A NEW IDEA
IN

PIANO INSTRUCTION

SENgmawNm

. The Arpeggios
. Major Scales

Form Playing——

Using the musical “‘elements” through
limited “Forms;” comprising Effects
and Embellishments unknown in print-
ed music. Teaches everything you

have dreamed about, and longed to do.

Absolutely covers the whole realm of “business” piano playing.

The chords possible in music are limited and fixed. Harmony-Text-Books do NOT reveal them.
Waterman's Piano Forms (110 pages) is the only book in existence printing these chord combi-

nations, complete.

Learn to Determine Chords, Modulate, Transpose, play from Lead Sheets, Jazz Bass, Split Bass, Trick Endings,
Blue Harmony, Space-fillers, Song Writing, Clever Breaks, Ear Playing and 247 other subjects, listed below.
Each topic treated with infinite care and detail.

Why experiment blindly with songs? Get a FOUNDATION for conscious Improvision. Learn the Principle back of it all. Read the
Synopsis of Course. Mail the coupon. Then breathe two words: “At last.”

Treble Notes

Bass Notes

Time Elements
Elements of Notation
Use of Hands

Use of Pedal
Treatment of Melody
Keyboard Chordination
Transposition

Ear Playing
Improvising
Composing

. Chime of the 4th

Modulation

Faking

Melody in Left Hand
Memorizing

. Jazz (Genuine)

Off-Hand Accompaniments

How to Play Two Pieces at
Once

Blues

Doubled Bass

Chord Breaking

Harmonizing Tables

Natural Progressions

Fifteen Rules for Syncopating

Altered Tonic Harmonics

Altered Seventh Harmonics

Complete Chord Chart

Determining the Harmony

Chromatic Embellishment

: Developing Note Reading

Melody Structure
Octave Chime
Syncopating 1 Note
Syncopating 2 Notes
Syncopating 3 Notes
Syncopating 4 Notes

Minor Scales

. The Tremolo
. The Trill

Low Form

. Turn
. Mordent .

Endings

. Lead Sheets
. Half Tone with Melody Note

How to Accompany the Melody
Using Tie and Combining
Stems
Combinations to be Memorized
Half Tone with all Members
Raise and Grace Combined
Preliminary for Beginners
Foreword to Note Section
Accompaniment in Right

Hand
Diatonic Embellishment
Single and Double Fill
Harmony Tone Treble Rag
Modulatory Arrangement

Over Octave Treble

. Determining Count
. Effective Metres

. Breaking Octaves
. Repeated Phrases
. Half Tone Discord
. Incomplete Forms
. Designing a Metre
. Departure of Train
. Chromatic Bass

. Inversion Bass

. Over Octave Bass
. Chinese Discord

. Discord Treble

. Octave Mordent

. Graced Triplet

. Double Bass Rag

. The Chromatic

. Double See Saw

. Slow Drag Bass

. Half Tone Bass

. Second Metre

. Diatonic Bass

. Popular Style

Fourth Metre

. Hatfield Bass
. Breaking Chords

Waltz Metres

: Thumb Melody

Breaking Octaves

. Octave Glide
. Bell Treble
. Elaboration

99. Diatonic Rag

. Chromatic Rag
. The Advance

. Half Tones

. First Metre

. Reverse Bass

. Ballad Bass

Cabaret Bass

. Climax Bass

. Third Metre

. See Saw Bass

. Half Tone Rag
. The Delay

. The Grace

. Drum Bass

Crash Bass

. Skip Bass
. City Style
. The Tie

, Organ Bass

SYNOPSIS OF COURSE

. Half Tones with Fills
. Half Tone Treble Rag
. How to Get a Melody
. Double Waltz Bass

126, Whistle 164, Chromatic Skip 206. Third Filler
127. ‘Triplet 165, Florid Tenths 207, Chromatic to V. N.
128, Inversions 166. One-Step Bass 208. With Half-Tone
129. Passing Notes 167, Continuous 209. Last End
130. Summary 168, Kenney End 210. Blue Obligato .
:(7)3 {-;ourtsh Spacer g}:lz gouble Oﬁtave Bass
. Bass Spacer . Forecast Bass
JAZZ SECTION 171, Slurred Grace 213, First Spacer
172. Over lland Filler 214, Quarter Triplet
131. Jazz Bass 173, Tenths with P, N, 215, L. B. Ending
132. Treble Blues 174, Pep Tone 216, Second Filler
133. Honky Tonk Bass 175. Graced Turn 217, Run to 4
134. Jazz Treble 176. Inflected Treble 218. Tomorrow Style
135, Future Jazz 177. Kramer Close 219, Waterman Bass
136. Bass Blues 178, First Filler 220, New Type
137. Stop Bass 179. Runto 1 221, Frank’s Final
138, Syncopated Tenths 180. Encore Bass 222, Second Spacer
139, Triple Bass 181, Quadruple Fill 223, Discord Scale
140, Sax Slurs 182, Add One 224, 'Treble Sixths
141, Wicked Ilarmony 183, Slur;ed Mordent 225, Half-Step Bass
142, Two Cycle Jazz 184, La Verne Discord 226, Double Two
143. Clarke Break 185, Mason End 227, Arpeggios Bass
144, Cafe End 186, Oriental Bass 228, Half-Step Treble
145, Jazz Obligato 187. Interlocking 229, Jerkins Bass
146. Fifth Spacer 188, Double Octave Treble 230, Discord Obligato
147, Week End 189, Roll Bass 231, Suspended P. N,
148, Skip Ending 190. K. C. Variation 232, On Chord Tones
149, Double Thumb 191, Broken Type 233. With Passing Note
150, Chromatic Fives 192, So-Sow-Sew 234, AdLib Run to V. N.
151, Linn Break 193. Lack Bass 235, Dia. Trip. Down V. N.
152, Sixth Spacer 194, Two Cycle Bass - 236, Fifth Filler
153. Dissonant Ending 195. Rialto Ending 237. Chro. Trip, Up V. N.
154. Triple Filler 196. New Filler 238. Fourth Filler
155. Chinese 197, In Minor 239. To any C. Tone
156. Over and Under 198. Down Run to V. N, 240, Whites Bass
157, Organ Chromatics 199. Player End 241. Fifth Spacer
158, Hoochy Bass 200, Persian 242, Octave Chromatic
159. Uze Blues 201, Blued Voice Note 243, Half-Dis. Treble
160. Run to3 202,. Third Filler 244, Ninths
161, Mike’s Finish 203, Obligato 245, Tenths
162, Static Bass 204. Suspended C. Tones 246, Split Bass
163, Third Spacer 205, Triplet V. Notes 247. Spacer or Ending

Name ...

WATERMAN PIANO SCHOOL,

Los Angeles, California

Gentlemen :—Please send me, without obligation, your FORM
PLAYING special offer.
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“Beginner—Medium—Advanced—Teacher
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Price 15 Cents

FEATURES IN THIS ISSUE ,
PROFESSIONAL MUSICIANS AND RADIO OPERAATNG.
THE STORY OF BEN BERNIE

DEPARTMENT FOR PHOTOPLAY ORGANISTS AND PIANISTS
Conducted by Lloyd G. del (astillo

MODERN ARRANGERS ARE SYNTHETIC' (COMPOSERS
By George Hahn
MELODY AND ITS SANITY. By Frederic W, Burry
THE SAVING GRACE

MUSIC

THE AMERICAN BROADCAST. By George 1. Cobl
March
THREE LITTLE WORDS “I LOVE YOU”
Words by M. E. Rourke Music by Frank 11, Grey
JACOBS™ INCIDENTAL MUSIC, Series D—Excerpts from Grieg
ZORAIDA. By R. S. Stoughton

