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The Ditson School and
Community Band Series

The Ditson Leader’s Book—the KEY to the
Series. A complete text book and manual for
hand organizers, instructors and conductors.
17 chapters of information—40 half-tone illus-
trations. Full score for parts with piano ac-
companiment.  Every tool the leader needs at
hand for group instrumental training. — $1.50

STANLEIGH MALLOTTE

. Publix Featured Organist, now at Portland, Oregon
Twenty Educational Books—issued for the

individua! band instruments, including Violin 1
and 11, Viola, "Cello, Bass and French Horn.
EachBook . . . . . . . . . . 75

Victor Recordings of twenty-two numbers
from the Ditson School and Community Band
Series are now available for use with the Lead-
er's Book and Students” Books.  Ask your local
Victor Dealer about them, or write to the Oliver
Ditson Company for descriptive folder.

The Ditson Junior Band Books. Teacher's
manual and students” hooks—to be announced
next month.
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Is Our Paten

“Bunko”

If you have heard that our patent on metal
clarinets is worthless, that it is “sales talk” on our
part, or that it is meant to intimidate you from
buying other makes —
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The Aristocrat Model
406 Slide Trombone

This wonderful Trombone is our very latest creation.
It is an entirely new design from mouthpiece to bell.
It has a remarkable slide action, a beautiful tone and
is so easy to blow you hardly know you are playing. It
is a general purpose Trombone, equally adaptable to
band, orchestra or solo work. It has a medium bore
and is built in Bb, low pitch only. A beautiful silk
plush lined, center opening, solidly constructed case,
and all necessary accessories are included Free. You
simply cannot afford to be without this marvelous in-
strument. See your dealer today or write direct for
FREE trial offer. Easy payment terms on any Buescher

Aristocrats. If you want tone, unmatched in beauty, accuracy and available volume; if you

want action, free running and lightning fast, you’ll find it in the Aristocrat. Power, flexibil-

ity and instant response to your wishes, accurate intonation—every note even in quality and
positively in tune—these, too, are features of the new Aristocrat models.

No matter what your requirements may be, whether you are just a beginner wishing to learn to play
a Trumpet, Cornet or Trombone, or whether you are a skilled performer and want the latest, most
up-to-date instrument, a Buescher True-Tone Aristocrat will afford you easier playing and more
rapid progress. It will give you more speed—better tone—greater volume.

1

Own and play a NEW Buescher Aristocrat

3 beautiful new instruments, unrivalled
in fine craftsmanship

EVERY musical advantage a player can desire is offered in these new Buescher True-Tone

The Aristocrat Models
232 Trumpet and 260 Cornet

Completely new design and proportions give the Bues-
cher Aristocrat Trumpet new beauty of tone and faster
valve action. Adaptable to band, orchestra and solo
work. Medium bore, Bb with quick change to A.
Made in low pitch only. Be sure to try this Trumpet!
The Aristocrat Cornet also is new in design and propor-
tions. It has a unique, positive tuning device, op-
erated in &laylng position by the slightest touch of the
thlllmb. edium bore. Made in Bb and A, low pitch
only.

Aristocrat Trumpets and Cornets are equipped with new
shorter valves and Buescher non-tilting Duo-Cone
springs. They give you lighter, faster action. Ask your

these facts will interest you

In 1925 we produced a metal clarinet which differed in many
ways from instruments previously made; and in 1929 a patent
covering important features was granted.

Three months ago we offered in trade publications a reward of
$50.00 to the first person to show us a clarinet, proved to have
been made and brought into the United States before January 31,
1925, embodying the features covered by our patent; and $25.00
to the first person to show us a printed description, in existence
before January 31, 1925, of such a clarinet. Up to now

no one has claimed the reward

It is only logical then, to assume that there is no such clarinet,
and that on this point our patent is good. This means that al-
most every Boehm System metal clarinet being made today may
be an infringement. It is unlawful to manufacture, sell, or use
such instruments without our consent.

We shall take appropriate action at a time and place of our choosing.

-ég

" We build metal clarinets at prices for all purses

Silva-Bet, Boston Wonder, P. X. Laube & Madelon, Bettoney-made metal
clarinets incorporate the best of advanced ideas in clarinet-making,
the economy and practicability of mestal, with unequalled
accuracy of pitch and beauty of tone.

H &

INSIST THAT OUR PATENT NUMBER (U. S. PAT. 1705634)
IS ON ANY BOEHM SYSTEM METAL CLARINET YOU BUY.

Werite for copy of patent and price lists today

The Cundy-Bettoney Co.

JAMAICA PLAIN =— BOSTON, MASS.

instrument. ealer or write for further information. Case and acces-
sories FREE.
\ See these new Aristocrats at your dealer’s, or write direct
\ Buescher Band Instrument Company

N 5048 Buescher Block Elkhart, Indiana

cAROMIy

On Silver It’s

‘STERLING’
.+« .. .BUT

on Cymbals
K. ZILDJIAN

CONSTANTINOPLE

Whether it’s Silverware or Cymbals, the thoughtful buyer knows the
mark that identifies the best. In cymbals that mark is — and has
been for years—"K, ZILDJIAN & Cie, CONSTANTINOPLE.” Look
for it in your cymbal, stamped right into the metal. Realize what
it means! . . . It means that your cymbal came from the original
and only K. Zildjian manufactory . . . located in Constan-
tinople and operated continuously since 1623 by successive genera-
tions of the same ZILDJIAN family who own and operate it today . .
It means that your cymbal was made by the famous K. ZILDJIAN
secret formula discovered in 1623, and by the secret K. ZILDJIAN
manufacturing process as developed and improved by more than 300
years of study and experience. . . . It means that your cymbal is an
original and genuine ZILDJIAN, identical with those used in 95% of
the world’s greatest musical organizations. . . . Lookfor the stamp
of quality when you buy cymbals. Insist upon the genuine —
K. ZILDJIAN, CONSTANTINOPLE!

The Fred. Gretsch Mfg. Co.

Exclusive U. S. Distributors of K, ZILDJIAN Cymbals
60 Broadway, Brooklyn, N. Y.

Most good music stores stock genuine K. ZILD-
JIAN CONSTANTINOPLE CYMBALS. Butif
your dealer can’t supply them, WRITE US for
FREE Price-List and FREE TRIAL OFFER

Chromium plating is ever bright...non-tarnishing.

Chromium plating gives that ‘“new look” always.

Chromium plating is now the standard finish on

DEAGAN Instruments

Write for Catalog X,

J . Co Deagan lnc. 1772 Berteau Avenne

Established 1880 CHICAGO
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AN ORCHESTRA NOVELTY SENSATION

FROM COAST T0 COAST THE PUBLIC IS DEMANDING IT! — THE CRAZE OF DANCELAND ,'
A WORTHY SUCCESSOR TO THE FAMOUS "12TH STREET RAG"

7/;5 OUTSTANDING NOVELTY OF THE
DAY — A ROLLICKING COMBINATION
OF PULSATING RHY THM AND MELODY

_" S———

SINCE DANCE RECORDS HAVE BEEN RELEASED -

8Y THE PHONOGRAPH COMPANIES

"PICCOLO PETE”

A TORRENT OF HOT
SYNCOPATION — AN
AVALANCH OF SNAPPY
AND HUMOROUS MELODY

RECORDS NOW AVAILABLE
VICTOR

BY TED WEEMS

BRUNSWICK

BY THE JUMPING JACKS

COLUMBIA

BY HARRY RESER'S SYNCOPATOR.S

ALS0 OTHER RECORDS RELEASED By ALL
THE OTHER GOOD PHONOGRAPH COMPANIES

ANOTHER SENSATION BY
THE SAME WRITER

“BLAME IT ON
THE MOON”

IT CAPTIVATES EVERY DANCER
FOX TROT ORCHESTRATION
BY HEN MACOMBER,50¢

SUGGESTIONS FOR ENSEMBLE VOCAL CHORUS

Piccolo Pete

Notes written thus d are
to be played on Flageolet
or toy Flute and do not
necessarily have to be
played in tune.

Words & Masic
By
PHIL BAXTER
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SPECIAL ORCH. ARR. BY KEN MACOMBER — $1.00 BAND ARR. BY GEO. BRIEGEL — 50+¢
DANCE ORCHESTRKA ARR. BY ARCHIE BLEYER — 50¢
DON'T FAIL TO ORDER IT FOR YOUR L RY TODAY

J.W. JENKINS SONS' MUSIC CO.

KANSAS CITY, MISSOURI
PUBLISKERS OF THE FAMOUS "FOUNDAT!ON TO BAND PLAYING,” A BEGINNERS' BAND BOOK FOR ALL INSTRUMENTS
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S’I‘ANLEIGII MALLOTTE, the scholarly, albeit
genial looking young gentleman, whose picture appears
on this month’s MELoDY cover, is Publix’s latest gift to
the city of Portland, Oregon. That this gift is not with-
out value is evidenced by the encomiums bestowed upon
Stanleigh by Mr. David Piper, musical editor of the Ore-
gonian, and a gentleman of rare discrimination. Mr. Piper
writes as follows: “He gets more response from his audi-
ence than any two organists who have sat at the desk
before him. I have expressed the opinion that he is the
cleverest organist I have ever heard, and I have heard
Jesse Crawford.” And that, lads and lassies, constitutes a
real tribute to the ability of an organist, for it is no easy
matter to wring such superlatives from a member of the
hard-boiled Fourth Estate, a class who, with elevated
noses, usually pass up such matters as an organ solo with
cold disdain, or, at best, rate it along with the announce-
ments for coming attractions.

Mallotte has been with the Publix organization for some
four years, coming to Portland from the Olympian, at
Miami, Fla. Philadelphia is his home town. Literature is
his hobby, and his musical interests are not confined to the
organ, as he was a professional violinist before he fell for
the lure of the tibias.

Radio station KOIN broadcasts a daily program of his,
played on the big four-manual in the Portland theatre.
Mallotte’s ability and personality have won him many ad-
mirers in his brief stay at Portland, and all evidence points
to a record engagement for him at that show-shop.

—Denzel Piercy.

The HAYNES
CLARINET

A true Haynes product --- an in-
strument for artists » o

The acme of metal clarinet craftsmanship. In
size and shape the same as the best wooden clar-
inets, but one ounce lighter in weight than any
wooden clarinet on the market. Built of ster-
ling silver—two hard drawn seamless tubes, one
within the other, with an air space between.
(This provides the thermos feature which, with
the Haynes patented vents, makes it possible to
warm the entire instrument, from mouthpiece
to bell, easily, evenly, and almost instantly.)
Faultless in tone and intonation, with mecha-
nism light, strong, and delicately responsive as
only Haynes can make it.

tinctive Haynes creation. Send
us your name and address today!

[Lct us tell you more about this dis-]

WM. S.HAYNES COMPANY
135 Columbus Ave. ~ Boston, Mass.

New Standards
of Value

S CLEVELAND BAND INSTRUMENTS —a complete
The famous Cleveland Trumpet new line including Trumpets, Cornets, Trom-
an Derterin fstest valveaction — bones, Altos, Mellophones, French Horns, Baritones,
silver plated gold Basses, Sousaphones and Saxophones. Moderately
priced. Agents wanted. Send for Free Catalog.

b:slcl, complete in $61.50
CLEVELAND MUSICAL INSTRUMENT COMPANY
1454 East 53rd Street ‘“Clevelands Preferred”’ Cleveland, Ohio

Larry Funk Plays a Weymann

WHEN WJZ broadcasts his “Band of a Thousand
Melodies,” he is deluged with compliments on his
banjo playing.

Model 50
only
$5 0 “What make do you play? You're great” . . “tone

quality and carrying power are wonderful” . . . “it
sure rings out and you sure can play it” . .. “how
do you get that corking tone?” . . . “most pleasing,
accurate chord playing,” read a few of the letters com-
menting on one program.

Good professionals play Weymann Banjos, because they
are easier to play and have that thrilling, full, vibrant
tone. Our catalog—illustrating Weymann models from
$50 to $400 — shows why. derm Department K.

H.A-WEYMANN & SON,INC.

10th and Filbert Sts. Philadelphia, Pa.

Tenor, Mandolin-Banjo or Plectrum styles.
Price includes Keratol-covered, fleece-lined case.




In his epoch-making operas, Wagner
made unprecedented demands upon
the brass choir. These difficult pas-
sages ... of exquisite subtlety or
thunderous brilliance ... find rich,
sympathetic voicing through Tork In-
struments, “built in the footsteps of

the masters!"

%mf e
his vivid colors
need never fude

great master of tone. The rich
colorings of modern music for
orchestra and concert band . . .
colorings to express every mood
from unearthly gloom to pure,
transcendant joy . . . owe their
very existence to the practical un-
derstanding and matchless genius
of this great composer.
The year that saw the first per-
formance of “Parsifal” saw also

IN Wagner, music finds its first

Introduction of the valved
French Horn was a turning
point in Wagner's orchestra-
tion. Few American makers
boast of their French Horns;
but York proudly offers this
“double horn™ in F and Bb as
the equal of any horn made
today . . . a masterpiece,
worthy of the lips of the artist!
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the founding of the
House of York . . . de-
voted to the ideal of
creating brass instru-
ments equal to the de-
mands of the new music and the
higher technique it brought about.

How well has York succeeded?
Put this question to the artists of
America’s great symphony orches-
tras . . . men respected wherever
good musicians meet and talk,

They will tell you that York
Instruments are built with the
tonal qualities demanded in the
most critical circles . , . that York
Instruments possess the mechanical
features that bring casual grace
and finish to sparkling virtuoso
passages.

In short, that the House of
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York has gone as far as is humanly
possible to make the brass instru-
ment the true, eagerly responsive
servant of the artist's thought, The
entire line is one of balanced per-
fection!

