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Famous Odell Marches 
For Mandolin Orchestra or Banjo Band 
  

Just the numbers to open or close your concert programs. Snappy, vigorous, playable and melodious to the 
nth degree. Interesting parts in every case for mandola and mando-cello with plenty of chances for the latter 
instruments on the solo parts. 

SERIES “EME. PHENOMENON: (easy, cut time): 73.2 4:470.....-- 23 1. F. Odell 
ONE HE TOASTAMEAST ER (easy, cut:time) 20.5... .20. 2 anes H. F. Odell 

SERIES + * CHE CRESCENDO: (easy 6/8) 24 snc ee te do H. F. Odell 
TWO TACLIVE, WIRE (easyi6/8) 923.0. .5 hot ee ea oe Johnstone-O dell 

LOYAL FRIENDS “(easy, cut time) 2.02. cece oo a - H. F. Odell 
PEE METEORs(easy, cut time) «.....-:ese «sa... oe Rice-Odell 
YANKEE PE PS(medium, cut time) 22.455.) 1a.) 5. H. F. Odell 

SERIES +BOSTON COMMANDERY (medium, cut time) ........ Carter-Odell 
THREE INVINCIBLE U.-S: A..( medium, 6/8 time) 225.22... .>- HH. F. Odell 

PARADE OF THE WOODEN SOLDIERS (medium 2/4) Jessel-Odell 
TYOUNG AMERICA “(easy, 6/8 time) ...<. 0288... css: H. F. Odell 

Sold in complete orchestration form. Each orchestration contains two first mandolins, one second mandolin, 
one tenor mandola, one mando-cello, one guitar accompaniment, one banjo obbligato, one flute and one cello. 

PRICES Series One 50 cents each. Extra parts 10 cents each. Extra Piano 15 cents each. 
“ “ee Series Two 65 tee ine aoe Con” “ 

Series ‘Three 8o “cc “ “c «“ 20 “ 77 “ “ 25 “ 6“ 

Mando-bass or drums to any of the above numbers 25 cents each net. Numbers marked * are also published 
for regular orchestra in the same key. Numbers marked ¢ are also published for tenor banjo duet in the same 
key. Price 30 cents each. 
  

THE CRESCENDO PUBLISHING COMPANY—252 Asylum Street, Hartford, Conn. 
  

  

  

  
    

  

  
1934 A GREAT YEAR 
for HAWAIIAN GUITAR 
Use Good Material—We'’ll Start You! 
For Teachers Only—$4.75 for $2.00 
One BICKFORD HAWAIIAN GUITAR 
METHOD, list price $1. Fifteen Beautiful 

Hawaiian Pieces, list 25¢ each, $3.75. 

ALL FOR $2.00 
HERE ARE THE PIECES 

Estrellita—O Sole Mio—Londonderry Air— 
Glendale Waltz—Reverie—The Merry Wid- 
ow Waltz—Kitty’s Waltz—Spooning in the 
Moonlight—Valse Bleue—Bohemian March 
—Norwegian Lullaby — Sweet Genevieve— 
Home on the Range—Barcarolle from Tales 
of Hoffman. Silver Threads Among the Gold. 
The Bickford Hawaiian Guitar Method con- 
tains 64 pages of elementary to advanced 
material. For beginners this book is un- 
surpassed and teachers everywhere endorse 
it. Heltman Sheet Music is artistically 
printed on the best grade paper, arranged 
by leading American artists and sells every- 
where for 25¢ a copy. 

Teachers Note — This offer is NOT FOR 
THE PUBLIC. Only those in the profession 
are eligible for same. Kindly enclose pro- 
fessional card if unknown to us. 

FRED HELTMAN CO.,Cleveland,Ohio     

  

The Odell Hawaiian 
Guitar Folio 
By WALTER BURKE 

Exquisite melodies and beautiful har- 
monies are the outstanding features of 
this famous collection. Sixteen pieces 
that will make your programs in radio 
or concert last forever in the minds of 
your listeners. 