Danse Egyptienne
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= \x 7 1 b ORIENTAL, INDIAN, SPANISH .
‘) 7 FOX TROTS AND BLUES F ft ( :ents alter Jacobs.Ine. NEMBER | 1 ty ents
a ter aCO S! InCo NUMBER 1 1 y rtek In. Chinese One-Step George L. Cobl
Jazzin the Chimes. ... .............0.0.0v 7;’,’“’1‘,( I'”“"“',”)' EaC]’l BOO]’( BOSton. Ma&s., U-S-A. (E;:.';ﬁl?‘aaae:tly Ly \"‘""':;Z;‘I,,/’:]w)' Eﬂcll BOO!(
red'k Clar n Beauty. | ieral 266
BOStOIl Mass U S A ;Ar'-.'lf."&'.:f.m ' L George L. Col ‘;'HPL"‘lK '}"““n'('l One-St ””(M 4 I.\',,,,,,/,),
.y . . . r e 5 Sigiy it ing Ling Ting. iinese One-Step reorge L., ('obb
' 'hen-TukaP PERRERER “m"_q : "; '/",“VEML_ Indian Sagwa. Characteristic March Thos. S. Allen
[I;hose}lllro‘rngtlﬂ Blues e Tat Gardan Whieling Dervish. Dance Characteristique. .. .J. W. Lerman
one-Heas ues A z - — -
Norman Leigh 7‘
o Seoteh George L. Calb NUMBER 2 NUMBER 3 NUMBER 4
el Inthe Sheik's Tent.  Oriental Dance. . .., Frank E. Hersom Antar, Intermezzo Orientale . Maz Dreyfus in. Fecentric Novelty / .
Braziliana, Morceau Characteristique. .. .Frank E. Hersom The Mandarin, Novelty One-Step. . .. .. Norman rl,l:/x':;/(v y‘ ?H.A ks I!;*T“ ,N );‘ “[\ e '11"“1[” RUI’{'
NUMBER 3 NUMBER 4 o Cheops, Egyptian Intermezzo. . ..., George L. Cobb Chow Mein, A Chinese Episode. .. .......Frank E. Hersom o 1s Amo, 1ango Argenhino, .. : 54511.1 ,R"]'”'
NUMBER 2 | ' Georoe L. Cobh | Hang-Over Blues Leo Gordon . La Sevillana. Entr' Acte. . ..., . Norman Leigh Hindoo Amber, Novelette R Ernest Smith F‘af' i S""', Marche Orientale. .. -R. E. Hildreth
Asia Minor s e . .George L. Cobb Burglar Blues ""I’ g o Eat 'Em Alive Allen T aylor Numa. Algerian Intermeszo. Thos. S. Allen Ta-Dji-Da. Oriental Dance. ... . Walter Wallace Anita, Spanish Serenade vevevivenine.Thos. S. Allen
‘Euraxia ) Norman Leigh Georgia Rainbow D L OFEaTR Joy-Boy A Wedt Pasha’s Pipe. A Turkish Dream ......... George Hahn Happy Jap. Geisha Dance. .......... Lawrence B.0'Connor Modern Indian. Characteristic Novelty. . .. Frank E. Hersom
Eskimo Shivers N Frank E. Hersom | Soft Shoe Sid ¥ -[\f’;f/"-“';} % Campmeetin’ Echoes . ‘l,vmlzllf.‘w:;; In the Jungle. Intermezzo J. W. Lerman The Bedouin. Oriental Patrol Edwin F. Kendall InBagdad. Morceau Orientale Norman Leigh
Ber Jements | Midnight C.Fredk Clark | guon e . . ieorge L. Cobb
Bermuda Blues Jerniisne (. Clement Midnig G L. Cohb il Louis . Castle
nani veorge L. Cobl Calcutta 5 seorge L. GO Iroquois 0 e
Frangipani (reorge N Wm.C. Isel | Say When! George L. Cobb
0 ur C. Mors Hi Ho Hum m. L. Say L. Cobb
Kangaroo Kanter Arthur € ”. ; ) Harry L. Alford | Water Wagon Blues Gieorge L. Co
Almond Eyes George L. Cobb Hey Rube ~aarry GAL OPS
NUMBER 1
Saddle Back Thos. S, Allen | With the Wind . . R.E. Hildreth
The Ringmaster, , .. W. K. Whiting | Big White Top. clor (. Boehnlein
o #:I Nad. i ldm‘rli‘u A .)I’(M: '!l:lhehl’lunger.. ...... Thos. S. Allen
eVixen....... ... W. K. Whiting igh Stepper........ . Viclor G. Bochnlein
COMMON TIME MARCHES u "Round the Ring i Thos. S. Allen | Sawdust, amlS?angles. ................ (U R. E. (Il}xl[:lh(xl/,h
- — Whip and Spur. . o Thos. S. Allen
) - NUMBER 2 P o] ;
! NUMBER 1 5 = : ‘ Gerald Frazee | The Carroltonian Vietor (. Bochnlein
g National Emblem A B Bl | et Mdedde Bugley | For the Flag J. Boiegal Lan
The Moose. . P. Hans Flath e Ambassador . B s Heroes of the Air ) ,.‘ pridk Clark
Maegniffcenl SR e H. . ( W\W, \ ghe P"’"ede'com 1ss gt ey ) r{_\m(/’ Men of Harvard . F mn.kllll‘ Grey ONE—S TEPS
Dolores \ o ] ,\]',‘[““‘[”” | vl‘:ruai:\el::‘:md; L Alton A. Adams The Masterstroke ; . ”/ ]I;;)d"”flll(‘;lm(l'; NUMBER 1 NUMBER 2
League of Nations g .'I”‘”N’. 5 Amee | it . W. A. Corey Cross-Country. .. ..........cooovennnnn < oprG:L e P . , < R 1 - v
The Gartland Victor G. Bochnlein | A Tiptopper VanL F P Gayard Foreyer 8. Gibson Cooke eter Gink (eorge L. Cobb | Broken China...................... ..George L. Cobb
L e ‘3‘; 8 er George L. Cobb | Prince of India an L. Farrand | Un Kiddie Land. ... A.J, Weidt | Bohunkus . ... George L. Cobb
aw and Ur Some Shape . ., (feorge L. Cobb | Parisian Parad . Ed. M. Florin
"Wik‘! Oats”. .. .. . George ‘L. (obb | Levee Land. .. ..George L. Cobb
Stepping the Scale ), Fred'k Clark | Javanola. .. ... ..George L. Cobb
Alhambra - (leorge L. Cobb | Ger-Ma-Nee, . AV Weddt
3ixie h[?oir{;s. Y .. Norman Lm’g!é Here’s How. ., .. George L. Cobb
mpah! - Usipahill. . conemmias o i o s (eorge L.Cob Put and Take. (George L. Cobb
DANCE WALTZES
NUMBER 2
Kiss of Spri HME ... Walter Rolfe | In June Time.......... Fred'k Clark RAGS
Hawaiian Sunset, ... George . Ca | Flower of Nigh -« Normas Lefoh NUMBER 1 NUMBER 2 NUMBER 3
ifting Moonbeams. " Bernisne G.Clements | lsle of Pines. .. ....... it ATED Turkish Towel Rag. A Rub-Down .......... Thos. S. Allen Feeding the Kitty, Rag One-Step........... George L. Cobb Piano Salad. . . i ’ .v..George L. Cobb
Drifting Mo Frank H. G Dream Memories . Walter Rolfe Dust ’Em 0! y Y . 4 ol oy
Odalisque D Frank H. Grey ‘ ream T George L. Cobb L B o s o i v .. George.L. Cobb Toddle Top Rag ..... s ssse e . Norman Leigh Fussin’ Around. oW, € Tsel
Love Lessoits George L. Cobb | Blue SunthAe. o SRR i e Persian Lamb Rag. A Pepperette . .. Percy Wenrich Pussy Foot. Iiccentric Rag... .. Robert Hoffman Aggravation Rag. . George L. Cobb
Silv’ry Shadows Gaston Borch ‘ Chain of Daisies “* Frank H.Grey Lazy Luke. A Raggy Drag. .. Geo. J. Philpot Sandy River Rag.......... e Thos. S. Allen ikuyu. .. Frank H. Grey
Night of Love Walter Rolfe | Jewels Rare ¢ N All-of-a Twist o - rank E. Hersom Russian Pony Rag. A Syncopated Prance ... Don Ramsay Rubber Plant Rag (feorge L. ('obb
Pl i e s Cracked Ice Rag snisites swomtwsana ey oL« Cobl Zamparite . ,..ocivawii v T M. L. Lake Slim Pickin’s . Wm. C. Isel
KUMBER | NUMBER 4 NUMBER 5 i Meteor Rag.............. civevveeee Arthur €. Morse African Smile. . . . Paul Eno Virginia Creeper Mae Davis
m q Leo Gordon