And now . . . what of your own
work? Do you feel, at times, that
a better instrument would be an
inspiration? Would it make the
practice hour shorter and more
profitable? Would it, perhaps, be
the turning point for you?

Then — why not give yourself
the advantage of a York? No in-
vestment is required to make a
thorough test. Just ask the nearest
York dealer, or write us direct.
Your chosen instrument will be
placed in your hands for a gen-
erous trial,

YORK BAND INSTRUMENT COMPANY

Makers of GOOD BAND INSTRUMENTS Since 1882

Department 3229-M

Grand Rapids, Michigan

f
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Serioso Ma Poco Leggiermente

URING recent years there have been heard occa-
sional rumors of projected summer music schools, or
music colonies, conceived somewhat along the

general lines of the Chautauqua idea. Various reports
have been extant, most of them rather vague, but a few
more definite, even to the point of giving the name, location,
and personnel of the projectors. All of these rumors, pre-
sumably, had some foundation, but the only tangible de-
velopment is one that we all know about and delight in.
The National School Orchestra and Band Camp at Inter-
lochen — that great institution that is the fulfillment of Joe
Maddy’s dream — has introduced what it seems not over-
drawn to picture as a new era in our national life, in so far as
musical advancement is concerned.

The success of the Interlochen colony, and its significance
from the standpoint of music educators and music lovers
generally, apparently point all minds in one direction; the
“music camp” idea, thanks to the trail blazing of the Inter-
lochen promoters, is firmly fixed in the national conscious-
ness. Interlochen is truly an accepted national institution
— not yet as widely known or as firmly fixed as it will be
in another two years, but none the less established, not
alone as a national music camp, but as the symbol of an
American conception.

Popular opinion, as well as sound judgment of qualified
authorities in close touch with the determining factors,
evidences room, not to say need, for more than one summer
music colony of the Interlochen type. Already, there are
several privately maintained summer camps, with music
study as an important or major activity, and these have
contributed materially to public knowledge of, and favor
for, the happy method of combining vacation with musical
training. There will undoubtedly be more of these pri-
vate camps, but this writing is concerned only with the
extension of the cooperative camp idea.

Mr. Abbott, in his contribution on page 14, voices some
of the principal reasons that seem to warrant, if not
actually necessitate, the extension of the Interlochen idea.
Several camps of this kind, located at strategic points in
the various desirable resort and vacation playground sec-
tions of the country, would not only serve to provide the
benefits of the summer music camp and normal training
school experience to a greater number of students, instruc-
tors, and supervisors, but would also greatly stimulate the
further development of private music camps. At the
same time they would undoubtedly have the effect of estab-
lishing and maintaining educational and administrative
standards, with a resultant influence on public opinion and
good will that would prove of no inconsiderable benefit to
promoters of the private camps.

It is quite generally conceded that the constructive
influence of such enterprises as the National High School
Band and Orchestra, the extensive band and orchestra
contests, and the various “all-state” or “interstate” and
“sectional” orchestras and bands, has as much significance
in its effect on educators as in the actual achievements
of the students themselves. The new era, with its new
standards, has come so suddenly, and advances are so
abrupt, it is not to be wondered that the individual super-
visor or instructor, no matter where he is located, finds that
without personal contact with these great demonstrations
that are constantly setting the records of student music-
achievements higher and higher, it is difficult — even well-
nigh impossible — to readjust his own viewpoint, re-
establish his own standards, and keep pace with the new
methods.

Therefore, the more state and sectional school music
festivals, the better, not only because of the greater num-
ber of children afforded the privileges and benefits thereof,
but because of increased dissemination of the wholesome
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A Reminder

THE ARMY Band Leaders
Bill will no doubt come be-
fore Congress sometime after Jan-
uary first, probably with a hearing.
Readers who have followed this
page are fully aware of the pur-
poses and aims of the measure, and
those that agree with us as to the
fairness and justice of the band
leaders’ claims would do well to re-
member that an endorsement of the
bill from them to their congressmen
and senators will greatly help mat-
ters. Procrastination is the thief
of time. Do it now!

s ._,JI

influences among members of the lay public, as well as the
music and teaching profession. Particularly are these
festivals needed in sufficient number so that no section of the
country may be denied the benefit of their influence upon
present and future members of the teaching forces. By the
same token, summer music camps or conservatory colonies,
or whatever you may wish to call them, are needed in as
many localities as can support them; first of all, for their
primary purpose as normal training schools, for students and
teachers, as well as for the other good and sufficient reasons,
the list of which is by no means exhausted by Mr. Abbott
and this writer.

In regard to the rumors of projected camps, to which
reference was made some several hundred words back, such
movements as had been instigated at the time the Inter-
lochen camp came into being were set aside by common
consent, in order that undivided attention, energy, and
financial support, might be available, to Messrs. Maddy
and Giddings, and their indefatigable associates. This atti-
tude was most praiseworthy, and typical of the spirit gen-
erally prevalent among music educators. However, there
was wisdom as well as cooperative urge evidenced in the
prompt subduing of enthusiasm for further camp de-
velopments until after the Interlochen camp had become
thoroughly established and had made available a fund of
valuable and informative experience — an asset not to be
measured in dollars and cents by the promoters of new
camps.

At the present moment a representative group of men
and women in the Eastern part of the country are scruti-
nizing several of the embryonic projects for a music camp
that have been held in cold storage for these several years.
Appurently, refrigeration has not cooled either interest or
enthusiasm, and with the benefits, above mentioned,
available through the experience and achievements of the
Interlochen corporation, it is not at all impossible that our
friends who would like to have an Eastern music camp in
operation next summer may see their ambition realized.

Provided —that these people and all supervisors, stu-
dents, and parents, in the sections to be benefitted, are
aroused to the knowledge that such an institution is not
wished into existence. Money and work — and much of
each — are required. It is a real task to undertake, but
it can be accomplished. We think it will be! — C. V. B.

A Diagnosis

N A report to the Better Business Auxiliary Board of
the Music Publishers’ Association of the United States,
for which he recently made a survey, John L. Bratton
touches on some interesting matters. ~ While it is true
that Mr. Bratton’s survey was undertaken to determine
the origin of some of the ills from which music publishing is
now suffering, and that its specific interest is held for those
gentlemen engaged in this hazardous pursuit, still, funda-
mentally, anything that affects any one branch of the
music professions or trades has its influence to a marked
degree upon the others, as we have so sagely stated on
various occasions, and for that reason we are of the opinion
that a presentation of a few of the conclusions contained
in the forty-one page report might interest our readers.

It would appear that at least four of the goblins, in
whose direction the witch-doctors of music have been
hurling incantations, are, verily, the thinnest of thin air.
Take, for instance, the matter of general prosperity, or
rather its lack. Many teachers, and certain dealers, have
given as a reason for their own painfully bare cupboards, a
scarcity of money amongst customers and the parents of
pupils. We quote from Mr. Bratton:

Very careful investigation of three or four specific cases
of this nature revealed interesting facts. One family
visited at the behest of a music teacher, after that lady had
reported that both children of the house had abandoned
lessons because of financial stringency, frankly said that
more money was coming in than ever before, but that there
were so many ways to spend it that something had to be
dropped, and music was the least necessary, because “the
children weren'’t fond of music anyway.” At another sup-
posedly “poor” home, the mother was “paying off” a $295

o furcoat, and had stopped her son’s music lessons, and “ sent
back” the piano “temporarily.”

Pleasure-seeking, again, is a phantasmagoria of supere
heated imaginations. Once more, Mr. Bratton:

The truth is, and it was brought forth through certain
lines of questioning and observation, the music teacher who
knows how to “sell” the real character of music to parent
and pupil, has no difficulty in driving away the common-
place pleasure-seeking bugbear. Hundreds of teachers
have fought, and are continuing to fight, undue pleasure-
seeking propensities by the simple plan of making the
pupils’ music more pleasant to them than anything else.

In fact, if there was one fallacy that the survey com-
pletely exploded, it was this delusion about pleasure-seeking
driving the youth of America away from music. The
children want music urgently; and wherever they have
abandoned its study for ordinary pleasures and frivolity, it
is because the missionaries of music — the teachers and
dealers — in such places are deficient, and unable to cope
with the situation.

Such a sweeping statement demands qualification which
is supplied by an examination of those attractive features
with which successful teachers now supplement their in-
struction. Theseare games, contests, recitals, innovational
forms of instruction and definite evidences of steady prog-
ress. Teachersable to evolve such supplements, and pos-
sessing the personality to put them over, neither fear a
pleasure-loving age nor any other influence detrimental to
music.

Continued on page 54




The Fruit of the Tree

THE NATIONAL
HIGH SCHOOL ORCHESTRA
and BAND CAMP

By Stanley B. Ferguson

Although the story of the fruition of Joseph E. Maddy's ‘inspiration into the N.
H. S. 0. A. B. C. is by now known to all, and although many articles have been
written concerning the camp and its activities, we are under the impression that
here is the first full length picture of life at Interlochen yet to appear written by
one who was there as a student. We, ourselves, found Mr. Ferguson’s article of
more than ordinary interest, and we are sure that our readers will agree with us

in this matter.

LL winter the National High School
Orchestra Camp at Interlochen,
Michigan, was deserted; icy gales
had shrieked through the empty
camp and the swirling snow had

piled high against the walls. Later came low,
swiftly-flying clouds with hail and driving
rains; the snow slowly disappeared. With
spring came crews of workmen building —
always building. New cottages appeared, a
library, an extended bowl, boats, boathouses,
and tennis courts.

The latter part of June brought autos, boats,
buses, and long, fast trains from Detroit and
Chicago, laden with boys and girls, the pick of
America’s high school musicians; from Wash-
ington and Florida, from California and New
ingland — even from Hawaii. They came to
learn — to maintain the high ideals established
in the last year’s camp — to create music far
better than they ever had before, and to re-
ceive inspiration, for one cannot inspire others
without being inspired oneself.

On the morning of June twenty-fourth the
largest symphony orchestra in America as-
sembled for the first time — the 1929 National

High School Orchestra, numbering two hun-
dred and thirty-five players, and representing
forty-two states, and Hawaii. The strictly en-
forced rules of a symphony orchestra were set
firmly down before the players, for absolute
observance: Every player to be seated five
minutes before rehearsal time; perfect quiet
after the conductor had stepped upon his
stand. A whisper, a pluck of a string, or a
scrape of a chair, brought dire results upon
the head of the offender.

Two weeksslipped by. The raggedness of the
first few days began to disappear. Once accus-
tomed to the rules, it was not only easy but natu-
ral to obey them. The orchestra progressed
rapidly and with enthusiasm.. The A Cappella
Choir,under Mr. Evanson, advanced to an aston-
ishing degree of perfection, as did the symphonic
band under Mr. MacAllister. Classes in con-
ducting, orchestration, harmony, and many
other subjécts were in full sway.

The most impressive thing at camp was the
splendid spirit of enthusiasm and cooperation
that dominated the faculty, staff, and students,
whether at tryouts, or at tennis. This spirit
became more and more in evidence as the sea-
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View from girls' quarters overlooking the lake,

son progressed.  There were two things held in
common by all; a love for good music, and a
love for Mr. Joseph E. Maddy, of the Univer-
sity School of Music, Ann Arbor, Mich. It
was Mr. Maddy who started this great move-
ment; it was on his shoulders that fell a great
share of burdens and worries of organization,
and it is to him that members of the camp,
educators, and all lovers of music, are indebted
for far more than they can ever even hope to
pay.

Once a week Miss Edith Rhetts, Educational
Director of the Detroit Symphony Orchestra,
gave an illustrated lecture on the week’s pro-
gram, accompanied by a Victor Orthophonic
and a Steinway. These lectures proved to be
valuable as well as interesting, and as the time
went on their value grew more and more ap-
parent. The students learned things about
Tschaikowsky, Wagner, Beethoven, and
Schubert that they had never known before;
they learned about the form of a sonata and
a symphony; they learned to appreciate the
impressionistic Debussy, and the profound
depth and purity in the works of that great in-
tellect, Brahms.

Every morning at seven o'clock this sort of thing took place at the boys' camp (and at the girls' camp, too, for all we know). Setting-up exercises. Note the varied taste in pyjamas.
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American works were by no means neglected
by the orchestra. Things by Edgar Stillman
Kelly, Howard Hanson, Leo Sowerby, Carl
Busch, Henry Hadley, Ernest Bloch, Victor
Herbert, Rudolph Friml, Albert Stoessel, and
others, were played and studied.

Among the choral works given were Deep
River, Montezuma Comes, the oratorio Elijah,
and many others. More than once it was that
the choir held its audience spellbound. Gilbert
and Sullivan’s opera, The Pirates of Penzance,
accompanied by a sixty-piece orchestra, with a
gorgeous stage setting and beautiful costumes,
made a big hit. It was very discernible that
the artist that made the “big wallop” was the
leading tenor, who sang wonderfully. The
other soloists were also commended highly.

From the Orchestra’s Repertoire

The orchestra was introduced to some very
difficult modern selections. Among the various
and baffling tricks of the trade was a7%4/4 time
in Leo Sowerby’s tone-poem, Prairie, which was
written for, and dedicated to, the National High
School Orchestra. Ernest Bloch’s epic rhapsody,
America,brought some wilting and aggravating

From left to right: Harold M. Little, camp director; T. P. Gid-

dings, supervisor of instruction; J. E. Maddy, president and

musical director; Willis Pennington, secretary-treasurer; Dr,
F. W. Clements, medical director.

technicalities. I canstill see the unlucky trom-
bone section sweating away over the third
movement. Howard Hanson’s “Nordic” Sym-
phony wasn’t conspicuous for the ease of ac-
complishment it offered, either. One day
Dr. Hanson gave a very interesting lecture on
this composition in Mr. Skeat’s harmony class.