PRICE $1.00 
Steel guitar accompaniments may be 
had for all of the pieces in this folio 
at 15 cents each. 

ORDER NOW 

THE CRESCENDO PUBLISHING 
COMPANY 

252 Asylum Street - Hartford, Conn.       

ATTENTION! 
Guitar, 

Tenor Guitar 
and 

Tenor Banjo 
Players! 

ILLIS CONOLLY, Tenor Guitarist, with Oahu 
Serenaders, is now offering for sale the most 

fascinating and rapid method ever invented for 
learning to play chords on Tenor Guitar or Tenor 
Banjo. This method is in the form of a game 
played alone by the student. 

We guarantee that after six weeks of practice 
with this remarkable Chord Game you will be able 

to play all chords in any position with the facility 
of a professional performer. 

Change the drudgery of practice into pleasure by 
learning your chords with the ‘‘Willis Conolly 
Rapid Chord Game.” It will instruct as well as 
amuse and entertain you. 

To secure this remarkable Chord Game, mail 
$1.50 (personal check, bank draft, or post office 
M. O.) to 

Willis Conolly Studios 
6 West 8th St., Erie, Pa. 

MAIL YOUR ORDER TO-DAY 
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Hawaiian Guitar Solos 
ADHERED TO BY TEACHERS AND 

SOLOISTS EVERYWHERE 

PUBLISHED BY 

JACOB VOLLMAR 
295 Pine Grove Avenue — Rochester, N. Y. 

Send for Circular 
Discount to Dealers and Teachers   

WEIDT’S 
COMPOSITION & ARRANGING 

25 Lesson Course 
Music Arranged Manuscripts Corrected 

Sample Lesson 20c 

A. J. WEIDT Belford, N. J. 

GUT AND SILK CENTER 
GUITAR STRINGS 

For STUDENT, PROFESSIONAL, ARTIST 
Singing Bird; per set .............. $1.20 
Nonpareil, per set 1.50 
Cid-Elite, per set ....... 1.80 

  

Perfection, per set 1.80 
Bernhardt Steel E Free With Every Set 
Wm. D. Franz, 4912 So. Kildare Ave., Chicago, III. 

  

  

  
 



   

  

Ee aie 

ALEXANDER MAGEE 
YE present to our readers this 

month, another sterling artist 

of the well beloved five string banjo, 

who is a veteran performer with a 

string of successes to his credit that 

would please an Elman or a Paderewski. 

About forty years ago, when Alex- 

ander Magee was a small boy, he 

used to watch with open mouthed 

admiration, his older brother while the 

latter would practice upon his banjo, 

and when the latter had gone off to 

business, Alex would tip-toe upstairs, 

take the banjo out of its green cloth 

bag and fiddle around it until he had 

a working knowledge of the chords 

and scales. Of course, as his brother 

progressed,Alex did likewise, as his 

sense of observation was very keen, 

and he soon absorbed al] that older 

brother knew about banjo playing. 

Mr. Magee’s brother often mentioned 

to his mother that it was strange that 

after putting his banjo away after 

practicing he would discover the 

strings considerably frayed—a condi- 

tion that the strings were not in when 

he placed the instrument in its bag. 

This Scotland Yard mystery was solved 

one day when big brother came right 

home on a rainy day and discovered 

Master Alex playing very fluently a 

piece that Big Brother had been stum- 

bling over for some time. Naturally 

young Alex just wilted and froze to 

his chair, but big brother with a look 
of amazement merely said: “Well, I’ll 

be d—d.” ~ 

RESGE 
THE FRETTED INSTRUMENT JOURNAL 

That exclamation was the result of 

the starting of Master Alex Magee 

with a real teacher, and he was placed 

accordingly with Leopold Frank of 

Tarrytown-on-the-Hudson. His prog- 

ress was so rapid that he soon teamed 

up with Mr. Frank and they played 

dates in all the towns along the Hud- 

son with much success. 