Bacelona Beauter...... Bk i | El g o B I o T S S Giarge L o
illa, i Narmis Leigh Ul Fous i Gerald Frazee Sons du Ruisseau .. Frank H. Grey
Under the Spell.. Lhos. 5, 4 e Blllhe:?meDS;r'alns Walter Rolfe Delectation . ... .. s e Walter Rolfe
Mist of Memory (i";',:’l’;)’{,"l(( ';'}”f l?lr:uar“:;lemoc:,hnx . +...George L. Cobb Jacqueline B : Arthur €. Morse SCHO TTISCHES AND CAPRICES
Smiles and Frowns.. ' S — —- NUMBER 1 NUMBER 2 NUMBER 3
—_— NUMBER 8 Four Little Blackberries. ............. Lawrence B.0'Connor Dance of the Lunatics. An Idiotic Rave. ... Thos. S. Allen Four Little Cocoanuts, Schottische. . Lawrence B. 0'Connor
NUMBER 6 NUMBER 7 Thos. §. Allen Barn Dance (Bunnies (:uu,bol)‘ Ned West Sun-Rays. Characteristic Dance. . . . Arthur C. Morse Hey! Mister Joshua. Medley Schottische. . Lester W. Keith
. . Waller Rolfe Sweet Musions. .. sossisassunessioa swons Thos. S. Allen Youth and You oo o i e 1[“”1;';1 i i Fairy Fllﬂahom. Dance Caprice .. Victor (. Boehnlein Dickey Dance. Caprice Humoresque. .. ...Geo. L. Lansing Dancing Goddess. Caprice 7 R. E. Hildreth
Ebbing Tide ......... Lester W. Keith Beauty’s Dream. . Lester W. Keith Belles of Seville......... & u('o’ 2 ,A e Venetian BE!"U:- Caprice. .. .. Waller Rolfe Fanchette, Tambourine Dance .....R. E. Hildreth Four Little Pipers. Schottische. Lawrence B. O'Connor
The Dreamer. . ... . 5 OB W 4 R. E. Hildreth Lady of the Lake ) R0 6.0 3 Frog Frolics. Schottische .R. E. Hildreth Chicken Pickin’s, Dance Deseriptive. .. Thos.S. Allen Red Ear. Barn Dance Arthur C'. Morse
RD:in of E?“l' Walter “‘(‘l!i(;[(:rhl:"::[(/’ll’ E:s;:l:‘;( Love’ George L. ('o[lr!/ %ove.'l'y;ml_";_ i s e v Bernisne (’.I(ulx(tw;;'ly:/’: !A)lnce 0fh|heFlMorning (Glor .l"ranl})va;:un Dance of the Peacocks. Caprice ............ Wm. Baines Southern Pastimes. Schottische J. W. Wheeler
eam Kisses ey ; z N Walter Rolfe ansies for Thought... ... e oo L ) mong the Flowers, Caprice.................. aul Eno Jack in the Box. Character Dance .. ...... .. Thes.S. Allen Darkey’s Dream. Barn Dance vovvv. Geo. L. Lansin
; / Perfume of the Violet Y J v
Merry Madness .. Thos. S. Allen -
) R10 NUMBER 11 _
NUMBER S NUMBE Walter Rolfe | Crystal Currents..... i § Walter Rolfe
B Bl ool | BRI TR, Hilddi | Barbary - Gomye . Cl CHARACTERISTIC AND DESCRIPTIVE
+....Theo. 0. Tauber T || B RS croneee BB 4 : Wm. Arnold
g:;?l':l‘!"cf:;dnu o cvveeon Waller Rolfe R"el-d lh'e Roney o :5(:’551; Iﬁtm/ %\‘le::l:ling"llllw‘w O Bernisne . Clements . NUMBER 1 NUMBER 2
SunsetinEden.............c....ccoo.oo.o..John T. Hall M“"""KIK;“’ o ST Weidt | At the Matines. . Raymond Howe Big Ben. Descriptive...................... Thos.S. Allen | Potato-Bug Parade. An Aroostook Episode. .. George L. Cobb
Luella..........cooonvnn ) AT Weadt Queen of Roses . e l%{nnd Dlar;a'jgl;doonhght on the Suwanee). . .. (Leo Fr‘liedcmabg I(éol(':[il'm. Descriptive March...............Thos. S. Allen
T L | e e . George L. Co 'r-Choo!!!. .. st > s .. John @, Lais
Dance of the Skeletons. Descriptive .Thos. S. Allen | Grandfather's Clock. Descriptive.......... Louis (Ll('usl[e
Farmer Bungtown, March Humoresque Fred Luscomb | Baboon Bounce, Rag-Step Intermezzo. .. George L. Cobb
Near-Beer (How Dry [ Am!) .. ..... (. del Castillo | Happy Hayseed. Characteristic March. . .. Walter Rolfe
Hoop-e-Kack, Rag Novelty. . hos. S. Allen | Dixie Rube, Characteristic March.......... Thos, S. Allen
NUMBER 3 NUMBER 4 NUMBER 5
: Ic :
J ACOB S 1 N CIDENTAL MUS Classic Seri y."l::'! ﬂaiha WIllginB 'D't"“' ----------------- G‘g’ﬂ” L~[ %J’i'" Parade of the Puppets. Marche Comique. ... .. Walter Rolfe ](’;hoh‘"wl’.lkt' I‘]gcrltqictN(l\'clty ........... Ge(«;rge L»}? ﬂ};b
. . iy v > assic Series sha’s Blues, Descriptive, ................. eorge Hahn : B E.Hi asha’s Party. Descriptive. ... ...George Hahn
A Practical Series of Dramatic Music for Motion Pictures, b Harry Norton ‘ o M S Baniv ki Spuds. March Novelty. .. .Lawrence B. 0'Connor é::‘l;E;:;:' g};}wnf;lft. [t)'“'“lc\'(l' i {i l;éh[[;l;;’h White Crow, March Oddity................... Paul Eno
b 50 cents net Volume 2 (Twelve Numb .zs).............. 50 cents net | 21 Excerpts from the O asters .......... at Tangoing Turk. .. ........oovverivnnns, George L. Cobb P i UBIAUVEEIRG M » ol Pokey Pete, Characteristic March. . J. W, Lerman
Volume 1 (Twelve Numbers)................ Kentucky Wedding Knot. A W.Turner | BeanClub Musings............................ Paul Eno | Starland. Intermezao . Lawrence B. 0'Connor
Toy Poodles. . ........ .. George L. C'obb Tehama. Intermezzo Romantique. ... ... .Chauncey Haines Step Lively.......... .. Thos. 8. Allen
Bucking Broncho........... Fiepails Robert A. Hellard Pasha’s Lullaby, Descriptive................ George Hahn Hop Loo. Chinese Novelty. . . Frank E. Hersom
Photo-Play Pianists: “Fox Trots and Blues” are recommended for Jazz and Cabaret Sceaes; “Common-Time Marches” for Parades, News Pictorial and Mi!-
oto-Pla: : A 5 TRieE ] WAL ‘ . s . . " " «“, "
U “ . “Dance Waltzes” for Ballroom, Conventional Scenes and Neutral Fillers. Photo-Play Pianists: “Oriental, Spanish and Indian” is recommended for Racial and National Atmosphere; “Galops” for Chases and Races; “One-Steps” for
i:ry Tactics; “Dan h s - - ; L L SO e = A
. : Comedy, Western and Comic Hurry; “Rags” for Comedy, Acrobatic and Qther Lively Scenes; “Schottisches and Caprices” for Frivolity and Flirtations; “Chars
d and Orch Send f y
; bers in the “Jacobs’ Piano Folios” are published separately for both Band and Orchestra. Send for cay ey 3
Band and Orchestra Leaders: Practically all the numbers in the “Jacobs’ F (Printed in U, S. A.) acteristic and Descriptive” for Rural, Grotesque and Lively Comedy.
the catalog that interests you. Band and Orchestra Leaders: Practically all the numbers in the “Jacobs' Piano Folios” are published separately for both Band and Orchestra. Send for o
the catalog that interests you. : (Printed in U. S. A.)