The presentation of America was so inspiring
as to cause some symphony men in the audi-
ence to say that they had never before heard it
played with such fire and emotion. This is
one of the numbers that may be included in the
orchestra’s eastern tour in February. Among
others are Symphony No. 6, (Pathétique)
Tschaikowsky; Valse Triste, Sibelius; and
Overture to *“Tannhiiuser,” by Wagner. The
tour will include Atlantic City; Carnegie Hall,
New York; Metropolitan Opera House, Phila-
delphia; and the new Constitution Auditorium,
Washington. Walter Damrosch will act as
guest conductor either in New York or Atlantic
City. Concert engagements are also being
booked for a European tour in 1931.

During the month of August, recordings
were made for the Victor Orthophonic (Red
Seal) Records, and these included Beethoven’s
First Symphony, Albert Stoessel’s Volga Boat-
men’s Song, and others.

The National High School Band, in its
turn, presented such works as Tschaikowsky’s
Fourth Symphony, Wagner’s Die Gotterdamerung,
and Saint-Saéns’s tone-poem, Phaéton. At every

concert it gave a delightful musical comedy
number. The Band was the sensation of the
Michigan Cherry Festival. One could not help
but be impressed at the sight of this great band
approaching in the distance; to see the line (ex-
tending from sidewalk to sidewalk) of gleaming
gold sousaphones radiating and shining in the
noonday sun like so many great bowls of fire.

A Lovely Setting

Beautiful indeed is the camp at Interlochen.
What setting could be more perfect for Ameri-
can music? How much more impressive is
Bloch’s America, for instance, when played
under the stars on soil of historic association,
than in a brilliantly-lighted and hot concert
hall in a great city. How much more appro-
priate it seems with the rustic stage in front, the
silent forests to the right, and the moonlight
shimmering on the lake to the left, with count-
less leagues of stars above, and a soft wind
rustling in the trees.

In such an atmosphere it was that the boys
and girls of the camp always found themselves.
During the intermission at concerts, they were
not crowded into a room reeking with tobacco
smoke. No, indeed! They wandered out to
the shores of the lovely Lake Wah-Be-Ka-Netta
instead. Oh, well, all I can say is that it
“can’t be beat.”

The solo contests were a great success.
There were contests for any, and every instru-
ment, with exception of those for which
players could not be produced in sufficient

Upper: A Canoe Tilting Contest on Lake Wah-Be-Ka-Netta.
Lower: Pasquale Montani and the Harp Class.

number for a contest. Among these are
contra-bassoon, hecklephone, contra-bass clari-
net, and — Chinese wood block! After a terrific
battle in “Congress,” rulings were made which
resolved that clash-cymbals, bass drums, steam-
boat whistles, cow-bells, and riveting-hammers,
“were not musical instruments, but accessories,
thereby being deemed as not eligible for the
solo contests.”  This ruling completely foiled
and baffled the strong-armed clash-cymbal
player in the next cottage, who persisted in
limbering up when I wanted to write letters.
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The end of camp drew near. The audiences
grew larger. The orchestra had been molded
into a high class symphony orchestra of which
John Erskine has said, “They read so much
more than the notes.” Guest conductors
came and went, as did many great artists,
statesmen, and financiers. None but had the
highest praise for the work accomplished.

The final concert came. An immense audi-
ence packed the Bowl. Two symphonies —
one by Brahms, and the other by Hanson —
were on the program, together with a composi-
tion by one of the students. On this program
appeared the A Cappella Choir, which, among
other things, gave chorales by Bach. The
1929 National Orchestra closed the season with
Liszt’s symphonic tone-poem, Les Preludes,
which is based on excerpts from Lamartine’s
“Meditations Poetique,” where it is said, “What
else is our life but a series of preludes to that
unknown Hymn, the first and solemn note of
which is intoned by Death?” With the ma-
jestic tones of this work still echoing through
the glen, the camp was closed. Two hours
later long trains left for Chicago and Detroit,
laden with musicians who will constitute our
future symphony orchestras, and who will
teach in our public schools. These players
have been scattered far and wide over the
continent. Some of them cannot return.  Who
will be the members of next year? That is the
question. Now is the time for the boys and
girls that hope to make the grade to begin to
practise. Remember that the highest honor
that can be received by any high school musi-
cian in America is to be made a member of this
camp. Thousands had to be turned down last
year, but this year it will be possible to accom-
modate more.

Epilogue

And now a sudden hush is fallen over the
Bowl at Interlochen, with only the moaning
wind in the trees to take the place of the glorious
music of last summer. Driving storms will
howl through the deserted camp, but when
spring once more rolls around, again will come
workmen — building — always building —
new cottages will arise, and greater improve-
ments evidence themselves. The latter part of
June will see autos, boats, buses, and long, fast
trains, carrying the pick of America’s high
school musicians to this loveliest of all temples
of music. Once more will strains from the
works of the masters, old and new, steal through
the trees and across the lakeat camp. A camp
bigger, perhaps. Better, possibly. But dearer
to the hearts of newcomers than to those who
have enjoyed it in the past? Impossible!

Walter Heerman, assistant solo cellist, Cincinnati Symphony

Orchestra, and ‘instructor at the Cincinnati Conservatory of

Music, and Vladimir Bakaleinikoff, assistant conductor and solo

viola, Cincinnati Symphony Orchestra; both are members of
the faculty at Camp.




Fiddle Fads and Fiddle

Fancies

(Part Two)

By ALFRED

SPRISSLER

Herewith is presented the balance of Mr. Sp.ri_ssler’s articlg on the totems qnd fetlshe;
devoted to the worship of old and, in his opinion, many times, unworth‘y. ms_trun:ﬁinlts.
In “Part One” he laid down the dictums that a state of mere venerability in fi d e;
is no certificate of character, and that a false patriarchal grandeur can be actzlif:ire
with comparative ease. He explained the procedures followed when a new caﬁ idate
for canonization appeared, described the pitfalls tha_t assail the feet of co ectors,
and closed with a description of an old-time ﬁdd!e repairer, devoid of both sentiment
and flattery. We leap the yawning chasm of thirty years or more, and —

UT today! You enter a neat and
elegant shop, whose furnishings are
in mahogany, black velvet, and plate
glass. Repair work is done in an
isolated building, into the further

regions of which the customer never pene-
trates. In the finest of show cases are dis-
played, under lock and key, violins, violas, and
violoncelli, of all vintages and grades. In the
glass topped counter reposes on exhibition a
viola d’amore, which is the ultimate badge of
smartness in violin shops.

You take the violin from its case and place
it on the counter. Before it touches the glass
the urbane and exquisitely dressed clerk slides a
piece of black velvet beneath it.

“Where did you get that priceless instru-
ment?” he rhapsodizes. After several in-
articulate dithyrhambs, he finally asks you
what sort of artist repairing you wish done to
the priceless instrument. You feel rather
ashamed of yourself, after the nice, urbane
young clerk has called your old fiddle a “price-
less instrument,” to have only a new soundpost
set in it, so you order a new bridge, the peg
holes rebushed, and all cracks re-glued.

“And,” queries the nice, urbane young clerk,
deferentially, “what value do you place on this
exquisite instrument?”

You think twice, and answer “two thousand
dollars” in a faint voice, for the fiddle only cost
you a hundred and twenty-five. But the
unctuous manner of the clerk and the general
air of opulence in the surroundings forbid your
being a piker. - And then you receive an insur-
ance receipt, a return eheck, and a booklet
outlining the general policy of the House.
And when you return for the violin you receive
a bill that causes a momentary fog to settle
before your eyes.

The Literature of Violin Sales

Repair men . . . pardon . . . luthiers have
learned that a violin owner, especially one
who has a suspicion that he has been bilked,
wants flattery and is prepared to pay for it.
The number of dollars spent yearly on the
rehabilitation of tuneless old wrecks is incal-
culable and worthy of a better cause. A small
fraction of the money expended in the upkeep
of one of those senile fourflushers would buy a
fine modern violin that has the only requisite a

violin needs: a good, full, rich tone that is easily
brought out. But should everyone subscribe to
this revolutionary doctrine we would have no
luthiers. However, if one has a genuine old
master in good preservation, and it has tone
and playability, no sacrifice is too great for it.

And although the amateur with a fine

(alleged) old violin goes a considerable way to
make up the composition of the repair man’s
paradise, the amateur who wants an old master
violin, and is well prepared to pay for the same,
is nectar, ambrosia, and the laughter of the
gods, themselves, to the proprietor of a modern
violin shop. The musicians seeking old violins
are of two types, one class of which is filled
with musicians too learned to be bilked, but
who always are; while the other group is made
up of men too cautious and timid to be caught,
yet who inevitably are. And both classes, dis-
carding the single simple rule of violin buying,
usually fall before the romance of some weird
tale of the violin’s origin, either invented for
the particular customer or which goes along
with the violin.

"These stories used to belong to certain well-
defined series, but the sophistication of modern
life has penetrated a little bit, even into the
close knit fiber of the violin seeker, with the re-
sult that the old stuff will not go. Chief among
these old stories was the one about the violin’s
finder, a famous violinist who, vacationing in
Spain or Italy, was rambling about the ruins
of an old monastery. Somehow or other
he found the priceless violin down an old well
and carefully wiped it off (the violin, not the
well).  But the violinist soon afterward be-
coming deaf, or blind, or having fallen arches,
or something equally terrible, was forced to
sell his violin to a dealer who, after consult-
ing the College of Heralds and the editor of
the Zeilschrift fiir Morgenlandischen Sprachen,
solemnly, and with appropriate ceremonies,
declared the fiddle to be a Gorgonzola, which
was to the early Italian school as Roquefort
and Camembert were to the French.

Nowadays there are different tales. As yet
the writer has not had the distinct pleasure of
hearing of any violins returned to the finance
company for non-payment of instalments, but
no doubt he does not hear everything. How-
ever, he did have the occasion to drive far,
far into the country one winter’s day in answer
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Stradivari Cello, Viola, and Violin, from the de {Medici collec-
tion, housed in the Palazzo Municipale, Florence, Italy. Prob-
ably as fine specimens of the master's work as are extant today.

to an advertisement purporting to offer a Gas-
paro da Salo and a Stainer for sale. He was
not particularly interested in the Stainer, his
own Widhalm being a sufficient example of that
school, but the da Salo interested him mightily.
Gasparo da Salo, living around 1560 or there-
abouts, was one of the chaps who made the
violin what it is today. He was the man who
raised the violin from the viols by hand, and his
work was consequently old enough to please
the most arrant antiquarian among violin col-
lectors.

Sausages and Fiddles

The violins were owned by a pork butcher,
who could, in spite of his ghastly vocation, play
the violin very well indeed. 'The da Salo was a
fine instrument, old, it is true, but not as old
as it was supposed to be. It had that vibrant,
full tone that penetrates into the interstices
of Gothic arches and strives on even terms
with the sixteen foot diapason. The fiddle was
tried and approved. It was evidently a fine
copy, but it had all the necessary tone. The
writer was going to order it wrapped up and
sent home when he bethought himself of the
price. He asked the requisite question.

“One thousand dollars,” answered the
butcher, with finality. There was no sale.

The story attached to this pseudo da Salo was
interesting, and might have been true. The
butcher had a distant relative, a nobleman, in
Germany. If that does not make him distant
one cannot say exactly what does. Well, any-
way, the nobleman was short of cash, and, be-
cause America is reputed to have it to spare, he
shipped his violins over here to be sold. Were
the violin a da Salo, and although it was a fine
violin and a bargain at the price, had anyone
purchased it as a da Sald, he would have re-
turned it after many days to argue with the
butcher about the purchase. The impecunious
nobleman theme may have had its bona fides
in the particular case under dissection, but in
the majority of cases it is a fabrication designed
solely to take the attention off the violin as a
musical instrument, and to direct it toward the
violin as a romantic relic.

The other most popular theme is that of the
widow whose deceased spouse was a wealthy
violin collector. T'o the sale of such violins
as he had garnered, flocks everyone in ten
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counties to paw over the fiddles and to take
advantage of the widow's grief and inexperi-
ence in violinistic matters. And yet another
popular story is attached to the violin purchased
by a very wealthy broker for his beautiful and
talented daughter, who, after the manner of
beautiful daughters, ran off to marry the man
who had installed the iceless refrigerator,
thereby ruining another career on the treach-
erous rocks of romance. Then the disappointed
father in mingled desperation and choler gives
the fiddle away at the absurdly low price of
twelve hundred dollars. Inasmuch as the fiddle
may be worth two hundred, one can see that
this form of literary endeavor pays very well.

There is psychology in violin buying and
selling, and there is more of it than there is in
a great many other quotable businesses. It is
one of the few businesses in which the buyer is
usually the one to fool himself. This he does
by hypnotizing himself into a belief that he
knows all about violins and can be told nothing
by anyone. As a matter of fact, the writer
would never take anyone’s judgment in regard
to a violin in respect to its appearance alone,
and he certainly would not trust his own. He
simply applies his simple rule of violin buying,
and, if the violin passes the test, it is a good one
regardless of the weird stories that accompany
it, or the rhapsodies of the seller. All people,
sadly enough, are not so enlightened as the
writer believes himself to be. They see an old
wreck of the Hesperus in a pawnshop window,
come to the abrupt conclusion that it is a
Stradivari or an Amati, rush inside the shop,
throttle the clerk, and finally walk off with a
prize, dearly bought indeed. The remaining
days are spent in a fruitless series of arguments
with themselves that it is a good violin, and
with innocent bystanders that it is a Strad or an
Amati.  And it is remarkable that these pawn-
shop finds are never anything else but Strads,
Amatis, or Guarneris. The reason for this is
that the people who would make such a pur-
chase know only those types of violins, and to
them the others are unexplored regions.