At that time, Brooks and Denton, 

George Gregory (of Infanta March 

fame) and Farmer and Van Baer were 

at the zenith of their careers, and 

young Magee soon came to know them 

all intimately and learned many fine 

points from these experts. Having a 

natural musical memory, and being 

convinced of the possibilities of the 

banjo, Mr. Magee then studied har- 
mony and theory with several dif- 

ferent teachers and applied these sub- 

jects to his transcriptions for the 

banjo. Those of our readers who have 

heard this great artist perform are 

aware of the tremendous amount of 

time he has given to the making of his 

arrangements, 

In studying the banjo methods of 

that time, Mr. Magee became con- 
vinced that the whole system of finger- 

ing would have to be changed in order 

to play many of the classical and 

standard pieces and he accordingly 

began to develop his own system which 

he uses to this day and claims it to 

be fool-proof. Mr. Magee maintains 

that each piece requires special finger- 

ing to suit its own practical conditions 

and a run or chromatic sequence in 

one piece that might start with the 

thumb of the right hand would prob- 

ably have to be started in another 

piece with the first finger. Fred Van 

Eps, who is a particular pal of Mr. 

Magee, also uses this same system. 

In 1898 Mr. Magee played at the 

famous concert given by Brooks and 

Denton at Madison Square Garden and 

came away with many honors consid- 

ering the many famous banjoists that 

were on the same program—all of 

whom were after the other’s scalp. 

This led to a vaudeville tour and sev- 

eral seasons of concert work after 

which Mr, Magee was married and 

then formed the famous trio of Magee, 

(Continued on Page 18) 

NO 
The Music Review 

Fred F. Gatchell’s new method for 
Hawaiian guitar in the E seventh tun- 
ing is experiencing a tremendous sale, 
and we are glad to know, through the 
medium of a letter from the author, 
that CRESCENDO advertising has 
aided this. The method is a dandy, 
and Mr. Gatchell is already at work 
on the sequel to book one—so great 
has been the demand for more material 
in this new tuning. 
Among the finer works for Hawai- 

ian guitar that we have seen of late 
is the new edition published by the 
Fred Heltman Company of Cleveland 
whose advertisement and special offer 
appears elsewhere in this issue. Right 
here let us be quoted as saying that 
any enterprising teacher who passes 
up this fine offer is going fast to the 
bow-wows. Leading the procession in 
the Heltman Edition, is the Bickford 
Method for Hawaiian Guitar, and as 
usual, the astute Zahr Myron has left 
nothing to be desired in this work. 
Every trick in the repertoire of the 
artist performer of this instrument is 
incorporated in this method with the 
usual musicianship that Bickford in- 
culcates in all of his books. Next in 
order we find a fine series of Hawaiian 
guitar solos with second Hawaiian 
guitar accompaniment and also the 
piano accompaniment to each number. 
Some of the second parts are written 
as distinct obbligatos, while others 
provide straight accompaniment, but 
in each case the arrangements are 
most excellent, Among the numbers 
that took our fancy are: Valse Bleue 
(Margis), Londonderry Air (the popu- 
lar Danny Boy), O Sole Mio (Di Ca- 
ua), Kitty’s Waltz (a very easy num- 

Ber for the beginner), Bohemian March 
(also easy), Lehar’s popular Balsiren 
Waltz from the Merry Widow, Glen- 
dale Waltz (another excellent begin- 
ner’s piece), Reverie (which could be 
given at the second lesson), the justly 
famous Estrellita by Ponce, the lovely 

Norwegian Lullaby (Kvelve), the time 

honored Silver Threads Among the 

Gold (Danks), the well known and 

much sung Home on the Range and 

the old love song Sweet Genevieve. 

The latter two have also the vocal 

versions included, but no piano parts. 