JACOBS P1aNO FOLIOS

Pnblished by

59 Volumes

Wolter Jacol)s, Inc.

Boston. N(asa., U.S.A.

NUMBER 2

Cupid Enters, Idyl d’Amour

In Dreainy Dells. A Fairy Fantasy
Zulaiklia, Egyptian Dance. .

In a Tea Garden. Javanese Idyl.
Danse Moderne. ................. .
Palish Festal. Dance Joyous

For Her. Romance. . ...

Frank E. Herscm
H

l‘rh‘

Norman I e h
. Frank E. H
Norman Lei h

CONCERT MISCELLANY

NUMBER 1
.. Norman Leigh
Frank E. Hersom
....... Gasten Birch
. Normn Leigh
Walter Rolfe
Niorman Leigh
George L. Cobb

Meditation. .. .. ..
Pastorale Ecossaise’
Scandinavian Dance
Chansonette. .. ..

Rustic Twilight, Reverie.
Shadowgraphs. Scenes des Silhouettes
Memoirs

NUMBER 3
L iia, Arabian Dance. ..
Rustic Dance. ..
Roman Revels. Tarantella

R. S. Steught.n
Norman Leigh
.. Gerald Frazee

Mimi. Danse des Grisettes .. Nurman Leigh
Chant Sans Paroles, ... Nerman Leioh
Nakhla. ..R. 8. Stounht.n

Algerian Dance
Ibcriin Serenade .

..... Norman Leigh

th price

Fifty Cents

Eacll BOOl(

NUMBER 4

Ma Mie. Chanson d'Amour
Nippon Beauties. Oriental Dance
My Senorita. A Moonlight Serenadc
Mi Amada. Danza de la Manola
Around the Sundial. Capriccio
Zumurrud, Egyptian Dance

By an Old Mill Stream . ..

Norman Leigh
..Frank E. Hersom
Frank E. Hersom
Norman Leigh

L. G. del Castillo
R. S. Stoughton
Norman Leigh

NUMBER 1
Sleepy Hollow, Idyll Thes. 8. Allen
Enchanted Moments. hhll (l Amour. . Bernisne G. Clements
Glowing Embers, Tone Poem . . H. Howard Cheney
After-Glow. Tone Picture Gearge L. ('obb
Fireside Thoughts, Reverie . Gerald Frazee
Drift and Dream. Romance ..R. E. Hildreth

TONE-POEMS AND REVERIES
NUMBER 2

Romance of a Rose. Reverie
A Jeanette. Chanson d'Amour
Tendre Ameur. Serenade
Soul of the Violet. Romance.
Golden Dawn. Tone Picture
On the Sky Line. Tone Picture

. Lawrence B.0'Connor
.. Norman Leigh
Bernisne G. Clements
Harry L. Alford
Georne L. Cobb

.. Walter Rolfe

NUMBER 3

A Marionette’s Romarice. .

L'Ermite. Meditation

Danse Gracieuse

Indifference. Characteristic Morceau

Venetian Romance. Barcarole .

Moments by the Brook. Idyl ...
emories of Home. Rc\m(

.. Norman Leigh

... R. Gruenwald
Norman Leigh
Walter  Rolfe
....R.E. Hildreth
Frank E. Hersom
Elizabeth Strong

Beautiful Visions. Reverie. Elizabeth Strong La Petite Etrangere. Valse Lento ..P.B. Metcalf | Shepherd Lullaby. Reverie. .. Eduard Holst
BALLETS AND CONCERT WALTZES
NUMBER 1 NUMBER 2 NUMBER 3
Nymphs of the Nile. Air de Ballet Frank E. Hersom Nature’s Mirror. Valse Classique.. . Bernisne G. Clements Louisiana Nights. Valse Creole. .R. S. Stoughton
Myriad Dancer, Valse Ballet ......Thos.S. Allen Meditation, Valse Poetique................ Gerald Frazee Valse Courante. .. Norman Leigh
Love Notes. Valse Frank E. Hersom Midsummer Fancies. Valse Novelette ..Frank H. Grey Swinging with Cupn:l "Valse Ballet Frank E. Hersom
Flight of the Birds, Ballet W.M. Rice Relaxation. Valse...................... Frank E.Hersom Temple Danzer, Valse Orientale Norman Leigh

Norman Leigh
Bernisne G. Clements

Saida. Valse Exotique
Butterflies. Morceau Mignon

Fire-Fly and the Star. Scene de Ballet
Three Nymphs. Danse Classique

. Norman Leigh
..George L. Cobb

Sighing Surf. Valse Classique. Bernisne G. Clements
Solaret, ValggBallet:. . iovvovvwirvunin v Thas. S. Allen

NUMBER 1

Flickering Firelight. Shadow Dance
eam. Morceau Characteristique. . P. Hans Flath

ummer
Expectancy. Novelette

Woodland Fancies. Intermezzo Characteristique Clements
Dance of the Pussy Willows . ...

The Chirpers. Morceau C! Imraclmmquc
Milady Dainty. Intermezzo Gavotte.........

NUMBER 3

Love and Laughter, Pizzicato . George L. Cobb

NOVELETTES

Arthur A. Penn
Masidora.
Norman Leigh

Frank Wegman
Chas. Frank

NUMBER 4
Fancies. Novelette........................ George L. Cobb

NUMBER 2

The Faun. Dange..........
Idyl d'Amour. ... ......
In a Shady Nook. Tete-a-Tete

Purple Twilight. Novelette. ’
Dream of Spring.  Morceau Charac I'lﬂth\]L ]’ Hans Flath
Briar and Heather. Novelette
. Gerald Frazee | Miss Innocence. Novelette......... .

.............. George L. Cabb

... Norman Leigh
R. E. Hildreth
Bernisne (. Clements

..L. G. del Castillo
C. Fred'k Clark

NUMBER 5

June Moon. Novelette................... Bernard Fenton

Flittering Moths. Danse Caprice . Norman Leigh Glad Days. Novelette . Harry L. Alford Spring Zephyrs. Novelette. .L. G. del Castillo
Drift-Wood. Novelette Gearyc L. Cobb Little Coquette. Morceau Charmm'lsthm I’ Hans Flath Pearl of the Pyrenees. S,mmsh Intermezzo. .. .Chas. Frank
Confetti. Carnival Polka John Carver Alden Doll Days. Novelette. ..George L. Cobb Carnival Revels. Dance. .. . (uorue L. Cobb
Rainbows. Novelette. .. Bernard Fenton The Magician. Gavotte............ _Van L. Frrrand Moment Gai. . ... ... Norman Leigh
Breakfast for Two. Entr' Acte . Norman Leigh Viscayan Belle. Serenade Flhpmu e Paul Eno Young April. Novelette. ....George L. Cobb
Two Lovers. Novelette P. Hans Flath Old Sewing Circle, Novelette............ Jesse M. Winne Moenbeams. Novelette.................... George L. Cobb
SIX-EIGHT MARCHES
NUMBER 1 NUMBER 2

Our DRCLOr, ;i ivvicioiinesonionmnunmnns F. E. Bigelow | Soul of the Nation........................... (George Hahn

The Periscope.,................... .oo...Thos. 8. Allen | Fighting Strength. .. ... .. ....Thos. 8. Allen

American Ace. ... s B s s R. E. Hildreth | The Indomitable. . . ..James M. Fulton

Stand By!......... o .Gerald Frazee | Iron Trail.......... . Ernest Smith

Over the Top. ..... SN Sl ... H.J.Crosby | Starry Jack....... ".'R.E. Hildreth

The Idolizers. .. .. W. A. Corey | Cradie of Liberty. . ... Alfred E. Joy

The Aviator _James M. Fulten | Excursion Party. . .. Raymond Howe

NUMBER 3 NUMBER 4 . NUMBER 5

1317 1. [0 Ve i S oy F. E, Biglow | ’'Cross the Rockies e o Arthur C. Morse | BrassButtons............................. George L. Cobb
New Arrival. . . Anthony 8. Brazil Gay Gallant................................ Walter Rolfe Jolly an’plniom.. .. AL Stevens
K.of P.... <.....Ernest 8. Williams | Guest of Honor. .. Bdwin F. Kendolt | Solumbivs Call... ; BvbA U
The Get-Away............................ George L. Cobb The Marconigram. .. Thos. S. Allen T:u'e .hlu: s S y 'C{“,a ‘D X af":;g
The Breakers. .. ... ... : ..John H. Bronson Navy Frolic. ... ...George Hahn Merry Ml "'R.E. Hildreth
Army Frolic. .. ............ S George Hahn | High Brows.. .George L. Cobb | The Assembly . ... Paul Eno
Monstrat Viam. ... ....................... Alfred E. Joy Sporty Maid. . ...............ooooie e Walter Rolfe Horse Marines. ... ........................ Thos. S. Allen

Photo-Play Planuta “Concert Miscellany” is rec
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Reverie and Pathos; *

ded for Classic Scenes of Dignity and Poise; “Tone-Poems and Reveries” for Scenes of Romance,
‘Ballets and Concert Waltzes” for the Ballroom, Classic Dance and Reception; “Novelettes” for Neutral Scenes, Filling-In and Cheerful
Situations; “Six-Eight Marches” for Parades, News Pictorial and Military Tactics.