When he gets his hands upon an old fiddle,
the first thing a violin discoverer does is to

The late g B. Squier, one of the outstanding American violin
makers of the last thirty years or more, It is evidently the be-
lief of Mr. Sprissler that the products of such craftsmen are bet-
ter buys for musicians than spavined wrecks of more glorious
lineage.

jiggle the box around so the light falls upon, and
illuminates, the label. If there is no label, the
violin loses prestige immediately. If there is
one, the discoverer goes into frantic transports
of joy. He fails, however, to consider that the
label means verylittle. Anyone caninsert a very
convincing label, cunningly forged to represent
very ancient printing, and, from experience, it
seems as if the evidence of the label is anything
but dependable.

However, the places for labels in the old
instruments were varied. The writer was
present at an inquest held over the viola in his
collection. When the top was removed, a very
faded label was seen glued in the left side
near the f-hole, but in such an awkward posi-
tion that it was not discernible through that
aperture, It was a legend purporting that the
viola had been repaired in 1702 by one G. Adami,
of Halle or Hall, or something of the sort.
Although unable to find out anything about the
man himself, the writer could not but admire
his extreme frugality in the selection of wood
for the many repairs he apparently had per-
formed. Even bird’s-eye maple was used art-
fully in restoring one of the shoulders. Whose
work the viola was we also failed to find out,
but we are certain it has a tone seldom equalled,
and never surpassed, among violas.

The appearance has much to do with the
psychology of violin buying. Any indication
of newness is the signal for much uncorked
scorn and contumely. Synthetic age marks,
“age” cracks, and cobwebs, are raved over and
admired with cooings of delight. The “factory
fiddle,” no matter how clear and robust its
tone, nor how easy its playing qualities, is the
butt of much harsh criticism. And thereby
hangs the tale of a “factory fiddle” that, after a
life of scorn and insult, was taken to a clever
repair man, who, with the aid of varnish re-
mover and broken glass, deleted the spar
varnish from the decks of the fiddle, and applied
some fine old Italian varnish imported directly
from Germany. The result -was that people
who had raised supercilious and disdainful noses
at the tone and appearance of the “factory
fiddle,” now, thinking that it was the real thing,
began hymns of praise and the usual adulation.
As a matter of fact, except that the fiddle was a
bit easier on the eyes, it was the identical
fiddle it had always been. Yet these enthu-
siasts complimented the owner on his latest
acquisition, and looked at it longingly.

The factory fiddle is often likely to be a very
good violin. The fact is with most of them,
however, that they often have very bad owners,
and, as we have often bellowed to the welkin,
many a bad violin can be improved by either a
change in owners or a change in the condition
of the owner’s liver. The “‘commercial”
violins, principally those from Japan, are not
much to be commended, but the “factory
fiddle” from Germany, or even the one made
here in America, some selling for prices around
fifty dollars or so, are often fairly good. If the
purchaser buys it from a reputable dealer, and
the violin’s maker is known to be a good work-
man, the violin is a better investment than an
“old” violin.

In this very mood is the story relayed to the
writer by his friend, Mr. H. W. Phillips, who
writes: “Anent the subject of rare (not well-
done) old violins: A friend of mine took a trip
to Kurope, the large purpose being to purchase
a really fine violin. Going to a noted luthier
in Paris, he expressed his wish. And here
came the old boys! From ravanastron and

Ole Bull and his Gasparo da Sald, After the famous violinist's
death, and by the terms of his will, this instrument was shipped
from America as a gift to his native city of Bergen, Norway.
To Mr. A. J. Oettinger, of the Musicians’ Supply Co., Boston,
whose courtesy furnished us with this and the other pictures
used this month, fell the responsibility of packing the instrument
for its long journey.

crwth, which I believe the Welsh pronounce
crwth, although it really doesn’t spell anything,
to Magginis,Salos, Ruggieris, Guarneris, Stradi-
varis, on up to the later fellows.

“Nonesuited. Bum fiddles, they really were.
Then the Frenchman approached and whis-
pered:

“‘M’sieu wishes a really fine violin?’

31, sefior!”

* ‘Mais wait!” said Frenchy. He reappeared,
bearing with tender care and pride an instru-
ment.

““Voila!" he cried, and drew his arms away.

“‘Ah, this really is a fiddle!

“‘M’sieu likes it?’

“ ‘I should say I do?

““Voila!" again howls the Frenchman, and
with a triumphant flourish points through the
f-hole. My friend looked at the ticket. He
had come all the way to Europe to buy a
Wisconsin fiddle! That’s what it was. The
pride of Frenchy’s collection was an American
‘factory fiddle’.”

There is only one gauge to use in buying a
violin. Price, we have seen, is no criterion.
Appearance, similarly, means nothing. The
only measure is that of tone and playability.
If you can get the full violin tone on every
string at the proper location on the fingerboard
without groping for it, and if there are no wolf
tones, the violin is a good one. It is worth
whatever you are willing to pay for it.

Experts can fix up motor cars by means of
ground cork in the transmission, ether in the
gasoline, and various other aids, so that they
may deceive the wariest customer into buying
a wreck fit only for a soft and comfortable spot
on the nearest junk pile. No one can do that
to a fiddle. It either has the tone or it has not.
If it has not, and unless you, yourself, are an
expert repair man and know where the trouble
is, the chances are that it never will have any
tone. And if, by a rebuilding process entailing
the jacking up of the bridge and building a new
fiddle thereunder, it is forced to undergo a
costly set of repairs, it is extremely doubtful if
it ever will be worth anything,
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Here's a BIG NEW Idea!

Conn Eb Alto 6-M.
With many impor-
tant improvements.

Conn Bb Straight
Soprano 18-M.
Newest and best
in Soprano saxo-

Conn Bb Tenor 10-M.
Sets the standard for
all Tenor saxophones,

The Augmented Saxophone Band

where. Sousa is using 8 saxophones in his
band of 60 pieces. Leading directors agree
that more saxophones are needed to blend
brasses and woodwinds into the most effect-
ive ensemble.

F YOU WANT your band to create a

sensation, take a tip from O. H. Leonard,
Director of Leonard’s Band of Fresno, Calif-
ornia. This band has increased its popularity
and multiplied its attraction value by featuring
a brilliant new idea.

Director Leonard refers to it as his AUG-
MENTED Saxophone Band and says: “Notice
that all of my clarinets double on the saxo-
phone for which I provide special music.”

At every concert, Leonard’s Band plays two
augmented saxophone numbers and these are
always the two most popular numbers on the
program. This feature has made a real hit
with every audience.

Here’s an idea that any band can capitalize.
It has proven popular with both the public
and the players themselves. Its novelty attracts
and it has real musical value as well.

Directors who have their ear to the ground
will take advantage of this situation. Begin to
lay your plans now for more saxophones in
your band. Write us for full details and sug-
gestions for improving the instrumentation of
your band by adding saxophones.

Choose Conns for Musical Quality

In saxophones, as in all other band instru-
ments, the name Conn is your assurance of
highest musical quality. More than half a cen-
tury of experience and all the resources of the
world’s largest band instrument manufacturer
are centered on maintaining Conn supremacy.
Many exclusive features. Yet you pay no more
than for other so-called standard makes. Any
instrument sent on free trial. Just mail coupon.

Most Bands Need More Saxophones

There’s a definite trend toward the use of
more saxophones in progressive bands every-

BAND
INSTRUMENTS

WORLD'S LARGEST MANUFACTURERS

C. G. CONN, Ltd., 1292 Conn Bldg., Elkhart, Ind.

We are interested in addin
more saxophones to our band.
Please send full details for a

Name.
S8 100 Ry B Disicnssampimsssmmsssssisesssissssssmmmennsses

piece band.

Send free literature and details City
of free trial offer on

County

instrument,  State
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Jobs For Musicians

N organizing bands in the public schools of America,
both grade and high schools, the problem is not to get
the children interested (that's the easiest part) but to

get some one who is competent to teach them. Witness
the following lines quoted from a recent article in the
Supervisor's Service Bulletin, a magazine for school music
supervisors.

“The crying need in the instrumental field today is for
the right kind of teachers. Young men and women, well-
trained, good musicians, practical performers on several
instruments, with a pleasing personality and the right sort
of educational background, are at a premium. The oppor-
tunities for such teachers are many, the work is most
attractive and the rewards are ample.”

Professional musicians should heed this call. Anyone
who is musician enough to play in a professional band or
orchestra can easily adapt his talents to the school music
field. No professional can afford to overlook this oppor-
tunity to sell his knowledge of music at a good price and
to gain for himself a permanent, pleasant occupation.

Monthly Magazine Gets Results For
Paul Tremaine

TEMPO, which, according to its own confession, is a

magazine “Published monthly in the interests of Paul
Tremaine and His Aristocrats of Modern Music,” is a
newsy little sheet full of interesting things about Paul and
his orchestra.

Robert C. Tremaine, brother of Paul and member of the
orchestra, writes to us about it, “. . . you'd be surprised
just how much good thelittle sheet is doing for us. Havea
mailing list of nearly 5,000 all over the U. S. ... are
getting both fan and financial replies fromit.”  Among the
interesting things which we note in A Tempo is a corner
card reading, “Instruments for Paul Tremaine and His
Aristocrats of Modern Music, Built by C. G. Conn Ltd.,
Elkhart, Ind.”

Paul and His Aristocrats, if you don’t happen to know
it, are National Broadcasting artists, performing nightly
at Yoeng's Restaurant, 49th and Broadway, lil’ ole N’ Yawk.

A New Book Of Interest To Musicians

HE Music Conductor's Manual is the title of a new book
by I'red K. Waters, well-known band leader of LKlk-
hart, Ind.

According to Mr. Waters his book represents, “. . . a
careful analysis of the fundamental principles taught the
author by the late P. V. Olker, a graduate of the conserva-
tory at Leipsig, together with the knowledge gained by
23 years experience in conducting musical organizations,
and is respectfully dedicated to the musical profession with
the hope that it will assist those who desire to become con-
ductors of music.”

Mr. Waters’ book will be found particularly helpful by
musicians who are considering school music as a profession
since it contains much valuable knowledge on organizing
as well as conducting bands. The titles of some of its
chapters are “The Technique of the Baton,” “Art of
Building Programs,” and “The Psychology of Handling
Musicians.”

Information about the book may be obtained by ad-
dressing I'red K. Waters, 830 W. Franklin St., Illkhart, Ind.

CHORDS

N o3 W

J

LY3 e e e .t ae.

U

The King Of Jazz Takes Note Of School
Music

AUL WHITEMAN is the latest professional musician

to take note of public school music. Mr. Whiteman
is theauthor of an articlein the October issue of The Musical
Observer, entitled “Teach Jazz in the Schools.”

Although the motive behind the Whiteman article may
be simply to set off some fireworks with this seemingly pre-
posterous idea, nevertheless, it is evidence that news of the
rising importance of public school music has reached even
to Broadway. We say even to Broadway advisedly, for
knowledge of scholastic happenings is notoriously a scarce
article in the much advertised realm of the white lights.

Far fetched as the command-to “Teach Jazz in the
Schools” might seem at first glance, Mr. Whiteman has
some very sound remarks to make on the subject. We
quote a few as follows:

“Most youngsters take to jazz as a fly takes to molasses
and if they play instruments, they will play it whether or
no even if tabooed by their teachers. Therefore why not
teach a subject for which there s a real interest and desire?”

“Furthermore as a profession this field offers advantages
which are financially attractive. The jazz player can
frequently work his way through college tooting the saxo-
phone or twanging the banjoand then step intoa job paying
875 to $100 a week. In what other occupation does the
June graduate start off with such a salary?”

The Power Of Music

HARD-TO-BELIEVE fact gleaned from pages of The
New Yorker is the following: “Mr. Leopold Stokowski
intends to have no more monkey business at Carnegie.
People who arrive a second late for the first note of his
Philadelphia Orchestra will have to wait outside one hour,
until the intermission, before they can be seated.”
Can you imagine the conductor of any other kind of a
performance daring to make such a rule? It would ruin
even the Iollies.

Mr. Gillette, Is This True?

T IS noised about that razor blade manufacturers have
found out how to make oboe reeds out of old razor blades,
and that we may hourly expect an advertising campaign
in behalf of “National Play More Ohoes Week.” This
may sound a bit incredible to some, but for ourselves, we
are ready to swallow it as the gospel truth.  We wish to
add, however, that the fellow who lives in the apartment
below us deserves the credit for this discovery. He does
things with the oboe, and if he doesn’t use razor blades for
reeds, we don't see how he manages to do what he does
to that oboe.

E. T. Stotesbury—Drummer Boy

T. STOTESBURY, partner of J. P. Morgan and
E well-known multimillionaire financier, is an occasional
® customer of the Henton-Knecht Music Company,
Conn dealers of Philadelphia. One day Mr. Stotesbury
came into the store and purchased a snare drum. H.

Benne Henton was curious to know what such a tremen-
dously busy man could want with a drum. He inquired
and learned that playing a drum accompaniment to Vic-
trola records is one of the favorite diversions of Mr. Stotes-
bury. Curiously enough, drumming is a pet pastime of
another wealthy business man — Strong, president of the
Buick Motor Car Company.

Industry Turns To Music

IXING music with steel mills, life insurance com-
panies, plumbing supply factories, and industry in
general may seem like a strange idea, but it isn't. Some
of the largest corporations in the country today are mixing
music with their business operations and findingit profitable
to do so. Music is being used in these big industries to
promote harmony and good feeling among the workers,
and actual tests have proved that workers who are provided
with music as a recreational activity are more satisfied and
do more and better work.

