. 30859 (Grade 313) Pr., 404

DRy

Choral Arrangements

Chorus or Quartet of Mixed Voices.
(S.AT.B.) Cat. No. 35075........Pr,, 20¢

Chorus of Treble Ves, Two-Part (S.A.)

Catalog No. 35399 Pr., 16¢
Chorus of Treble Vcs., Three-Part (S.S.A.)
Catalog No. 35038................... Pr.,, 16¢

Chorus or Quartet of Men's Voices
(T.I'B.B.) Cat. No. 35308......Pr.,, 16¢

THE JOHN CHURCH CO.

Theodore Presser Co., -Distributors
1712 Chestnut St., Philadelphia 1, Pa.

ADVERTISEMENT
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NATIONAL GUILD

Certificates for All G-ades,
vanced, Svitable Goal for Every Pupil.

NATIONAL GUILD OF PIANO TEAGHERS

BOX 1113

DO YOU

Produce pupils who Play—or do they
merely '‘take lessons"?

of PIANO TEACHERS

is for Playing Pupils!

Cash Prizes for Ad-

Write

AUSTIN, TEXAS

0

ATLANTIC CITY. NEW JERSEY

T

p oo

Student Residence
Piano, Voice, Violin, Cello, Composition, Radio. Speech,

Painting. Ceramics. High Schiool Academic and Music
Schoal credits, Vocational and Psyehologieal Guidance.
Supervised recreation. Iersonality development.

Ezcellent cuisine. Write for booklct Dept. 22
MRS. WILLIAM HENNE
3001 Pacific Avenue

NEW COMPANY PRESENTS NEW MUSIC

Beautiful Rose March, ~5¢; La March Lorena, 45c; Italo
American March, 4Sc. 3 Sister Marches that have satisfied
thousands ot music lovers. Why not order yours today?

D’Angelo Music Publlshmg Company

P.O. Box 7054, Station C, Los Angeics 37, California
—

14 Pictures of Composers 8'/5x] | ond] Sl 00

7 Pictures of Old Instruments
45 Songs and Special Bird Calls ....S'I.OO

45 Rote Piaro Pieces for Reading or
Rote . ...... ..iciiioiiiiiinn $1.00
I Play Myself
Reading

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

BOSTON UNIVERSITY
Co/&ge 0/ 777u5[c

Offering complete courses in Piano, Voice, Organ,
Violin. Cello, Brass, Woodwinds, and Percussion in-
struments, Public Schoal Musie, Composition, Church
Music. Musicology. Chorus, Glee Club, Orchestra, Band.
‘geulty includes membe:s of Boston Symphony, Bache-
or's and Master's Degrees in all musical subjects. Derms
Catalog. COLLEGE OF MUSIC, 73 Blagden St.. Boston.

OLITAN
?c%og.grPM“Slc

CLARENCE EIDAM_ President
ROSSETTER G. COLE, Dean
43th year. Offers courses in all branches
of Mugie, Confers certiticates, diplomas
and  degrees.  Memher  of  NJAN M.
Lovated in downtown musical center.
Box E. 306 S. Wabash Ave., Chicago4, 1L,

JAMES MILLIKIN UNIVERSITY

SCHOOL OF MUSIC
DECATUR, ILLINOIS

Offers thorough training in mu-ic. Coursez leading to
'h-gen-.-s of: Machelor of Mus! Bachetor of Music
Education, Master of Musie, and Master of Musle
Education.
Member of the National Association Schools of Musle

Bulletin sent free upon request

W, ST. CLARE MINTURN, Director

BALDWIN-WALLACE
CONSERVATORY OF MuSIC

BEREA, OH10 (suburb of Cleveland)
Affiliated with 8 first class Liberal Arts College.
Fnur and five year courses leading to degrees. Faculty

of Artiat Teschers, Hend for catalogue or informa-
tion 10

HAROLD W. BALTZ, Dean. Berea. Ohio

THE MANNES
MUSIC SCHOOL

Professionals » Amateurs ¢ Children
Class and Individual Instruction
Artist Teachers
Scholarships for Orchestral Instruments
DAVID & LEOPOLD MANNES, Dlreciars
Room 33, 107 East 7410 So. ww York 2 A