Band and Orchestra Leaders: Practically all the numbers in the “Jacobs’ Piano Folios” are published separately for both Band and Orchestra. Send for
the catalcg that interests you. i

(Printed in U. !
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for

School Orchestra

and other

Young Instrumental Ensembles

11 Melodious Numbers with Parts for 47 Instruments

The part for each instrument is on a
* Parts on same page b..tseparate staffs.

1st Violin
Violin Obligato

2d Violin Obligato and
2d Violin (Acc.)*

3d Violin Obligato and
3d Violin (Acc.)*

Viola Obligato and
Viola (Acc.)*

'Cello

Bass dnd
Ep Tubat

Flute )
1st Clarinet in Bp

2d Clarinet and
3d Clarinet in Bpt

Price for Each Book 30c net.

in 28 Separate Books

INSTRUMENTATION

Oboe,
Soprano Saxophone in C
and Bbh Soprano Saxo-
phone*

Eb Alto Saxophone and
Ist C Tenor Saxophone
or 1st Tenor Banjo*

Bp Tenor Saxophone and
. 2d C Tenor Saxophone
or 2d Tenor Banjo*

Bassoon and
Eb Baritone Saxophone*

1st Cornet in Bp

2d Cornet and
3d Cornet in Bp

Horns in F and
Altos in Ep*

separate page except in the boo%s marked * or t.
t Parts on same page and same staff,

Trombone (Bass Clef) and
Baritone (Bass Clef)

Trombone (Treble Clef) and
Baritone (Treble Clef)f

Bb Bass (Treble Clef) and
BB Bass (Treble Clef) t

Drums

1st Mandolin

2d Mandolin

Tenor Mandola or
Tencr Banjo and
3d Mandolin f

Mando-Cello

Plectrum Banjo Obligato
(C Notatjon)

Guitar Acc.

Piano Accompaniment (Melody Cued In)

Piano Acc. 60c net.

Canadian Price: Each Book 35¢ net; Piano Acc. 70c net.

All numbers in this Folio are also published separately.
Small Orchestra and Piano 50c; Full Orchestra and Piano 75c.
EXTRA PARTS: First Mandolin 20c;

The net prices of each piece are:

Piano Acc. 15¢;" All other parts 10c each.

Walter Jacobs, Ine., Boston, Mass.

Puhllsh(rq of “NC-4," “Our Dm,uor," “National Emblem'’

(Printed in U. S.
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They are
“back numbers”’

in only one sense

12 Complete
“Back Issues”

(Jan. 1922 to Dec. 1922)

of

Melody

containing

48 Piano Solos

of Melody’s Usual Standard

To immediately secure a varied
library of piano solos and an
abundance of diversified musical
reading matter

forward at once

$1.00

All orders sent postpaid

Walter Jacobs, Inc.

8 Bosworth . Boston, Mass.

T ———

MELODY

Music Mart Meanderings

4

ES, it's got into music, and “Since Ma
Y Is Playing Mah Jong” has got into the

big-time acts in vaudeville. It's the
newest comedy song of M. Witmark & Sons
that is being featured by such individuals
and teams as Belle Baker, Frank Devoe, Rae
Samuels, Constance Evans, George Wilson,
Stillwell & Fraser, Thomas & Harris, Davis
& Hoppe, and Leona Hall's Revue.

Who said it wasn't time for blue birds?
The Clarence Williams catalog has a “Blue
Bird Blues” already recorded by the Victor
and scheduled for early release on most of
the mechanicals, It's the same with “West
Indies Blues” from the same house that also
is said to be a “bird.”

The latest comedy song which has gained
a wide-spread popularity almest over night
(pussy cat time) wants to know “What
Does the Pussy Cat Mean when She Says
Me-ow?” The one who can answer that also
can tell why after its first broadeasting it
Is being sung and whistled broadcast. No,
you can't find out anything from publisher
or composer, because at present their iden-
tity 18 as much hidden as that of a cat in
the dark, which is some hidden. Off-hand,
we'd say it depended on the inflection of the
“Me-ow,” which with this cat seems to have
a musical “purr.”

“Promise Me Everything, Never Get
Anything Blues,” as first recorded by Gus
Van of the Van & Schenck combination for
the Columbia New Process discs, gives good
promise of going over big. The title is mis-
leading, however, for you do get De Koven's
famous old song of “Oh Promise Me” inter-
polated by him in his opera, “Robin Hood,”
which is introduced in this new song, and
that's something. Billy Murray and Aileen
Stanley made the Victor record, Margaret
Young sang it for the Brumswick, and the
A. J. Stasney Music Company are staking
anything and everything on its proving to
be one of their big publications.

“Someday,” ‘“‘Sweetheart” and “Mobilé
Blues” are present catalog feature numbers
of Melrose Bros., music publishers of Chica-
go. This firm is making arrangements to
open a New York office in the near future,

What are “International Song Favorites”?
Jack Mills, Inc., consider them to be such
songs as “O Sole Mio,” “Aloa Oe,” “Eili
Eili,” “La Golandrina,” “Song of In-
dia,” “Souvenir,” “Cielito Lindo,” “Humor-
esque,” “Good-bye” and others, which have
been included +in the new Mills edition of
International Song Favorites.

Here's a hot one—“Hot Toes, Hot Feetf
Hot Shoes.” It came welling up from the
collaborating fount of Norman Vause and
Henry Welling, and has been accepted by
the Harry Von Tilzer Music Publishing Com-
pany. It hasn't a darn thing to do with
corns or bunions, but is said to be all to the
corn and some bun that’s started off at a
hot pace. It was gerved up in manuscript
form to Roscoe Ails and Kate Pullman of
the Roscoe Ails Revue, who are serving it
hot in their act.

\

“Radio Girls,” “Turn on Your Radio,”
“Listen in Virginia,” “Twilight on the

(Continued on Page 22)

Get Axel Christensen’s Novelty Plano Solos
and Pianologues on Okey and Paramount
Phonograph Records—W, S, Piano Rolls—or
Sheet Music—from your dealer,

ANYONE CAN LEARN

RAGTIME
=JAZZ

PIANO PLAYING

We teach adult be-
ginners
IN 20 LESSONS
The simplest and
most instructive
course of music les-
sons ever written for
beginners,
Advanced course for
players, Our schools are
under the personal super-
vision of Axel Christen-
sen, Vaudeville’s ““Czar of
agtime,”
Christensen School
of Popular Musle
Write for Free
Booklet
Get-the Christensen

Instruction Books

PIANISTS WANTED

To represent us in unoccupied cities.
Write for attractive proposition.
CHRISTENSEN SCHOOL OF
POPULAR MUSIC
Suite*420, 20 E. Jackson B,
CHICAGO, ILL.

WANTED

Teachers and Schools
To Represent the

WINN ﬁ‘lETHOD

POPULAR MUSIC
RAG-JAZZ-BLUES

PIANO PLAYING
Winn's How to Play Popular
Music 75c¢.

Winn's How to Play Ragtime 75c.

Winn's How to Play Jazz and
Blues B50c.

Winn’s Chord and Jazz Book For
all Stringed Instruments 75c.

At all Music Stores or Mailed
on receipt of price

Winn School of Popular Music

34th Street at Broadway, New York

—

C1B614103

:’Qi‘"‘n Io

SUBSCRIPTION
$1.50 Per Year
CANADIAN - $1.75
FOREIGN - $2.00
SINGLE COPY .15

To Subscribers:

Remittances should be
made by post office or ex-
;‘rcss money ﬂl’(l(‘f, reg-
istered letter or draft on
New York.

When change of address
i§ desired, the old address
should be given as well as
the new, and notice must be
received atleast two weeks

Myron V. Freese, Editor
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A Monthly Magazine for Lovers of Po‘pular Music

Published by Walter:Jacobs, Inc., 8 Bosworth Street, Boston, Mass.
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On application a diagram
showing the exact cost of
allspace will be forwarded
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Professional Musicians and Radio Operating

Boston Union Puts Ban On Free Broadcasting

ONTINGENT upon the rapidity with which radio
C broadeasting is asserting its place in musie economics,

a pertinent point has been slowly and steadily forcing
itself . upon the attention of professional musicians every-
where. The point in question, and one perhaps wholly un-
foreseen before radio began to prove itself a practical factor
in musical entertainment instead of a toy for amusement, is
purely a commereial one which hears on the economic effect of
the playing by professionals of programs that are broadcasted
free. This point now has assumed such proportions that the
American Federation of Musicians and its local divisions are
making a determined effort to end the practice of playing for
radio, at least not without proper compensation.