These numbers are all arranged by 
Bickford—and how! There is also a 

nice easy arrangement in waltz time 

of the popular Barcarolle (tales of 
Hoffman) arranged by Liddicoat which 

will do nicely for a teaching piece,   
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Editorial 

THIS PLECTROPHONIC 
MOLECULE 

ERE it not for the pleasant 

letter just received from one of 

our most enthusiastic readers, it is 
doubtful that this editorial would ever 

be written, but as the letter in ques- 
tion brings out some pertinent points, 

we shall attempt to answer them in a 

way that will be helpful to all of our 

readers who are interested in the 

Plectrophonic movement. 

Our subscriber writes: “I know of 

several fine wood wind players, but I 

hesitate to ask them to join our or- 

chestra since they are professional 

players, and although not working at 

present, I feel that to ask them to sit 

in with us will only bring down upon 

my poor head the scorn which so many 

professional orchestra players have for 

our instruments.” 

Our subscriber is perhaps what 

might be literally called “the timid 

soul.” He hesitates to hear sneering 

remarks about our beloved instruments 

and unconsciously is defeating his own 

purpose. Forget that inferiority com- 
plex, good brother, and approach your 

professional wood-wind players. You 

will find that any good musician will 

meet you at least half way. Of course, 

if he is the type that is so rampant in 

our profession who can see only to the 

length of his unduly turned up nose, 

you and he are just out of luck. The 

competent man, however, is broad- 

minded. He is eager to hear new color 

and you will find that he will enjoy his 

_work with you once he gets started. 

As it is at present, so many profes- 

sionals are idle that I really believe 

that you will find these men eager to 

have the chance to play for the prac- 

tice it gives them. This is especially 

so if there is no local symphonic unit 

in your city. 

Any honest wood-wind player will 

tell you after playing for a few times 

with a mandolin orchestra, that it is a 

delight to do so. He need not exert 

himself in the least—yes, and do not 

let him exert himself. He may freely 

expend that inward sense of beauty in 

the perfection of his tone—a subject 

that is constantly worked on by sin- 

cere players of the flute, oboe, clarinet 
and bassoon. 

The mandolin having a tempered 

scale, makes it a little more difficult 

for the players of wood-wind instru- 

ments to play always in tune, but 

they will welcome this adversity for 

the practice it gives them.. They, like 

yourself, will delight in the gorgeous 

nuances of tremoloed shimmering 

chords so perfectly blended with the 

sustained beauties of the winds. The 

gorgeous background of chords from 

the guitars will also give them much 

inspiration for better tone, and you 

will soon find them absolutely “fretted 

instrument minded.” 

Your Editor has had remarkable 

success in securing good wind players 

and many of these who also play with 

symphonic orchestras tell me that they 

greatly prefer their work with our 

Plectrophonic orchestra. You, too, my 

brother, will experience this if you 

but try. 

Go you forth, therefore, and secure 

these available men, and add more 

converts to our instruments’ possibili- 

ties, and give us another real plectro- 

phonic orchestra. 

NEWS NOTES IN BRIEF 
In accordance with his usual custom 

Herbert Boote, the well known teach- 
er of Hamilton, Canada, presented his 
fretted instrument groups in a delight- 
ful program at the Y. M. C. A. of that 
city, for its annual Open House on 
New Year’s Day. There were many 
fine groups by the Boote Banjo Band 
and Hawaiian Ensemble, and some 
distinct novelties in the way of solos, 
duets. and trios as well. 

Frederick J. Bacon, the famous ban- 
joist, who is now teaching at his new 
studio in the Day Building in Wor- 
cester, Massachusetts, is featuring in 
addition to his teaching of the various 
fretted instruments, courses in oil and 
pastel landscape painting. Those of 
Mr. Bacon’s many friends who have 
seen his wonderful work in this line 
will tell you that he is also a master 
with the brush and crayon — which 
goes to prove that the arts do go hand 
in hand. Mr. Bacon has also revived 
his famous rudimentary snare drum- 
ming and is coaching drum corps in 
this work. 
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HOLDS THE WORLD’S RECORD 
FOR A MAGAZINE DEVOTED 
TO FRETTED INSTRUMENTS. 