—The DUNNING COURSE

of IMPROVED MUSIC STUDY

Gladys M. Glenn, B.Mus,, M.A,, Mus.D,,
Dean of Education Facully
ANNUAL CONVENTION CLASS

Colorado Springs, Colo., Aug. 1, 1949

Dr. Maurice Dumesnil, guest artist for after-

noon Lecture Series and Clini¢ (5 days and

upen to all non-Dunning Course teachers)
'or information and class dates address

EXECUTIVE HEADQUARTERS YAt o A

Amarilio, Texas

SCHOOLS—COLLEGES

CONVERSE COLLEGE .57

Fdwin Gerschefski, Dean, Spartanburg, S. C,

KNOX
Thomas W. Williams, Chairman

COLLEGE Lalalogue sent upon request.
CONSERVATORY
OF mMusIC

SHENANDOAH “ersese,

Courses leading to the B. Mus,, and B. Mus,
Ed, degrees, Member NASM, In the heart

Department of Music
Galespurk. Hitnoie

of the Shenandoah Valley, Dayton, Vlrglma
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(d
Niene % Theatre =
ene 1894

Dramatic, Lyric and Dance Arts
SUMMER COURSES Sdiits, Toeme

Children’s annex

Technieal and practical eraining essential o a pu
Tessional cateer, teaching and direeting at Now Yok
Rtudio o

TIVOLI PLAYHOUSE, 40 miles out, L, 1.
Write Sec’y. Shubert, 1710 Breadway. N. Y. City 19,

OBERLIN

CONSERVATORY OF MUSIC

A Division of Oberlin Cotlege

Thorough instruetion in all branches
of musie 46 specialist teachors

. excellent equipment coneerts
In world-famous musiclans and organ
1zations . . . weekly student recitals

. tor these reusons Oberlin atiracts
serious and _taiented students, fe-
grecs: Mus.B . Ed. Mu.. B. AR

with music major. Write tor catalog.
Frank H, Shaw, Director
Box 569

Cberlin, Ohio

Holes #n the Teacher’s

it all lesson and nothing else, until the
end of the period. Have an understand-
ing with the pupil that there are to be
no interruptions from casual conversa-
tion. Follow this rule yourscll. The pupil
does not conme to you to discuss sports,
politics, war scares, dress, or local gossip.

Organize vour home and your studio
so that incoming telephone calls can be
deferred to a later period. It is not fair
to take the pupil’s lesson period time
for other matters, nor should you pro-
long a lesson so that it stretches into
another pupil’'s time. T no longer try to
give an hour lesson. Protracted Jessons
tire the pupil, and in the long run he
makes better progress with o sevies of
bi-wecekly short lessons or with one forty-
five minute period cach week. It doesn't
pav to expect the pupil to “cram.”

My teaching season is from carly Sep-
tember 1o l:lc June. Then both téacher
and pupils have a two months” vacation,
returning nfruhed and ready for the
next season’s work. I render bills prompt-
Iv at the end of cach month, and am
‘luly disappointed by <ow pavments.

There are few larger holes in the
teacher’s pocketbook than “missed les-
wons.” At the first Tesson I have a \(ry
distinct understanding with the pupil. [
tell him that T cannot insure progress if
Iessons are missed, 1 cmploy an inex-
pensive slip sold in p'uk'l" s of one
hundred for a nominal price by the
Theodore Presser Co. "Lhis slip is similar
to onc devised by Dr. James Francis
Cooke for his own patrons when he was
a teacher. Later, during his Presidency of
the Philadelphia Musxc Teachers” Asso-
ciation, i resolution was passed with the
authority of the group of teachers. A re-
production of this slip is on Page 359.