New Law or Bosron UnIoN

IFollowing the action of the Chicago Union, which forbids
any of its members to play for any radio performance, the
Boston body has also issued its fiat. Up to the moment of this
present action by their Local, Union musicians of Greater
Boston have heen gratuitously entertaining untold numbers
of listeners-in at the radio, but the ultimatum has gone forth
that hereafter all Union players must receive compensation
for their work. As a consequence, the new law that is now
embodied in the Constitution and By-laws of the Boston
Musicians’ Protective Association may result in all manage-
ments of hotels, ballrooms and other places (wherein con-
certs played by members of the Boston Union have been
broadcasted free) being called upon hereafter to pay perhaps
double or treble the wage of these musician players. Rela-
tive to this action taken by the Boston Local, the Boston Post
of March 31st printed :

Similar action has been taken in other cities, and it has been
rumored for some weeks past that the majority of the unions
throughout the country would probably await some action by their
national convention in May for radio legislation and guidance. It
became known yesterday, however, that the Boston local had al-
ready acted upon the matter and was preparing to enforce regu-

lations that members of the executive board deem necessary to pro-
tect the interests of its members.

COMPLAINT OF ABUSES

The decisive action here in Boston was brought about through
complaints made by members alleging that some of them are being
overworked, while others are losing contract jobs as the result of
broadcasting tactics being pursued in some instances, where union

musicians are being used on one job to keep other union members
idle.

According to a member of the executive board, it is alleged that
recently a hotel of this city broadcasted a concert from its ball
room to furnish music for a dance at Brighton. He admitted that
while this is not a general practice, it has been occurring to such
an extent that the local found it necessary to adopt these measures
for the protection of its members.

This matter of paying musicians for broadcasting work will, it
is said, be one of the most important matters to come before the
national convention, which will open at Colorado Springs on May 2.
The Boston local will be represented at this convention by Carl
Gardner, president; William Barrington Sargent and Thomas H.
Finigan, executive board members,

A Worwp SiruaTION

There is no dodging the fact that the entire music world
is affected by the present radio sitnation. Some of those who
have studied into the matter claim that eventually thousands
of professional musicians will be out of employment if the
present practice is persisted in of broadcasting music free by
radio. Moreover, in so far as we know, the radio as yet does
not pay fees to musician performers, amateur or professional.

It was printed in the theatrical paper, Variety, that at a
recent Fritz Kreisler concert in Boston the advance sale of
tickets had passed the $3,000 mark when someone persuaded
Mr. Kreisler to permit the broadeasting of the concert. This
of course was duly announced by the public press, with the
almost immediate result that out of the $3,000 advance sale
of tickets $1,500 worth was cancelled, people who thus can-
celled their orders evidently preferring to remain at home
and listen-in at the radio without cost of tickets. If all that
be true, as Variety states, then small wonder indeed that pro-
fessional instrumentalists have cause to be disturbed over the
present situation. And would it not be the same with
vocalists ?

The Boston Post in a recent issue likewise stated that,
after paying $2,000 a day in salaries to the 90 instrumental-
ists and other attaches of the Sousa Band, the net profits to
his famous organization from a tour of thirty-three consecu-
tive weeks was $120,000. Agdin the question arises: What
would have been the result to the great bandmaster and his
artist musicians if the majority of ticket purchasers had re-
mained at home and relied upon the radio for hearing the
concerts?
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The Story of Ben Bernie

By A.C. K.

EN BERNIE admits having two ambitions in life—one
lufmg_v' the development to perfection plus (if such a con-
— dition is possible) of the syncopated band which bears
his name, the other to master the intricacies and mysteries of
1.h;n popular pastime, golf. That Bernie has attained the
first I a great measure I think even his contemporaries will
:uln‘m. while as for the second it can be said to his eredit thaf
he is one of the most rabid fans that ever dug up a green,
_ The facts set forth herewith were given out by Bernie dur
ing the course of an eighteen-hole contest, the pr}ncipals being
Bernie and Ted Lewis whose jazzical clowns, two-gallon hat
:1.11(1 flﬂlul'u:ll alpaca are familiar to theatergoers and syncopa-
fion fans. Fortunately, at least for the writer, the aforemen
tioned contest was staged in Bernie’s dressing rooms while
he was playing a vaudeville engagemenf in Chicago. As to
the outcome, well that’s another story, as Mr. Doolev would
sav, and this is the story of Ben Bernie: .

Ben Bernie was horn in' Bayonne, N, J. Tis father was 4
l‘iléll'k‘\llliﬂl. and though lacking. in knowledee of musical sub
Jeets was imbued with the spirit of sagacity to the extent that
when young Bernie’s mischievous appetite went unsatiated
and his facetious nature threatened the peace and harmony of
the f'!m\xi(lo the head of the family sentenced—the word is
3ernie’s—the boy to an extended course of violin instruction,

Bernie, then a boy of seven, aceepted paternal judgment
.illl(l went about the study of the violin, the ]wdzlgog_;ne of the
instrument in his case being a disciple of Paganini who drove
an auto truck by day and.ministered to the wants of ambi
fious students of the violin by night. Bernie, and it may he
imteresting to note here that Ben Bernie is a nom de phllmo.
his real patronymic being Boris Anzele, divided his time be-
t\\;vvn studying music and attending the common schools.
When he was thirteen he went to New York College where
h.n continued his studies with Frank Woelber, who tanght
him harmony, theory and counterpoint in addition to violin.

_At the age of fifteen yvoung Bernie made his debut in Car-
negie Hall, .the outstanding feature of the recital, at least as
'an' as Bermn was concerned, was the snapping of two strings.
[hus forced to draw on his resourcefulness Bernie met the
emergency and played the program despite the recalcitrant
strings, both of which insisted upon dropping down a half
tone during the remainder of the concert. Then came a
hreak in Bernie’s musical career, during which he took up the
study of civil engineering in the Cooper Union Tnstitu’to.
Later, however, he reverted to music and staged a minstrel

show for the school with which he was identified.
_ In the years following Bernie devoted some time to play-
ing the piano in Mareus Loew’s Gem Theater at Twenty-third
Strmliland Sixth Avenue, New York. Subsequentlv,'he be-
came identified with a trio which seems to have outlived its
usefulness as far as vaudeville was concerned after one week
of service. =
R Bernie then turned to the violin. He went on the road
!)Iaymg an engagement which extended over ten weeks. dur-
ing which time he visited many of the cities and towns (;n the
Mareus Loew circuit. He still nursed one of his earliest am-
hitions, which was, briefly, to become a formidable competitor
of Heifitz, Kreisler, et al., and to justify his claim to be in the
running he wore a flowing tie and his brow was topped off by
an imposing mane. His repertoire ranged from Bruch’s Con-
certo to Vieuxtemps’ Ziegunerweisen, »
~ Bernie’s career as a violinist in the varieties extended over
six years. He finally teamed up with Phil Baker, and gave

Schonemann

up the idea of a career in so far as hoping to become a violin
virtuoso was concerned, confining his efforts to fiddling, with
a humorous monologue added for variety. Later he did a
single for five years, during which time he visited every state

In 1921 Bernie accepted a position as musical director at
Reisenweber's Cafe, New York. It was here that he worked
out a plan to organize a jazz band, and later carried out sue-

BEN BErNIE

cessfully his ideas in forming a musical unit which has for
nva‘r‘l,\' three years been known as the Ben Bernie Orchestra.

In scoring popular numbers for orchestra there are
many faetm:s that contribute to the successtul presentation of
a song,”’ said Bernie. “‘I have always been partial to three-
part harmony. By this T mean one instrument carrying the
melody, supported by two other instruments. Such an ar-
rangement 1s most effective for legato numbers where a sort
of subdued rhythm predominates. A fine line should be
drawn in handling dreamy waltzes and fox trots where har-
mony plays such an important part. The opposite is true in
\\'m'kmg out the ““blue’” numbers, where the song is given on
the basis of every man for himself so long as he doesn’t de-
stroy the work of his fellow-musicians.