Music is destined to play a larger and larger part in
industry and soon may furnish a logical solution to the
unemploymerit problem which now faces professional
musicians asa class. Indication of the growing importance
of music in the eyes of the country’s foremost executives
is found in a review of the book “Music in Industry” by
Kenneth S. Clark, recently published in The Management
Review, a magazine edited exclusively for executives. A
paragraph quoted from the review will suffice to show why
the book is considered important for the executive readers
of the magazine.

“No attempt is made to measure exactly the influence
of music, yet the result of research in 625 industries shows
911 musical activities in actual operation with 14,650 par-
ticipants and with gratifying results.”

There is a big field waiting for professional musicians
who will undertake to go into industrial plants and organize
bands. What's more it requires no special knowledge to
do this, for C. G, Conn Ltd. stands ready to provide mu-
sicians with tested band organizing plans.

Wreck Fails To Faze Sousa's Conns

Just after the wreck—the twisted rails bear vivid
witness to the speed at which the train left the track.

HEN the special train carrying John Philip Sousa and
his band was wrecked at Capps, Colorado, the Conn
instruments belonging to the band were shaken up con-
siderably. Theinstrumentswere banged about the baggage
car with considerable force. Some of them were even
thrown out of windows. The wreck occarred in the
afternoon, yet everyone of the
‘ Conn instruments included in
the accident was used in a
concert the mnext night and
performed perfectly. They all
withstood the shock of the
. wreck without any ill effects.
1 No gripping eye-witness
The big trunk shown in the fore- story of the catastrophe seems
ground landed on ﬂ“'u*flsi_\‘"l"}_ﬂ;l“ to be at hand at the moment.
e e gl e v sough account (and ater a
what more fitting way of de-
scribing such an affair is there?) of the incident, however,
is available. Sousa and his band were riding on their
special train on the tracks of the Denver and Rio Grande.
This, if you don’t know it, is a railroad. ~ Allof a sudden, at
Capps, the train struck a rock (or something) and off the
track it went, bag and baggage.

The Conn instruments used by the band probably re-
ceived the roughest treatment of anything involved in the
wreck, but they came up smiling, or rather tooting. As
you can see from the pictures, the instruments were thrown
through windows and banged about terrifically and they
withstood all this rough treatment with never a whimper.




EDWIN A. SABIN

EACHERS, because of their voca-

tion, always have had, and always

will have, on their hands the solu-

tion of problems of a peculiar nature

— at least as many of them as have
pupils. However, the last statement might be
qualified by admitting that, on account of un-
usual talent, some of these pupils are so easy
to handle that the teacher may not look upon
them as problems, yet in a deeper than ordinary
sense they are. Such pupils should be given
wise advice and careful guidance — not alone as
regards their particular instrument technically,
but also regarding music, itself, as being an
artistic and educational force; - they should be
led to understand this latter point, if through
lack of good influence and special instruction
they have failed to grasp its importance.
Teachers, therefore, should not underrate the
value of their work, but be well assured that it
is recognized by the most cultured people as an
established need in some form or other in all
communities, whether in the village or in the
metropolis.

True Talent Rare

But I have not been considering these tal-
ented students as the sole object of this article,
for we may say that under fairly favorable condi-
tions theycan take care of themselves. Further-
more, and although the little I have said about
them may be well enough in its connection,
they nevertheless do not play the principal part
in the day’s work of the teacher. Such part is
likely to deal not only with pupils of doubtful
talent, but with some who apparently have
no talent whatsoever, and therein we have
our real problems. An easy solution to such
problems is the one I have heard strongly
recommended by people who are proud of their
downright honesty. They say that if a person
shows but very little talent, he or she should
give up all idea of playing an instrument,
especially the violin. Furthermore, to think of
singing would be absurd — food for laughter
among the neighbors.

These well meaning people place the study of
music on a different basis from that of other
studies. Perhaps this should be so to an extent,
yet no one advises the giving up of other educa-

Melody for December, 1929

, The
Uninspiring Pupil

By EDWIN A. SABIN

Mr. Sabin, for a trifle over seven years, has conducted the violin

department of this magazine.

He studied his instrument under

Julius Eichberg (Boston), Hubert Léonard (Paris), and at the

Royal Hochschule (Berlin).

His kindly personality and tol-

erant spirit, so well evidenced in this article, peculiarly fit him
for the task of teaching, a career that he has followed hand-in-
hand with that of a professional player.

tional matters (say, school studies) because the
pupil has a hard time in making a beginning.
Mark Twain once said: “‘A man early in life
hunts up the thing he is least capable of doing
and then tries all the rest of his life to do it.”
That is humorous, and we like it, but the soul
of humor is exaggeration, and by trimming it
down we will have all we need for practical use.
Taking away the fun from the Twain idea and
viewing it seriously, what do we find? We
find that what we admire and crave most is
that which we do not have or can have only by
unusual effort. We may magnify its impor-
tance, and so delude ourselves as to the pleas-
ure or satisfaction we are to get from it, but
we want it because we have not got it.

In Goethe’s dramatic poem of Faust, there
also is a line that fits, namely: “That which I
have, I have no use for; I can only use that
which I do not have.” I can imagine someone
as saying, “that is too deep for me,” but of
course the character in Faust who says it
(Wagner, I think it is) is expressing the craving
in his soul for some awakening influence. In
his daily routine he continually exhausts that
which he has, and longs for something “to
live by,” which, as yet, is unknown to him.
However, if he finds this new “something” and
takes to it readily, he is quite likely to under-
rate its value. I will not attempt further
interpretation of these two quotations from
Twain and Goethe, respectively. They are
probably inexact, anyhow.

A Concrete Example

I have in mind an old friend who, although
a successful musician, had as little talent for
violin playing as anyone in my recollection
whose vocation was that of violinist and teacher,
but he had the deepest reverence for music.
Within him he held not the least taint of envy
towards those with whom he constantly was in
contact and who were his superiors in perform-
ance by far, but took pleasure in their success.
If he had ever nourished a personal ambition,
it must have been long before I knew him; in
fact, you could hardly imagine a man more
firmly established in mediocrity than was this
old friend of mine when I first met him. He
used to exclaim: “What a great mystery music

(1H]

is!” And so it always was to him. His
friends, myself included, would smile a little
condescendingly whenever he made this re-
mark, but I know better now what he meant.
In his sincere worship of music he thought it the
greatest thing in life, and venerated those who
had penetrated it beyond his own ken.

A Musical Philanthropist

This man did much missionary work among
those who showed an inclination for music, but
who had little or no means for lessons. During
one of our summer engagements, he interested
a hotel bell-boy in music, started him in ’cello
playing, and gave him lessons without any
charge; later on he took the boy into his own
family, encouraged and pushed him, and his
was the unselfish interest that transformed a
farmer’s son from a bell-boy into an excellent
‘cellist. The pessimist may say that the boy
might have done better as a farmer, or might
have risen in the hotel business, but that is
mere guessing. The facts of the matter are
that the boy had found his vocation to be music,
was interested in it more than in the money
attraction, had a successful career, and has
retired, I understand, to the scenes of his boy-
hood.

This same unselfish enthusiast, who with-
out talent as a player, himself, guided the
young "cellist to a happy life, experienced what
to him was the greatest good fortune in a
chance to use his influence in the interest of
one of our most prominent composers. I have
heard this gentleman, when recalling my friend
to mind, express his deep obligation in no un-
certain terms. The dear old man’s ears would
have tingled pleasantly if he could have heard
what this eminent musician said about him.

I have mentioned but two instances of what
this enthusiast, with a minimum of talent, but a
maximum of devotion, did for the cause of
music, but there were many more. You may
say, and I must admit, that this man was one
amongst thousands who, by searching out per-
sons that wanted music and making it possible
to them, did more for music than many men
with talent have ever done. Such a man of
course deserves encouragement at the start,

Continued on page 18

Melody for December, 1929 : 13

A New Song by Del Castillo

Whar
yo' from,
1’1’ stranger

WESTERN
LULLABY

A song of restrained sen-
timent, and more emo-
tional undercurrent than
one usually associates
with lullabies.

High Voice, in F
Low Voice, in Eb

50c

L. G. del CASTILLO

Copies of ‘““Whar yo’ from, 1i’l’ stranger’’ may be secured from your Dealer or direct from the
Oliver Ditson Company, Boston, Mass.

SEREbNADE
y
RACHMANINOFF

Transcribed for

STRING QUARTET
b
ARTHUR HARTHANN

An admirable transcription for
strings of a charming and suit-
able piano number. It is fair-
ly brief, and interesting for
each of the four instruments
without being technically tax-
ing. It is possible to buy
extra parts separate from the
score, making the number
available for string orchestras
of any size.

The Bandmaster’s Repertory

NUMBER ONE
Ten Concert Numbers for Band

MEDIUM DIFFICULTY
Compiled and Edited by N. CLIFFORD PAGE

A valuable collection for High School Bands or general band use.

Included are two Overtures, two Operatic Selections, a March, and five other con-
cert numbers in pleasing style; all good music.

Composers represented: Gruenwald, Barmotine, Fulton, Balfe, Massenet, Bennet,
Atherton, Planquette, Losey, Grant-Schaefer.

Standard Instrumentation, including Treble and Bass Clef Trombones and Baritone,
and four Saxophones. 25 instrument books and Conductor Part in short score.

Instrument Books, 40c each Conductor’s Book, 75¢

The Junior Band Books

of the Ditson School and Community
Band Series will be ready about February
To:Siparciioti aad Insvuctons 1 first. (Announcement on outside cover.)
Q you have not already done so, you are

Score and Parts, $1.00
Single String Parts, each 30c

IN PLAYLAND

Five Pieces for Violin and Piano

BY CECIL BURLEIGH

undoubtedly planning to organize one

A group of easy pieces which can all be played in the First

I 1 : Position, Some are pictorial and descriptive, like About
o ';l(zre stnng_;]uur\t/st; &mOl;g JOUr Ask your dealer fOT Coples Of Frogs, others are lyric and expressive, like Little Shepherd
ampbitious pupils. rite us for sug- ess. The material is fresh and musicianly for teachers’

these books “on examination”
or order direct from Oliver
Ditson Company, Boston vy

OLIVER DITSON COMPANY

BOSTON AND NEW YORK

gestions regarding suitable material. use.

Price, 75 cents
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? The Faculty Council @

This is the second'appearance of our ‘new department in the magazine. Everyone seems

to think a page wherein is made possible a free exchange of

gaged in school-music work to be a splendid idea on the part of someone.

idea it was; but in deference to an ingrowing modesty on his part,
attitude towards the matter. This month are presented three short an
two of which, from their very nature,
wish to remind the reader once again,
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ideas between the people en-

We know whose

we preserve a sibylline
d constructive articles,
should be productive of other articles pro or con. We
that if he is connected in any manner with a school

music department, this page is open to him for the purpose of riding his own hobby, or of

Instrumental vs. Vocal
By KARL W. GEHRKENS

Editor of **School Music"'; Member of the Department of
School Music, Oberlin College.

WENTY-ONE years ago there was
no such thing as instrumental music
in the public schools. Eleven years
ago, timid experiments with orches-
tras, bands, and even violin classes

were being made here and there, but no well-
organized department of instrumental music
existed, and there was apparently no feeling
that a new and vital element was to enter and
practically dominate the field of public school
music. A perusal of the 1918 National Con-
ference volume shows no evidence that instru-
mental music was anywhere regarded as more
than a pleasant bit of variety from the ordinary
school singing.

Today instrumental music is practicallyin the
throne, and vocal music is having to fight to
retain a place even as consort to the king. The
writer has always maintained, and still insists,
that singing should be considered as the basis of
all music study — including both the playing
on instruments and what is called music ap-
preciation; and he believes that it would be a
calamity if the new types of work should dis-
place vocal music. But singing has never suc-
ceeded in evoking the enthusiasm that almost
always follows the introduction of instrumental
teaching, and this makes one wonder why play-
ing on instruments is so popular. We lay no
claim to a complete solution of the problem,
but some ideas have come to mind which offer
at least a clew.

In the first place, instrumental music almost
always means producing harmony, whereas a
large part of ordinary school room vocal music
consists of unison singing without accompani-
ment.  One-part music cannot compete with
several-part music, and that is one reason why
the band and the orchestra are often more
interesting to pupils than school room singing.

In the second place, instrumental music is
usually more strongly rhythmic than vocal
music, and rhythmic interest is still the basis
for the development of our @sthetic instinct.

In the third place, intonation is probably on
the whole easier in instrumental music than in
vocal. This is due to the fact that most in-
struments have a more definitely controlled
mechanism than the voice. To be sure, in-
struments often play out of tune in spots, but
the instrumentalist never entirely abandons
the original pitch, as the singer so often does,
and the wsthetic satisfaction resulting from
correct intonation is probably greater in the
case of instrumental music than in that of
vocal music. (We shall be glad to hear from
some of our vocal friends if they do not agree
with this.)

In the fourth place, instrumental music
satisfies an instinctive craving that seems to be

scourging that of the other fellow.

universal, namely, to manipulate a machine
of some sort. Boys, especially, like to run
lathes or automobiles or any other type of
machine. An instrument has a definite mech-
anism, which it is good fun to learn to manipu-
late. This probably accounts partly for the
almost universal interest in bands that boys
feel.

Possibly the fact that in instrumental music
one is more often allowed to express one’s self
more freely and completely in the making of
loud tones is another factor in making instru-
mental music more popular than vocal music.