FREE COPY ON REQUEST 
write direct to:— 
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New Six String Chords 

NICK LUCAS GUITAR METHOD 
PLECTRUM STYLE 

[Two VOLUMEs } 

New edition just published—shows new 

six string orchestra] chords, studies, 

duets., etc., as played by Nick Lucas. 

Price (each) $1.00 
  

PUBLISHED BY 

NICOMEDE MUSIC CO. 
ALTOONA, PA.     

CONCERT 
By Dean’s Banjo, Mandolin and 

Guitar Orchestra. Warren N, Dean, 
conductor. Emigsville Band Hall, 

Emigsville, Pennsylvania. Benefit of 

Emigsville Athletic Association. Sat- 

urday evening, February 3, 1934, at 

eight o’clock. 

1. March—“The Band Parade” 

2. Waltz—‘‘Valse De Concert” 

3. A Syncopation— 

“Kentucky Smiles” ....... Stahl-Bauer 

Dean’s Orchestra 

4, Hawaiian Guitar Duet— 

.. Stahl-Bauer 

.. Stahl-Bauer 

“Hawaiian Islands” ........... Smith 

5. Hawaiian Guitar Duet— 

“Flight of the Fairies” ......... Hicks 

Merle and Helen Reisinger 

6. Waltz—‘‘Forest Flower” .... Stahl-Bauer 

7. March—“The Y. W.C. A.” ........ Dean 

8. Lullaby—‘‘Dreaming”’ Stahl-Bauer 

Dean’s Orchestra 

9. Reverie—‘‘Meditation” .... C. S. Morrison 

0. Italian Waltz—‘‘La Spagnola” . Di Chiara 

Trio: 

Warren N. Dean and Roy A. Lauer, mandolins ; 

Austin Mohler, guitar accompaniment 

_ 

11. Concert Waltz—‘Valse Helena” .... Dean 

Orchestra 

12, Reverie—‘‘A Love Story” ......... Dean 

Mandolin solo, unaccompanied 

Warren N. Dean 

138. Reverie—‘‘A Love Story” ......... Dean 

Dean’s Orchestra 

14. Prelude in C Sharp Minor 

(transcribed in E Minor) . Rachmaninoff 

Austin Mohler 

15. Intermezzo—‘‘The Crystal Sea” .... Dean 

Tenor-banjo solo, Miss Helen Knighton ; 

W. N. Dean, guitar accompaniment 

16. March—‘‘Golden Glare” ........... 3 Stahl 

17. Novelty— 

“Dance of the Snow Crystals” ... Stahl 

Dean’s Orchestra 

18. Mazurka—‘‘Poetique” ........... Weber 

19. March—“From the Barracks” ...... Babb 

Spanish guitar duet, 

Merle and Helen Reisinger 

0. March—“The Pride of York” ...... Dean 

Dean’s Orchestra 

to
 

Miss Davis with Miami 
Girls Band 

Miss Helen E. Davis, the well known 

banjoist of Bloomfield, New Jersey, is 
featuring Hawaiian guitar and tenor 

banjo solos with the Miami Girls Band 

at the Hotel Douglas in Newark. Miss 

Davis is officially the drummer of the 

orchestra, but by popular acclaim is 

compelled to feature instrumental 

novelties daily with this excellent band. 

  

  

Violin Music 
that is helpful 

How to Bow the Violin ..... $1.50 } 
Sirty pages of music, all 
bowed and fingered. 

TheSeven Positions of the Violin .75 
Shows how all the ‘positions are 
played in a practical manner. 

Melody and Rhythm ........ -60 
JULIUS WORSSNER 
The most interesting work published, 
especially for children. 

Favorite Old Dances ....... a 
Violin and Piano. 
VAOUM DATE: «0 6s vce ccc 25 cents 

BRAYLEY MUSIC CO. 
125 Tremont Street - Boston, Mass.     
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PAGANINI GUITARIST 
By Micuaer A. RISOLIA 

This unpretentious biographical 

sketch I dedicate to George C. 
Krick, enviable virtuoso, promi- 

nent teacher, admirable man... 