“Team work counts in the orchestra just as it does in a
foothall game or any highly specialized business. Every man
in the orchestra may have an idea that can be used effectively
in presenting a number. It is impossible to determine just
what characteristics or high spots in a song can be utilized to
a good advantage until it has been played over a half dozen
times. Some songs seem to possess a certain quality that just
naturally goes over; others must grow into popular favor
and then there are many that don’t go over and no amount 0!;
work will make them hits.”’ , '

(Continued on Page 21)
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Department for Photoplay Organists and Pianists

Conducted by Lloyd G. del Castillo

With this issue -of Meropy there comes to its publishers the
double pleasure of introducing to subscribers for the magazine, Mr.
Lloyd G. del Castillo as conductor of a new department which this
little editorial note precedes, while at the same time presenting
the first appearance of the department itself. As a contributing
aditor to The American Organist, as a man with no small expe-
rience in orchestra and band directing and a photoplay organist,
and as a composer of meritorious
numbers that have place in the cata-
logs of Walter Jacobs, Inc., and other
. publishers, the name of Mr. del Cas-
tillo should carry assurance to the
readers that Meropy has spared no
possible efforts in securing the best
man available to place at the head of
this department. His latest composi-
tion published by Walter Jacobs, Inc.,
appeared in the December (1922) is-
sue of the magazine.

The music career of Mr. del Castillo
began as an undergraduate at Har-
vard University when he conducted
that institution’s fifty-piece orchestra
for two years; was secretary of the
Harvard Musical Review, and direc-
tor-composer for the Pi Eta Club
shows. Following his graduation in
1914 with honors in music, he had
been on the road for two years as a
musical director when he was at-
tracted by the looming possibilities
for artistic achievement in the musi-
cal accompaniments to motion pic-
tures. Since  then he has been constantly affiliated with various
houses as organist or musical director, with the single exception of
a year and a half when he was bandmaster of the 302d F. A. Band
with the A. E. F. He is now principal organist at the New Fenway
Theatre in Boston, one of the newest of the 700 houses forming the
Famous Players chain of theatres.

Mrropy considers itself fortunate in having - been able to
secure, for the benefit of its reading constituency, a man of Mr.
del Castillo's recognized abilities to conduct this new department—
a department which not only is unique among music journals, but
which provides a long desired medium for the open discussion and
exchanging of ideas among theatre organists and pianists through-
out the country. Pleasant and hearty greetings to Mr. Lloyd G.
del Castillo!—M. V. F.

THERE are today something like 20,000 movie theatres

in the United States. Of these houses it is safe to say

that a clear majority use only pianists or organists to
accompany the pictures, most of them prevented by their
hours of employment and, in many cases, their isolated loca-
tion in small towns, from knowing anything of the specialised
technique of their professions save what they can pick up.
Tt is with some idea of helping these folk that this department
is instituted. T do not mean that the organists in the larger
cifies need be neglected. Even the best men in the business
will cease to be the hest when they begin to believe they have
nothine left to learn. But it is true that they have greater
facilities for improving their work than the rest. They are
more in touch with their colleagues, the musie publishers, the
trade journals and sources of information generally.

Orean and piano technique in the theatre is characterised
by three major functions—style, repertoire and interpretation
(i. e., picture fitting). Each of these presents its own prob-
lems, varying in different localities but fundamentally iden-
tical. Tt will be the aim of this department, therefore, to en-
deavor to throw light thereon by discussion, symposium,
(uestions and answers, and outside contributions. Solo num-
bers. slides. novelties, prologues, organ specifications, use of
soloists and other subjects of interest will also be taken up.
All questions addressed to the department will be answered,
and. if of sufficient importance, discussed at length.  Letters
will be reprinted in full or in part, according to the value of
the material,

The central idea of the whole department will be to weld
together this large family of theatre organists and pianists,
so that they may discuss each other’s problems and difficul-
ties and have the advantage of each other’s ideas. We hope
to conduct the column like an open forum, and perhaps fix
on some subject for each’ succeeding issue for discussion.
While we will not hesitate to give credit where it is due for
achievements and ideas, yet we feel that biographical sketches
and cuts can more appropriately be used in other columns of
MEeLopy, and that this department can more profitably be
confined to diseussion of actual problems of performance.

Unquestionably, the outstanding problem of the theatre
organist and pianist (this must stop; hereafter the pianists
may consider themselves included in the word organist) is
the actual fitting of pictures. Now the only proper way to
fit a picture is to preview it, but obviously that is out of the
question for the rank and file of organists. Furthermore, a
preview would be of limited value to most organists who had
not been trained by experience as orchestral eonductors to
know how to cue a picture. Such organists, therefore, pro-
vided they are not toe lazy to lay out music for a picture (of
this, more later), must depend on the published cue sheets.

(Cue sheets are far from ideal, for reasons which I shall
explain presently, but so far they are the best prop upon
which the organist can lean; not to depend on them is to re-
main entirely unprepared, and will result in ‘‘dribbling”
through a picture. Personally, T think that dribbling is the
most annoying habit an organist can develop. It reduces his
playing to a dead level of monotony. It stultifies his own
sense of dramatie imagination and fitness until he might just
as well be replaced by a mechanical roll-playing instrument.
Improvising is excellent when properly done in its place;
but its place is those dramatic passages in a picture which no
written music will properly synchronise. Adherence to the
cue sheet, on the other hand, develops the organist’s reper-
toire and reading ability at the same time. It gets him into
the habit of dividing a picture by its moods and changes of
atmosphere and action, and breaking the music with those
changes. It shows him how themes should be used, how
music is classified by mood, and how pictures are timed.

The objections to cue sheets are two. The first is that cue
sheets are made primarily for orchestra leaders, who are lim-
ited to a set rotation of numbers. They are therefore less
flexible than they need be for the organist’s use. By that I
mean that the organist is at liberty to use three or four
themes for different characters, to improvise when the action
requires, and to repeat numbers out of turn and use snatches
of them for flashbacks. So far he can adapt the cue sheet to
his own uses.

The second objection is more serious. It is that certain
of the eue sheets are made up simply as mediums for the ex-
ploitation of one publisher or another, and do not constitute
honest efforts to fit the pieture.  All the advice that can be
wiven the organist on this seore is fo learn to discriminate be-
fween these and the admirable work of men like Bradford
and Rapee. And even then the poorer type is far from value-
less. It will indicate approximately the type of music to be
used, and the spots in the picture requiring special music,
such as dance scenes, fights, and so-on.

Clearly the argument balances in favor of the cue sheet—
with reservations. The only distinction that is apparent is
that some players will be more dependent on it than others.
But even the best men may at times get valuable suggestions
from it, and the beginner will find it invaluable for its hints
on fitting, and its suggestions for repertoire.

!

s e —— J— .




|
I
|
z

8 MELODY

Modern Arrangers Are Synthetic Composers

By George Hahn

HE modern arranger is a synthetic composer. Time was
when he was a dealer in simple wares. He had a ‘“‘sys-
tem’’ which made no subtle demands upon his intel-.

leet and which did not assume that audiences were ever to
orow critical.  Hence, among the musical intelligentsia, the
ill.sounding  sobriquet of “‘kapellmeister music’’ gained
currency.

But the changing panorama of time has affected the
rhythmic nuances of the arranging proletariate and it is now
necessary to be a regular composer with an ability to cook up
fluent ideas to tack to the original composition.

The days when all that an orchestra arrangement of popu-
lar or semi-popular numbers had to consist of was the melody
oiven to the first violin and first cornet, the remaining instru-
ments hending the knee to & commonplace accompaniment
without especial interest to players and of no compelling in-
terest to the public, is not very far in the past. Tt did not
take much time or effort to produce such arrangements. They
beoame ‘standardized’’ long before the word became identi-
fied with modern industrial practice.

The most pronounced apostasy that the embryonic ar-
ranger of a past day permitted himself was to give the flute
florid ovrations once in a while. Some arrangers did it often,
so that flutists developed a heetie dislike toward them, not
thinkine it fair to e foreed to play three times as many notes
as the first fiddler.

The so-called ’cello .oblicato came into popularity grad-
nally. This device, forming more or less poignantly a
counter theme in the tenor, ot to be identified with the
seello. but as the counter theme was always eued to other in-
struments, its honeyed intervals were rarely missing when
snch a number was played by combinations not having the
‘eello.

The oblicato allowed the arranger to extend his own
originality and individuality into the arrancement.  Those
who could write fetehing obligatos gained in reputation.
Qome of them overdid it, writing an obligato into nearly
every bar, thus destroying opportunity for contrast and mak-
ino a sort of two-part harmony with an accompaniment, of
the entire piece. The artistic arrangers, however, did not
overload with oblizatos—they made them infrequent enough
to be effective.