Finally, for some reason or other which the
writer cannot explain, the instrumental class, be
it band, orchestra, or violin, seems to appeal
more strongly to the social instinet than the
vocal class.

Whether these various things constitute an
adequate explanation or not, the fact remains
that instrumental music more than any other
factor is rejuvenating public school music
today. It now remains for the music educator
to evaluate the three great types of work —
singing, playing, listening — and to give to
each its proper emphasis, remembering always
that all good educational planning must be
based on a combination of — sometimes a
compromise between — what the teacher thinks
is best and what the pupil feels he wants. To
do this wisely and skilfully, the music educator
must have, in addition to musicianship, some
practical knowledge of psychology, a certain
bent toward philosophical thought, and a
large fund of common sense. A difficult com-
bination.

Procedure in Greenville
By EMULOUS SMITH
Bandmaster, Greenville Municipal Band, Greenville, Mich.

THOUGHT it possible that readers of the

Jacobs Music Magazines might care to

learn of certain of the features that we, in
Greenville, have found quite useful in the con-
duct of our bands, which are two in number —
a reserve band of forty-seven pieces, and a first
band of forty-four. In passing, it might be of
interest to the reader in general to know that
the first band, to which reference is made below,
in addition to being a school band, is also the
Municipal Band of Greenville.

Second chair men in the first band are used
as first chair men in the reserve band, and we
have lowered the age limit so that boys as
young as eight years are taken in, receiving, at
first, work in classes of their own age, and later
entering the reserve band as second and third
chair men.

Two of the major factors that make this
possible are as follows: First, I hand pick an
assistant bandmaster from my first band, and
train him completely in harmony, instrumenta-

Continued on page 19

Why Not Localize Camps!
By GEORGE J. ABBOTT
Director of Music, Eimira (New York) Public Schools

HERE is much discussion that seems to
indicate an interest in establishing a
Band and Orchestra Camp somewhere in

the eastern part of the country, perhaps in
New England. Isn't it about time to crystal-
lize these ideas and “ wishes” into some definite
action?

This suggestion is in no sense to be con-
sidered as antagonistic to the National Camp
founded by Joe Maddy. Quite the contrary!
“Imitation is the sincerest form of flattery.”
The fact remains, however, that the two estab-
lished camps, i. e., the National Camp and
Wainwright’s, are both located m the north
central part of the country. In one, at least,
membership is limited. Added to the cost of in-
struction is the rather large sum for transpor-
tation necessary to pupils in our part of the
country, who might be interested. Even in
cases where scholarships are provided, the cost
of fare is an insurmountable item to many
worthy students.

Probably the summer music camp idea has
“taken hold” far more generally than some of
us realize. Parents in territories remote from
the Michigan camp can hardly be expected to
be pleased with the thought of having their
children so many miles away, even though
these be in the best of hands, with every need
of body, mind, and spirit, cared for, as perhaps
would not be possible at home. Furthermore,
parents, themselves, should visit the camp at
least once during the season, and, here again,
distance becomes a determining factor. If the
matters of miles and money were eliminated
as obstacles, it is doubtful if it would be possible,
or wise, for a single centralized camp to care
for the students available even then.

Again, there are certain concrete benefits
that such an institution as the Interlochen camp
provides for the section of the country in which
it is located, and for the people who make that
section their permanent or summer place of
residence. A degree of this beneficial effect is
re-distributed by the latter when they return
to their winter homes. This, in itself, is a
strong argument in favor of the establishment
of more camps in locations where they will be
assured of support, without interfering with
camps already established.

I see no reason why camps of this sort should
not spring up at focal points all over the coun-
try, assuming, of course, that they are organ-
ized with the right personnel and vision for the
future. i

There is no question as to the attitude of
music educators or amongst the students but
that the idea is one of value; sensible, practical,
inspirational, as well as advantageous from a
physical standpoint.
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Foundation to Band Playing

A First Beginners' Combination Band and Orchestra Book

For Class or Individual Instruction—By FRED O. GRIFFEN
Hundreds of just such organizations all over the country as this one have been created by the use of— Foundation to

Band Playing

Nothing ever thought of so com-
pletely covers the needs of teacher
and student, demonstrated by the
hundreds of thousands of copies
put in use within the short time
published.

An Elementary Method For In-
dividual or Class Instruction. (All
Parts, Wind and Strings.) Not
“just another beginner’s -system,”
but an entirely different one.

Contains material for 16 weeks’
study, so carefully graded and ex-
plained that it will not, so to speak,
“stick the band.” Each Lesson fol-
lows consecutively and no lesson is
harder than the first, provided each
previous lesson has been learned.

Following Is An Outline of Each
Lesson:

Introduction

A concise explanation of the author’s ideas, so they may be
better understood by the teacher, instructor and studefmt. Y

Advice to the Student

_ Valuable advice given to the student for the study of his
instrument,

Hartley, Iowa, School Band, State Winners 1929,

Tuning

D_iagram with full explanation showing correct note for
each instrument to play while tuning.

. Diagram charts for all Wood Wind Instruments showing the
Fmge_rmg. Correct Playing Position with full explanation for
each instrument,

Lesson One. 4 comprehensive outline of the rudi-

ments of music. So clear a very young student will

Lesson Two. 4 complete explanation of this lesson
and the other lessons are given. To show the gradual
progress of these lessons the first line of each of the

have no trouble to understand.
second and fifteenth lessons are shown.

First Line n G-open Rest WHOLE NOTES AND RESTS
of :
Second |1, 77{6 == — — = - e
Lesson L\L) S— b2 © ©
oCount 1+2-3-4 1-2-3-4

Lesson Nine Sixteenth Notes and Picces.
Lesson Ten. Dotted Eighth Notes and Picces.
Lesson Eleven. Six-Eighths Rhythm and Pieces.
Lesson Twelve. Syncopation.

Lesson Three.

Lesson Four.
Notes.

Lesson Five. Eighth Notes.

Lesson Six. Staccato Notes and Rhythm Studies.

Lesson Seven. Rhythm Studies. Lesson Thirteen. Lesson in Melody Playing.

Lesson Eight. Harmonized Exercises and Pieces. Lesson Fourteen. March Time.

LCSS(_)II Fittet_!n.. 4 concert tf)altz, illustrates the note combinations to be found in such music. By comparing this
line of music with the first line of lesson 2, printed above, it will be seen how gradually the course progresses from
the first to the last lesson.

Introducing Half Notes and Rests.
W hole, Half, Dotted Half and Quarter

First Line Q —t + P— .
of 7. 1 T  me) e 1 T t y)
Fitteenth 4 '%a S S S R—— — P | o e
esson f r “ r r F r i . v e
‘ nf

Lesson Sixteen. Seven Major Scales for Unison Practice Last Page. A programme Suggested for First Concert.

INSTRUMENTATION

............. Alto Saxophone o Baritone T, C. e Bb Bass T. C,

Bb Cornets-Trumpets

(Conductor) .Bb Clarinets ..Tenor Saxophone b Bass
Db Piccolo “Alto Clarinet “Ratitone Sapxophone e Trombone T, (3 .............. Eb Bass
..Eb Clarinet Bass Clarinet ..Altos-Horns ~.Trombone B. C, -.BBb Bass

Oboe & C Saxophone ... Soprano Saxophone ..C Flute .....Baritone B, C. e DTUMS

STRING PARTS
............... Trombone B. C. o StTING Bass
............... Violins Horns in F

Mr. Gustave Saenger in The Metronome, in part, says: “The two essentials of the elementary and high school band are a good
method of instruction. This is a large order, It has been most adequately filled, however, by the ‘Foundation to Band Playing’ by
Fred 0. Griffin,”

NOTE: A complete set of these books will be sent on approval, to Supervisors or Instructors.
Write for a solo cornet or trumpet part. (Free)
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Melody for December, 1929

(Concert Repertoire

for ORCHESTRA

PROFESSIONAL SCHOOL COMMUNITY

Clarinets and Trumpets in Bb
«» Parts for Eb Alto, w»
Bb and C Tenor Saxophones

* 1 See Explanation
of these marks at
bottom of page

Symbol Letters
refer to Prices in
Panel Below

Angel'sSerenade ..............coieiiiiiiiiiiiiiieeiss Braga C *Prelude in G Minor.................coovvuunne. Rachmaninoff B
Angelus. From Scénes Pittoresques .................. Massenet A t*Pretorian Guard. Triumphal March ................ Luscomb D
Anitra’s Dance. From Peer Gynt Suite ................. Grieg A f*Pureas Snow. Idyl ...........coviiiiiiiiiiiiiinn, ..Lange D
Aubade Printaniere ...............coiiiiiiiiiiennn Lacombe A T*Rakoczy March ....i.ooisiieiisisvisavasss o Berlioz-Liszt D
t*Amaryllis. Gavotte Louis XIIT .......cooooiiviiniinnts Ghys D *Romance inEb ............ sereressiiiiesesiiune Rubinstein B
TEARVIEROIRA - o omvis o imas 5.5 5 s o5 amis oo s supsses Parlow D Salut d’Amour. Morceau Mignon ...........coevuenines Elgar A
Barcarolle. From Tales of Hoffmann ................ Offg:hbadé ﬁ Scarf Ddan}c;e ;nd AirdeBallet .................. G.%h.a{nllvrlxad.e “:
BerCOUSE ......oovvvviveeinonnerneeniinssnseronnenns ytt: Serenade Badine .............coiviiiiiiiiiiins abriel-Marie
Berceuse. From Jocelyn..........coooviiiiiiininninans Godard A Serenade d’AmMOUr .........cociviiiiiiniiiiiniianns Von Blon A
PBOICEUSE ... .ot eevereenneneenenoenseoisernesnasnns Gounod B SOTCRNAR oiies s 5 sories § 5§ SEwam § 3 GEAEHEE S § LUEET ¢ vo Drdla A
Blue Danube. Waltz ...........cooviiiiiiiiiinnnn. Strauss E SEFENAAE .. .cven oo oivinsi s o 6 stmating o ¢ swaeig g v s oemes o s Pierné A
Bridal Chorus. From Lokengrin ............ocovvvene. Wagner C Serenade ............iiiiiiiiiiiiii i Titl C
Butterflyand Erotic .............cooiiiiiiiiiiiiinn Grieg A SOUVEMIL .. ivit ittt eenei e eneanes Drdla A
t*Bolero. From Sicilian Vespers .........ccovovviivininnns Verdi D Swedish Fest March..............ccovviiiiiiinnnen Teilman A
Carnaval Mignon (Columbine's Lament) TOSPING s 5 v soownin s 6 srscrwmns s & v s » ¢ vessiornn ¢ o Grieg A
and Harlequin’s Serenade ...................... Schuett A Toa Star. ROMANCE s vomuinsss vumumns s s sosmine s us Leonard A
*Chanson Triste ..........coovvvvriieiiennennns Tschaikowsky B Traumerei and ROMANCe. . ........ovvvieenneennens Schumanq C
1*Chinese Patrol .............cccovviiiiiiiiiiiiiiiiinns Fliege D Triumphal March. From dida ..............covvinn, Verdi A
t*Clock, The. Descriptive ...........cooiiiiiiiiiinnen Welles D *Turkish March. From The Ruins of Athens ......... Beethoven B
Consolation. No.6 .........cccovvuiiiiiiiiniiinnenaens Liszt A *Unfinished Symphony. Excerpt from First Movement .Schubert B
T‘Coroné‘tion March. From The Prophet . o .MeJye};beer ‘I: *ga}se ((183 Fézurx\'ls. 2)From Nutcracker Suste . ....... Tschallé)l:vslgy R
Crucifix ..................... ....J. Faure alse (0p. 64, N0, 2). . veunvrnerrenneeneenenneiiennes opin
t*Czardas —LastLove ....................... ....Gungl D *Veil Danrt):e. From The Queen of Sheba .............. Goldmark B
{Flirting Butterﬂi;:s. Morceau Characteristic ......... .C'P;lettgé ﬁ Wedding March. From Midsummer Night's Dream Mendelssohn G
Funeral March of a Marionette ..................... un
Funeral MarCh : ;oo o s s s « osns » wases v o ssens Chopin A OVERTURES
{*Gavotte. From the Opera Mignon .................... Thomas D Gloriana (Grade I) .......oevviriiiiiiineeeniinneenne. Weidt F
t*Heads Up, March ...........oooovvviiiiiininnnnns Hersom D Health and Wealth (Grade I) ... ... ccuveeenrinnnn Weidt C
Herd Girl'sDream ..............ccoivviiieninnnnns Labxtzl’{i A Northern Lights (GradeI) ..........ccooviiiiiniin.t. Weidt F
Humoreske .................coooimiiin. Dvorak A On the Riviera (Grade II) .........coovviviinninne. Gruenwald F
Hungarian Dance. No.5 ............ccoooiiiiinnns Brahms A Sunny Sicily (Grade II) ......o.coerserneesseneernnens Grey F
t*Jinrikisha. Scéne Japanese ...............oooeeiiis Benkhart - D Sunshine and Showers (Grade ITI) .................... Flath F
T‘éf;‘g;‘g;‘;ig;“"%a&i ---------------------------- Rubinstein A {+Youth Triumphant (Grade IT) (Band, $2.00)............ Gibb F
La Castagnett'e. Capricé Eepagnol ... Ketten A SUITES
La Fontalne, Idylle ounioviiionssiimnsiinsnes i Lysberg A A Night in India (Suite Complete) ....................... Cobb G
‘}:a PAIOMIR . . coviee v ounsosmon s o v sxiiosvii 5 ihosivs § S50 § o500 \gad(xjexi ,IA; {}1"‘ 1 va T‘ in Benares and .
O SO G I 0E £ 00 B 000 T8 00 0T T TG dnde 0.2TheFakirs ] ciiiiiciaiiniiiiiiiiiiiiiiiinens
Last Hope. Meditation ..................ccooeee. Gottschalk C Nood The Daggaathallones Gl aod } - o s i E
aebeagm:‘lm'r(gocmme NO. 3] 4 ;s srsorersss o yizes o sssiviars v 0 00 5 -l{:iSZt ﬁ No. 5 March of the Brahman Priests ...........co.evuerereereinens
st Ghor: L T P P RS PR PR PP ullivan * ite Complete) .......ovvenn.
Marche Aux Flambeaux (Forchlight March) ||/ Seotoon Clark B 10 the Indlan Gountry Gulte Complete) - oo oo
Marche Militaire ..............ccovciviiiniiiiinnen, Schubert A No. 2 Chiefs’ Council
‘Marclﬁ of the Dwaz'fs s B s i C.Grig(gl ﬁ Nod g{:gfﬁgn& --------------- A TR B E S sl
Marche Romaine (Marche Pontificale) ................ oun ol by g e
Mazurka, No. 1 ...v.ccnvvveenereiiioniioiin, Saint-Saéns A Three Sketches from Old Mexlco (Suite Complete) ....Kenney
.%elody iln Ié .................................... Iéubigstein g E": 2 é" the §‘°“"“‘ GAEHOD: -+ ooen e vemreres v ooore st alh S %
NUOE 10 $F . oo s s wapns & 5 6 averpse s wwnave & srecaece v o eethoven 0.3 Serenade ............ ST SIVIAS8 BN NN GRS ST MRS
t*Monastery Bells. Nocturne ................... Lefébure-Wély D
Murmuring Zephyrs ............ ..., s Sy Jensen A Price Smalland Fulland _ Piano  Others
My Heart at Thy Sweet Voice. Samson and Delilah SainEﬁaéns ﬁ Symbol Pisa;o Pi;;o (Cond;;tor) Exm1 ;’tu.
Nocturne. No.2........... 58§ Swes opin O d
Norwegian Dance. No.2 . ...Grieg A - .60 90 15 10
t*Over the Waves., Waltz ..............ccovvviiiiniinnns Rosas E Lo R .70 1.00 15 10
Pas des Amphores. AirdeBallet ................. Chaminade A e Ry 75 1.10 15 10
t*Pasquinade. Caprice ............covvviiiinnnn. Gottschalk D E oo 90 1.35 25 15
*Pilgrims’ Chorus. From Tannhauser ................. Wagner B ) 1.00 1.50 .30 20
*Pilgrim’s Song of Hope (CommunioninG) ........... Batiste B G DR 2.00 3.00 .65 40
PIZZICRtO BOIRA 1 ; ovviovive s 5 cnporen wovas o vvnss ¢ oo Strauss A 15 gl O A = 3 2.40 3.60 .65 40
Polonaise Militaire ................ccovciiviiiiiiinnn Chopin A