Pocketbook

(Continued from Page 33%)

AMany teachers send this slip out with
every statemnent. It seems to be onc of
the most eftfective weapons against missed
fessons, T know that it has saved me
hundreds of dollars. T have ascertained
from the publishers that cight hundred
thousund of these slips have heon sold.
This points to the fact that the slip has
been found to be practical by thousands
of teachers, T paste the slip m the back
of cach assignment notebook and write
under it. “If you are ill on the lesson
day. phone ——— and another period will
be asigned.” In the case ol a missed
lesson about which T have not been noti-
fied, I follow this with a phone call and
courtconsly let the parent know that the
teacher’s nnl\' stock in trade is time, and
that it is necessary lor his existence that
no ~stock be taken from his shelf.

Many teachers have found it profitable
to give lessons on a twenty-lesson-term
basis. Tuition is vequired in advince.
Colleges and universities could not re-
main in business if tuition were not
collected before the end of the term.
Pupils must make up Jessons during the
term, otherwise they lapse. The teacher
who countenances “missed  lessons” s
paving the way for failure himeclf and
tailure for his pupils. Students who are
careless in these matters are  usually
dabblers, and do no good to the teacher’s
pocketbook and reputation. Far better
to tuke fewer pupils. work conscientious-
Iy, and c¢harge a little more. What many
teachers nu(l is just plain “Yankee biack-
bone”™ Or, if you ])l(‘m', moral courage.
Run(mbu Emerson’s oft-quoted phrase:

“Do that which vou are atraid to do, for
that is moral courage.” Students will
respect vou and admire you for standing
up tor what vou properly descrve.

Think Only

of the Song

by Ida New

“N EVER let your patient know when
vou count her respiration.” "Thus
spake our nursing class lecturer vears
ago, and, as @ voaal teacher, her words
have often made me think, We were
told to feel the pulse—count so many
throbs per minute, the patient’s tongue
hanging out, cves anxiously gazing at
vour lace, or your watch, or her own
wrist held so lnmly lor this important
lnmulmc But you must sneak in on
your l).nunts bres whing and make your
sceret obervations unhd\nm\n\l \\’]l\*
Just because your heart beats fast or
Jdow, .umulm'r to your condition, but
breathing is so sensitive and variable
that it rarely acts normally under ob-
servation. it you are aware of jt.

As singing depends upon breathing,
cven though so much more enters into
it. this suggests one of our chict prob-
lems., We teachers must count the res-
piration. so to spe ak, while we appear to
be feeling the pulse. We must cheek and
cmuml(hul\ the  breathing  function
while drawing as little attention to it as
possible. We realize its importance as
much as a nurse doces, and we have the
task of correcting faulty breathing as
well as seeing that it develops according
to the laws of nature, We must train
involuntary musdes to coordinate and to
codperate with voluntary muscles, and
teach all of these to work without delib-

crate cffort. We realize sometimes the
subtlety ol it. and the only reassuring
thing is that the natwral way of breath-
ing comes about best and casiest when
it is subconscious. I like to use the il-
lustration: A man in the pilothouse of
his launch steers. keeping his eye on his
course, He concerns himself about the
engine only if it splutters or stalls.
Otherwise he looks where he is going
and  keeps  on going  there. Another
point: one learns to throw a ball by
throwing it, quite oblivious of the part
plaved by diaphragin and rib muscles:
but these strengthen and gain elasticity
with practice. lhc mind concentrates on
the distnt place o which the ball is
to be thrown. So, in singing, let us con-
centrate, as Mr, Firangcon Davies said,
on the tormula: Thought, Word, Tone,
We have o learn how to induce a deep.
Lull, and generous breath, but after that
is und(lslnml it can best be ll(\'(]()])l(l
by singing, without embarrassing it with
too mudl atiention,

I felt an urge to sing one day

And found a loncly spot,

Where none should hear or interfere.
And sang 1 know not what.

And when T found a teacher-friend,
He taught me right from wrong,
‘Till T forgot the singer,

And thought only of the song.
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