The saxophones began to be impressed into some orches-
tras and especially dance orchestras, creating new difficulties
but addine to the artistic possibilities. ~ Separate parts for
the saxophones did not exist at first, and the alto sax was
played from the ’cello obligato parts, as every musician
knows. This was done by reading in the treble elef and
blowing an octave lower, changing keys according to easily
learned rules. But the B-flat instruments had no such lucek,
and transposition was necessary. '

After the saxophones got into general use and demands
developed for arrangements with real parts for these instru-
ments, the arrangers naturally had to meet the demands.
How efficiently they have done so is known to every performer
of popular orchestra music, publishers of which were quicker
to feel the nublic pulse than those specializing in more sedate

music.  In fact, popular musie can well be taken as a model
in the publication of saxophone parts, as these instruments
usually are given either the melody or a specially assigned
part, two staves being used, the player using either at his
pleasure.

It was but a small step from this to the more ornate parts
given to these instruments in the specially prepared scores
which have become so popular in the repertory of top-notch
orchestras and which most of the public hear through phono-
eraph records. Right here is where popular arranging has
taken a big step forward, for some of these more elaborate
scores have been printed, giving many first class organizations
away from the metropolitan centers an opportunity to see
how it is done.

Naturally, this rapid development of the arranger’s art
as applied to popular music has caused the old-style, one-
track kind of arranging to be side-tracked by virtually all
orchestra publishers, at least to a greater or less degree.
There has been an astonishing advance all along the line, and
stilted arrangements are not wanted because both orchestra
players and the public have been educated to demand more.
A good number with a stilted arrangement would have its
chances for success greatly lessened, while a poor number
with a good orchestra arrangement always has at least a
chance.

The business of “filling in’’ by various instruments, which
beean during the World War, has likewise instituted a new
style in popular music as played by our orchestras. Tike
nearly everything else that is new, it was at first sadly abused
and was one of the prime causes for the unchained jazz light-
ning that struck so many organizations during the war, due
to the fact that four or five instruments would attempt to
“H11 in’’ at the same time, without regard to harmony, nor
would the one player care what the other was doing.  The
result was a mixture that unquestionably was the nation’s
first taste of so-called jazz. Able musicians quickly took hold
of this sitnation and soon the ““filling in’’ began to be tamed
down to one instrument at a time, until today we have i
really being done artistically and according to rule. ~ This
is also a reason why the erstwhile blatant jazz has given way
to smoothly-flowing, heautifully voiced harmony and rhythm.
Tt was the arrangers and directors who took the raw jazz as
it came from New Orleans and -changed it into the aristo-
eratic variety that we have today. Tf jazz was the essence
of the noise we experienced in some popular types of music

“four or five years ago, then we have very little jazz left, as it

can be proved with anyone’s ears that noise minus reason is
virtually absent in our good orchestras of today.

To arrange music in the modern popular manner requires
a species of composing superimposed upon the original com-
position as produced by the writer of the melody and
harmony. There are so many gewgaws affixed to modern or-
chestrations of popular musie that the erstwhile twixt-dawn-
and-dusk arrangements are distinetly passé. These new kinds
of arrangements require thought and inventive gkill and they
have become so elaborate that one is forced to wonder wheth-
er further development is possible, and if it comes what di-
rection it will take.—From Jacobs’ Orchestra Monthly.

Art Kagsel and Vie Berton), “Before You

From the way in which it seems to stick
to everyone in memory and musical liking
it isn’t at all derogatory to call “Linger
Awhile” a “sticky” song that lingers a lot
longer than a while. It's a Leo Feist, Inc,
number with a good lyric set to a melody
not easily forgotten that backs up the Feist
slogan of “You Can't go Wrong with Any
Feist Song” Also, when used as a dance

number it has a rhythm that impels.
Others of this firm’s numbers that are
“Feisting” fast are “‘No' Means ‘Yes'” (a
fox trot by Harlan Thomson and Harry
Archer), “Half Past Ten” (Sop-Tim-Bom)
(Chinese novelty waltz by Neil Moret of
old “Hiawatha” fame), “Pileen” (fox trot
with sparkling Trish melody by Victor Ar-
den), “That Lullaby Strain” (fox trot by

Go” (fox trot with a snappy dance tune by
M. and John Schoenberger and Abe Ly-
man), “My Sweetie’s Sweeter Than That”
(a “Yum-Yum” fox trot by Koehler, Mur-
phy and Fiorito), and “Somewhere in the
World” (a John McCormack ballad by Nat
D. Ayer and arranged as a fox trot). Again
the slogan?
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Three Little Words

“I Love You”

Music by
FRANK H. GREY
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SERIES D-Excerpts from GRIEG
(1) A Ride at Night (2) At Thy Feet (3) Watchman's Song

Adapted and Arranged by
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Music and Its Sanity

By Frederic W. Burry

USIC expresses the spirit of the

age, and every era has its pass-

ing fashions, customs, habits--
all of which in due time and term are
ouftgrown, as everything is subject to
the eternal law of change. Everywhere
we see the reign of periodicity; the op-
position of forces, come and go, action
and reaction, and musie is pre-eminent-
ly the language of this cyclie principle
of rhythm,

For the last few years we have been
living in a state of hysteria—wars, pro-
hibitions, restrictions, fanatical theories
and crazy panaceas—truly, a mad
world !

A saner attitude is now appearing on
the mental horizon. The pendulum of
fate got caught somewhere in the
branches of the cosmic events. Some.
thing static in the aethers tied up the
natural steady flux of the life forces,
with naturally the consequent stagna-
tion and congestion and the aftermath of
disease.

But things are now showing signs of
balance and equilibrium; fears, suspi-
cions, frantic remedies, cures that are
worse than the disease, are being rele-
gated. Why, our physiological ecircula-
tion got into an impossible temper. Our
psychology became akin to sheer lunacy.

Singers were styled great because of
their inability to carry a tune—their
alleged dramatic ability being consid-
ered to more than offset their deficiency
in melody. The distinet aria was called
plebian. TLet us have something more
theatrie, more unreal—infinite musie,
futuristie, vague!

And the dances! Let them be more
bizarre, grotesque, unrhythmical—even
as the music was minus melody! Let
the people spend hours, days and nights
in everlasting antics midst sounds dis-
cordant, until the tensioned nerves fair-
ly ery out with pain!

But there is now, thank goodness, dis-
cerned a release from all this strain,
The screams are decrescending; the

movements and various visible and audi-
ble vibrations are approximating a sane
poise.

Some say it was all because they took
away beer! Well, causes are not so
easily. discovered, still, there are limits
to everything! And despite all the dire
prophecies of further disasters and cata-
clysms, everyone can now see a decided
tendency to a more normal condition in
the affairs of living—as also in the realm
of art,

Yes, we have no hankering after
strange cacophanies today! We are tired
of morbid amusements, enervating de-
liviums and mere effervescing thrills.
Caviar and champagne are not sufficient
nourishment. There must be something
to chew. N

Musie  that racks already tautened
nerves is surely unhealthy, to say the
least. It is what gives pleasure that
makes for life and beauty, peace and
sanity.

There have been monstrosities in the
kingdom of musie. True melody is not
exofic; it does not give you an opium
dream. . On the contrary, melody makes
for the life more abundant and tran-
scends ‘‘art for art’s sake,”” for real art
is'a means for some inspiring and prac-
tical end. Melody is divinely utili-
tarian !

This age calls for a practical psychol-
ogy, with fine arts that will aid towards
the goal of a righteous living on earth;
a life perhaps not quite empty of all
pain, but at least a life of hope, courage,
freedom and power.

We are learning to harness the fugi-
tive life forces. We are measuring
things, and though we are by no means
tied to hard-and-fast laws, music must
bend to discipline and follow the rules
of the road. Whatever developments of
melody and harmony the future may
bring must all be in line of evolution.
We stand on the shoulders of our for-
bears. We rear the new structures on
the foundations of the past.

21

What is worth while is immortal—
beyond the fictions of time and space;
the master is a citizen of the world and
is born of the eternal.

Music is the supreme expression of
genius. It is the ecrown of art. Life is
motion—vibration. The industrial arts
have their great inventors; we give due
homage to the captains in the fields of
industry, the kings who work in the me-
chanical arts. However, we speak of
musie and its sisters in the beautiful as
the fine arts.

Musice s<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>