*The numbers marked with an asterisk (%) are published for Band in the Orchestra key, therefore either en-
semble may be augmented ad libitum. Most of the selections thus marked have obligato parts for 1st violin,
2nd violin, 3rd violin and viola. tindicates thata Tenor Banjo Chord part is included in small orchestra.

N.B. Our Band Catalog Quotes Prices for All the Above Numbers for Band.—Sent FREE on request.

WALTER JACOBS INC. sosrov s, t5a
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Come On Into The Spotlight

AVING so rashly asserted last
month that the only salvation of
the theatre organ today would
prove to be in featured solos, I
have been asked to make good on

my advice by some concrete suggestions.
Fortunately, I have just been spending a few
weeks on a special engagement opening a new
house, so I am more or less in a position to give
advice, although I will not pretend to be able
to cover the ground quite as comprehensively
as in the good old days when my activities
were in the pit, rather than in the studio. No
matter how closely one follows the trend of the
times, the actual doing of a thing, and the
stimulation given to the faculty of invention
by having to deliver a new idea every week,
brings one closer to the subject than mere
theory and observation. So I am glad that in
trying to give a few ideas I am helped by recent
first-hand excursions into solo work, with the
consequent “feel” of audience reaction.

The most obvious difference between the
solos of today and those of last year is that the
organist cannot lean so heavily on the pub-
lishers, but is thrown more on his own re-
sources. Most of the publishers today are so
little interested in organ exploitation that they
have quit making elaborate slide sets in attrac-
tive novelty form. There are a few available,
butonly few; and of the illustrated straight song
sets left, it really seems as though there are
fewer hits than there used to be. Of course
the popular song business is undergoing as
radical an overturn today as that of the theatre
musician. The majority of established pub-
lishers have been merged with producing com-
panies, so that their chief interest is in theme
songs and incidental songs in feature pic-
tures. The sale of sheet music has dropped enor-
mously and the dearth of activity in publishers’
offices is significant.

Organist Now Chooses Own Songs

So far as the organist’s slides are concerned,
this is not entirely an ill wind. Although the
tricky and ingenious special sets formerly
available were generally effectively constructed,
nevertheless they forced the organist to plug
songs that often weren’t hits, and never became
hits. The energy expended in forcing audiences
to warble songs they didn’t know and didn’t
want to know, could have successfully com-
posed and produced a half dozen American
grand operas. And even if the organist was
ungrateful enough to want to substitute songs
by other publishers, the sets had forestalled
him by putting the name of the song on the
preceding gag slide. And not without justifi-
cation, either.

The point is, now that the soloist is no longer
dependent on these sets he can select his own
numbers and arrange a routine of songs that
are really popular enough to be spontaneously
sung. Your experienced organ soloist of today
has a reserve supply of gag slides that can
be fitted into a routine of popular songs and re-
sult in a hand-made slide set that he needn’t
worry about, because his songs will be familiar
enough to be sung, even with a small house.
Of course, this fundamental formula must be
varied enough not to become monotonous.
Even the best idea will grow stale with too
much repetition, and in the meantime there is
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the occasional special set from the publisher
with which to pad out.

However, the first essential is a supply of
good gag slides, plentiful enough so that by
varying them they will not seem too repetitive.
In case any reader is not experienced enough
to know what I mean by gag slides, they are
those pointed remarks and suggestions ad-
dressed to the audience, aimed to stimulate it
in singing. Here are a few specimens, just
given as samples:

The Attic Salt of Slide Gags

“Now let’s beller.”

“No matter how bad your voice is, your
neighbor’s is probably worse.”

“Let’s whistle it.”

“Now let your tonsils ring out.”

“Cheer up, this is the last one.”

If you haven’t a stock of these idiocies,
you'd better get some made up. You need
them in your business. In most large cities
there is a slide manufacturer available, but
if you have to send away for them, the best
quality of work is done by Workstel in New
York City. More locally to this publication
is Dorr in Boston. The addresses of these
and other firms I will be glad to furnish on
request. Workstel is rather expensive, but
for slides, such as those which we are referring
to, used repeatedly, is worth the cost. Dorr’s
slides are less pretentious, but well made and
very reasonably priced.

Once the soloist has these gag slides, he
isn’t through by any means. His next re-
quirement will be a large supply of tried and
true songs, all the way from Old Black Joe to
Horses and Bananas. Organists of methodical
natures will have a certain amount of these
older slides, which they have filched from old
sets and laid aside to be used as needed. The
older “home” songs are securable in some de-
gree from Bush in Buffalo, who had, and
probably still has, various community singing
sets for sale and rent. Of course it would be
almost prohibitive to attempt to get a slide
library of this kind all at once. The ideal way
is to have a reliable local slide maker who can
fill your current wants as they develop.

Naturally, slide numbers should be built
around an idea. The “Singing Rehearsal,”
the “Singing School,” the “Singing Bee,” the
“Singing Contest” — are all perfectly simple
patterns that can be cut to fit your needs. The
contest idea has been applied to all ranks,
races, and conditions of servitude, and still
waxes strong. Contests have been held be-
tween the orchestra and the balcony, the
blondes and the brunettes, the old and the
young, the married and the single, the boys

and the girls, the left and the right, the high
voices and the low, and so on and so on and so
on and so on.

Certain types of songs can be featured:
Sea songs, songs for the old folks, home songs,
mother and mammy songs, college songs, chil-
dren’s songs. Or again, along the contest
idea, types of songs can be contrasted — the
old versus the new, the quiet versus the jazzy,
the classic versus the popular, the waltz versus
the fox trot. The chronological or geographical
development of songs can be used as a basis.
That is, the waltz can be traced through the
hits of the last ten years, or the Mammy song
(or rather the development from Mother to
Mammy songs), or girls of different countries
can be used —Katerina, Jeannine, Mary, and
so on. Ideas will always suggest other ideas.
Any one type of song may be collected, and
looking through a pile of popular music is
bound to suggest different subjects that can
be treated in this way.

Once having collected the three to six songs
that are to be combined, the routine must then
beset. The most popular number should always
come last, of course, and the weaker numbers
first. This makes it possible to use a more or
less standardized routine in gag slides, in which
the first songs are followed by gags to the effect
that the singing is terrible, and on the next one
it must be better. The singing spirit is then
built up by the succeeding gags that compli-
ment the audience on the improvement, work-
ing toward the last, with some good round
Rotarian sentiment calculated to make your
crowd cut loose.

Make 'Em Chortle

No gag slide is good unless it has a laugh, or
at least a snicker, concealed in it.  Perfectly
straight slides, such as “Now all together,
let’s sing,” are ineffective. If the wording of
the slide, itself, is not catchy, then the cartoon
on the slide should make up for it in the facial
contortions that the artist must produce on
the singer’s face. An audience that will laugh
with you is in a sympathetic state, ready and
willing to cooperate, unless you discourage it
with poorly chosen songs, wrong tempos, a too
high pitching, or muddy playing and phrasing.

It is generally bad to take an audience above
E flat, unless it is for just one or two climax
notes. The tempo must move along so that it
won’t drag on hold hotes, and at the same time
must be paced so that every syllable is easy to
follow. Obviously, choruses in eighths and
quarters will move faster than those in dotted
rhythms and short quick syllables. In phras-
ing, the notes shouldn’t be run together, but
kept pretty much detached, and the hot orna-
mentation used at other times in jazz should be
largely eliminated. I believe in plenty of vol-
ume, unless an audience is singing so lustily
that the organ may be softened and even cut
out altogether at times. Then, of course,
there is the trick of suddenly stopping on a
high note or phrase to leave the singers up by
themselves — a joke that an audience always
appreciates.

Organists trying to build up their prestige
as spotlight attractions will do well to develop
their literary abilities. Cultivating the knack
of writing catchy and entertaining slides, either

Continued_on page 40
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The
Perfect Modern
Violin

The most exquisitely beautiful specimens of the violin
maker's art are unquestionably the product of Heinrich
Th, Heberleln, that internationally famous descendant of
the Heberlein family which for several generations has
been so intimately connected with the history of the mod-
ern violin,

Unfortunately all of us cannot own a Stradivarius,
Guarnerius, Amati, Cremona, Bergonzi, etc., not only be-
cause the price is prohibitive but because the examples
of these masters in violin building are so scarce. We do
not claim for one moment that the Heinrich Th, Heber-
lein violins are the equal of these old historical instru-
ments, but violinists in all parts of the world voluntarily
concede to this violin maker the credit of building the
most exquisitel{ toned, the most beautifully finished and
the most powerful toned of all modern violins,

1f you have ever had the pleasure of playing on one of
the famous Heinrich Th, g-leberlein violins you simply
cannot resist the ever-growing desire to own this perfect
specimen of the violin maker’s art. If you want purity of
tone, power of tone, beautiful appearance and, in fact, if
you want the perfect modern violin, don’t fail to send for
the new catalog of these beautiful instruments which has
just been issued and which will be mailed gratis upon
application, When you make up your mind to buy a really
good violin, then make it a Heinrich Th, Heberlein,

J. W. JENKINS SONS MUSIC CO.
1015 Walnut Street Kansas City, Mo.

RUDOLPH WURLITZER CO.
121 East Fourth Street Cincinnati, O.

CARL FISCHER, INC.
52 Cooper Square New York, N. Y.

Please send without obligation catalog of Heinrich Th,
Heberlein violins
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Wound Mal Strings
The

Best Wound Strings

in America

In the Famous———
Hermetically Sealed Packing
They're Made Right — They Stay Right
ASK YOUR DEALER FOR

SQUIER-TRUED STRINGS
V. C. SQUIER COMPANY

BATTLE CREEK, MICHIGAN

Send for Deacriptive Booklet Number Three

The Uninspiring Pupil
Continued from page 12

but when we have a pupil without much of any
talent, we cannot foretell that he, too. will be-
come a missionary in music, and work for the
benefit of everyone else. This is a true in-
stance, and'stands as one good example of a
possibility. However, considering that chances
are as good as ever for teachers finding among
their pupils a sincere lover of music, although
with but little talent, they may leave the one
man in thousands out of the question.

Music is available generally nowadays, and
if my old friend could return he would find his
favorite occupation being worked out along new
lines. Think of the hundreds of children who,
instead of having to seek it, have music brought
to them in the public schools! ~ Also think of the
hundreds of persons (thousands, if you prefer)
throughout this country who are “doing some-
thing” with stringed instruments! “Doing
something” is a very vague expression, yet it
fits the cases of hundreds who have taken up
these instruments— particularly the violin.
These people remind me of coasting — never
really getting anywhere, but climbing the same
old hill after each “coast,” and getting fun out
of it all with the stimulus of good company.

I have heard a teacher say: “I have thirty
or forty violin students,” which is a very loose
way of using the last word. He might better
have said: “I have thirty or forty who come
to me for lessons.” I make this distinction as
not only being true in my own experience, but
in that of many other teachers, all of whom
state that a pupil who really studies the violin
is an exception. Violin teaching, like all in-
struction, would be comparatively easy, if
(we will say) one-half the number of pupils
would really study. And this leads to at least
one pertinent matter.

Perhaps the greatest problem of the teacher
is in getting the greatest possible number of
pupils to actually study, and this (as was said
in the first place) involves individual considera-
tion; a plan for each pupil. We know that
some are very slow, almost hopeless, in the
beginning, and continue so for a long time, per-
haps two or three seasons. In such instances,
you may find pupils who will sing in perfect
tune, which is an indication that in course of
time they will learn to play in tune, or nearly so.

I recall the instance of a boy who came to me
for lessons and could not pitch his voice to any
tone; but for the earnest wish of his parents
that he should play, and his own good-natured
willingness, I would have advised either taking
up the piano or giving up the idea of playing
any instrument at all — at least, until such
time when he showed some hopeful signs.
Supported mainly by the interest of his parents,
I kept on with him, and although he did not
become what used to be known as a “star
pupil,” he nevertheless went far enough to
enjoy playing in an amateur orchestra and
quartet. He is “still going” in the company
of musical people, his interest in concerts and
the music world in general having proved a
satisfying educational influence in his life.
I know that there is no end to the varied capa-
bilities of those who would learn something
about anything, therefore teachers with sound
judgment should meet with confidence and
patience the problems that these varieties offer.

The musical public at large is made up of
people who have learned, and are still learning,
something about music. Music attracts the
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The

Nusic Conductor’s Nanual

By FRED E. WATERS

in which the technic of the baton'is fully illustrated
and explained—a practical system, easy to learn and
easy to understand.

Endorsed by leading Bandmasters and Music Ed-
ucators.

Any musician, who will follow the instructions given
in the Music Conductor's Manual, can direct bands
and orchestras properly and effectively.

It also contains chapters on interpretation, instru-
mentation; art of building programs and the psychol-
ogy of handling musicians.

Price $3.75 postpaid, remittance with order. Guar-
anteed to be as represented or money refunded.

- . Franklin St.
FRED E. WATERS, ihkr, NbIaN&

At Home

A Complete Conservatory Course
B M ‘l Wonderful home study music lessons under
Y al great American and European teachers.
Endorsed by Paderewski. Master teachers guide and coach
you. Lessons a marvel of simplicity and completeness,

The only recognized Conservatory of Music g[;vinx lessons
by the UNIVERSITY EXTENSION METHOD.

The ideal of a genuine Conservatory of Music for home
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majority, and although the majority may not
have learned much about music, it still has a
part in their lives, if only a small one. It has
been said that the common people are the bul-
warks of the State, but rather let us say that
the average appreciations of music are the
bulwarks. Let us, therefore, value these
children of only average promise in music, as
well as the rare ones of marked talents.

-ttt —— —————
.

Procedure in Greenville

Continued from page 14

tion, pedagogy, and the technic of the baton.
He then conducts the reserve band entirely
on his own responsibility (but always with
the bandmaster present), hears the beginner
classes in any choir, and does all routine work
of the band, besides conducting the first band
when needed.

At the present time we have the best assist-
ant we have ever had, and a word of praise for
him is not out of place. He is Allan McBride,
eighteen years of age, and a junior in high
school. He is saxophone soloist, one of the
twelve members of the original band of 1922,
and has completed his entire course in band-
mastership. Needless to say, without such help
as his, one man could not manage all the work
we do here.

The second thing that makes possible en-
larged work; our drum majors. We have a
senior drum major and two junior drum majors.
They are trained after being hand picked for
their particular qualities of personality, plus
some previous musical training. We require
our drum majors to double in band on concert
engagements as well as to take charge on the
march. Our senior drum major is a pianist of
no mean ability, and does solo work with the
band on inside concert work. For regular
outdoor, he plays xylophone and bells. He is
therefore always with the band, whether at
rehearsal or on outside duty, and is available
at a moment’s notice for any emergency. The
two junior drum majors work with the reserve
band, alternating between drum major and
bells on alternate weeks. The better of the
two juniors substitutes for first band when
necessary.

The training of these boys is as accurate as
that received in any of the other branches of
the band game, and in addition they must
develop originality. As a fundamental study
we use the U. S. Army regulations for drum
majors, as well as the Drill and Evolutions of
H. R. Moon. After being thoroughly grounded,
the boys are allowed to form an individual
system best suited to their own personality and
mental make-up.

As stated above, we stick strictly to the
regulation form, not allowing any fancy strut-
ting, and so forth. However, this year we are
teaching stick twirling to one of our new junior
drum majors, and it would please me to see
several articles by drum majors, with photo-
graphs and descriptions of the methods they
use, the various signals, and how they twirl, in
detail, and any number of those interesting

things that are a so necessary part of drum

majors’ work. Iam sure there is a drum major
in every band, either school or municipal, who
has certain kinks that would be a lot of help
to some others holding like positions.
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— By CHARLES REPPER — IN BOSTON —

ACH concert season sees on the bill-
E boards the names of musical stars
and would-be stars offering their
abilities, of varying degrees, to the Great
American Public;: and each season sees the
difficulty of persuading the G. A. P. to take
an interest in any but the most famous, or
notorious members of the constellation.
Since this is a free country, within the
limits allowed by the board of censors, all
persons who can play or sing (including also
some who cannot), and who either feel an
irresistible urge to share their emotions
with the public, or are convinced that giving
concerts is a pleasanter way of making a
living than punching typewriters or selling
bonds or vacuum cleaners — all of these
individuals have a legal right to hire a hall,
and stage a demonstration of their talents.

But of course there is little or no use in
giving a concert to empty seats, and the
difficulty is that the public feels under no
obligation to buy tickets to concerts just
because certain persons desire to give them.
The average man takes his dollars that he is
going to spend for entertainment, and con-
siders quite disinterestedly where he shall
spend them to get the most for his money.

In deciding whether to go to the theatre,
or the movies, or to a concert, the question
of which performers most desire or merit
support does not affect him. 1In fact, he
knows and cares little about that matter. He
is interested in getting his money’s worth,
just as heis when he buys a suit of clothes, or
a motor car, or an oil heater.

Now in buying these latter commodities,
he has at least the chance of inspecting and
even trying them out before paying for them;
but in the entertainment field he pays in
advance and takes a chance on what he gets.
He takes a chance, certainly, in buying
theatre tickets, but even here there is
more than one person’s opinion back of the
offering. Before a theatrical production
comes to the public, not merely the author,
but the producer, the financial backers, and
others interested in the affair, must agree
that the piece has sufficient merit to warrant
the expenditure of the necessary time and
money.

In a recital, however, all that is required
is the opinion of the performer that he or
she is worth hearing. Most managers, I
am sure, would like to be in a position
where they could refuse to handle any but
sure-fire artists, but there are not enough of
these to pay the rent for more than a hand-
ful of managers. Therefore, it happens that
if John Smithovitch wants to be heard, and
if he comes to Manager Jones with enough
money to pay the expenses of a recital,
Mr. Jones will give him his concert with-
out too much concern for the quality of
the performance. After all, Jones will
probably argue, managers must live, and
the public should be the judge of whom it
wants to hear; for besides, no manager can
predict which artist the public will take to

its heart.
Y

Fair enough, but here’s the trouble. How
is the public to be persuaded to come to
sample the work of this unknown musician?
1f the tickets are, say, a $2.50 top, your aver-
age man will think that is too much to
gamble on a “blind date,” for he knows that
for the same price he can hear a musical
celebrity, about whose ability there is no
doubt. In other words, only a person of
philanthropic inclinations will pay his
$2.50 to hear John Smithovitch, about
whom he knows nothing but what the ad-
vertising circular tells him, in preference
to somebody like Rachmaninoff.

To hear some musicians and managers
talk, you would think that the man in the
street was under an obligation to buy
tickets to all débutant recitals and those
of other performers who need the money.

»

But naturally he doesn’t feel that way about
it. e reasons that the musician, like the
actor or the merchant, is simply offering
something at a price, and before he spends
his money he expects to be “sold” on its
merit and advantage to him.

Merchants introduce new articles to the
public by giving away samples and making
various cut-price offers to inveigle people
into trying the product. Managers of
concerts have adopted similar methods in
giving passes to concerts by unknown
artists, in hopes that the public, having
once heard the new musicians, will like
them and then be willing to pay for tickets
to their subsequent appearances. .

But here again comes the difficulty that
inasmuch as people now have so much en-
tertainment. from the phonograph and radio
without any expenditure of energy on their
part, it is becoming more of a problem to get
them to take the time and trouble to go
toa concert hall, even on free tickets, to hear
musicians of anything less than national

reputation.

The manner of dispensing gratuitous
admissions to débutant recitals and those
by musicians with a limited or nebulous
public, has undergone various phases. It
was soon discovered that sending out actual
tickets was unsatisfactory, because if people
received them and did not use them, the
seats would be empty at the concert, and
yet the house would appear to be sold out
at the box-office, and there would be
nothing to sell to the rare bird willing to
buy a ticket.

Passes, or “courtesy cards” as they were
euphemistically named, which could be
exchanged at the box-office for seats any
time prior to the performance, were next
printed and sent out. Theresult of this was
that the last half hour before the start of
the concert saw a long line of people at the
window waiting to exchange their passes.
This caused an unreasonable delay, and of
course irritated anyone who found himself
to be perhaps the only one in fifteen or
twenty persons paying money for his ticket.

Later developments have brought about
a system by which the holder of a pass must
pay from twenty-five to fifty cents for each
ticket, according to the manager’s estimate
of the artist’s drawing power, but he must
exchange it not later than the day before
the concert. Thismeanseitheran extra trip
to the hall, which is in a location that most
patrons of concerts do not pass habitually,
or the bother of writing to the box-office
and enclosing (according to managerial re-
quirements) not only the money, but a
stamped and addressed envelope! And this
year, the managers have already added
the stipulation that no stamps will be ac-
cepted, only money order, cash, or check.

Now all this would be reasonable enough
if there were crowded halls for all of these
concerts, but along with the increased com-
plexity of using these “courtesy cards”, or
“students’ tickets”, we hear that, if any-
thing, it is more difficult than ever to get
audiences for the general run of small con-
certs.

Advertising men in the regular business
fields have long ago found out that most
people are not only busy but indolent, and
that if they are to be induced to try out a
new article, or new brand of an old one, the
procedure must be made just as easy as
possible. If the manufacturer wants you
to test his product, he may not offer it to
you unsolicited; but if he asks you to take
the trouble of sending for a sample, he will
doitin a way that offers the Jeast resistance
to you; if you are to send a coupon, you
will find the coupon on a convenient corner
of the “ad” where it is a simple matter to
cut, or tear it off; and on it you will find
the space already arranged for filling in your

name and address; and if you have tosend a
few centsin money, theway most convenient
to you is accepted.

It is safe to say that more people are inter-
ested in a new kind of face powder than in
a new pianist, and yet how many samples
of powder would be sent for if the inquirer
was required to write a note, giving his
address, and enclosing not only a check or
money order (you know what it is to get a
money order), but also an addressed and
stamped envelope! Have the concert man-
agers ever thought about the matter from
this angle?

If they have, and have decided also that
their present methods constitute as far as
they will go to meet the public, then I
don’t know how to get larger audiences for
these concerts, unless they can persuade the
performers to make them more interesting
to the layman. The average concert pro-
gram does not so much contain pieces that
the artist thinks the public likes, as it does
pieces that he likes, or that he thinks best
display his ability (which is about the same
thing), or that he thinks are the proper
thing for him to play or sing.

His program is made for the small class
of people who take music seriously; but
these people either have not enough money
to support all the concerts, or they hear so
many that they become fed-up, and won’t
go more than once in a while. The piano
teachers, and some of their pupils, may be
interested to hear seven performances of
the “Appassionata” in a season, in order to
compare in detail the interpretation of the
players, hut this sort of thing is not the
layman’s idea of what a concert is for. He
goes to a concert for pleasure, and what is
the use of going to concert after concert and
hearing the same old pieces each time?

Who would go regularly to the theatre or
the movies if they reeled off the same score
of plays or features year after year?
Hamlet is, admittedly, as great a play as any
sonata is a piece of music, but could six
or seven companies come to Boston in one
season and all play Hamlet, and all get
good houses? You probably admire Hamlet,
and appreciate it as a masterpiece of
literature, but how many times a winter
would you pay $2.50 to see it, especially
if there were no famous star in the cast?

Brahms is quoted as having said that
“unknown players should play known
pieces.” Presumptuous as it may appear
to disagree with this musical saint, I think
advice to young musicians should be just
the opposite. A young and inexperienced
pianist cannot, in the nature of things, add
anything to what we already know about a
masterwork that we have often had inter-
preted for us by mature and seasoned play-
ers, but he could interest us by bringing out
new and unfamiliar things that we should
otherwise not be so apt to hear, since the
older musicians so often become indifferent,
if not hostile, to new music.

It must be admitted that the music
critics are not always helpful in this respect.
If a young artist offers a program made up
almost entirely of new music, some critic
can be depended upon to say that the new
pieces, after all, were not as good as the
old classics, and were not worth hearing.
But I think this is the wrong attitude. We
can’t tell what new music we want to accept
until we hear it; in fact until we have heard
it more than once. The performer is
usually as good a musician as the critic,
and if he thinks enough of a new piece to
spend his time and energy preparing it, itis
not necessarily a waste of time because it
may prove to be somewhat below the
standard of the greatest masterpieces. In
fact, it is more than possible to get a great
deal of pleasure from pieces that are not
masterpieces, just as we enjoy many plays
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