T is doubtful if this world will ever 

I experience again, in a short span 

of a century, such an array of great 

musical minds as it did between the 

years 1750 and 1850. It was this pe- 

riod, in the annals of Art’s history, 

that has been rightfully named the 

golden era of music. 

The romantic school reached its 

apogee with Beethoven, Schubert, 

Weber, Mozart, Berlioz, Rossini, Doni- 

zetti, Meyerbeer and many others that 

gave to humanity masterpieces that 

will endure forever. It was at the 

same time that in the realm of fretted 

instruments shone with a dazzling 

light F. Sor, Aguado, Mertz, Carcassi, 

Carulli, Giuliani, Legnani: all masters 

of the guitar, and eminent composers. 

Violin virtuosism culminated in 

Spohr and Paganini: two great artists 

representing two divergent lines of 

thoughts in music, in each concentrat- 

ed the virtues and the defects of a 

musical race. Spohr, the Teuton, the 

more erudite, ponderous, philosophical; 

Paganini, the Latin, more the master 

of his instrument, more brilliant, 

original, lyrical. 

Thus Paganini, this unique, star- 

tling genius, as no other player of the 

violin, profoundly influenced contem- 

porary and successive violinists on the 

matter of virtuosity. His technic was 

astounding, dazzling, marvelous. He 

brought new and varied effects into 

violin playing —left hand pizzicato, 

one of the many — due, without a 

doubt, to his mastery of another in- 

strument—the guitar! On the authori- 

ty of those who heard him play, his 

biographers declare that he was as 

great a guitarist as he was a violinist. 

Had he chosen to tour Europe playing 

the guitar, Paganini would have en- 

thused the multitudes as he did play- 

ing the violin, and Sor, Carulli and 

others would have experienced a dan- 

gerous rival. 

Guitar playing was in great vogue 

during Paganini’s time, not only in 

Spain and Italy but also all over the 

continent and England, where Sor and 

Aguado toured often. The Titan of 
music—the great Beethoven himself— 

hearing Giuliani play at a recital in 

Vienna, had gone in raptures—“But 

the guitar is an orchestra by itself!” 

he had exclaimed. The best possible 

compliment that could be paid to an 

instrument! 

If the guitar was then the most 

popular instrument, romanticism and 

a pleiad of great guitarists had made 

it so. The aristocratic and the lowly, 

the loving serenaders and.the true 

artists, were all strumming this ro- 

mantic harmonious instrument; Berlioz 

and Schubert among them. 

The advent of the perfected piano- 

forte—rumorous and easy to play— 

spelled the decadence of the guitar 

school. In’ piano playing what was 
gained in sonority and facility of exe- 

cution, was certainly lost in delicacy 

of sound, charm, tenderness, and sen- 

timentality of expression and variety 

of effects. The pianoforte, being a 

percussion instrument, is not suscep- 

tible to the infinite and recondite 

virtues of the gut string in vibration; 

it lacks the ethereal harmonics, the 

vibrato, the portamento, and of con- 

sequence the doloroso or con dolore 

sentiment; also the imitative effects on 

the piano are nil. On the guitar, in- 

stead, being more complete, all is pos- 

sible. This king of musical instruments 

lends itself happily to the rendition of 

any complex composition, in an a due 

with any other instrument, or wedded 

to the human voice, it becomes a thing 

of beauty. In the hands of an artist 

musician — Segovia, for example — it 

can arise to the highest musical pathos. 

The touch on the guitar is more in- 

timate, enhancing the personality of 

the performer, as he can express com- 

pletely his innermost feelings, by the 

obvious fact that the strings in vibra- 

tion come in direct, immediate contact 

with both hands of the player. 

The guitar as it was at the time of 

Paganini—and for that matter as it is 

now—after centuries of improvements, 

is the most complete instrument there 

is; if one stops to calculate all the 

natural and artificial harmonics pos- 

sible on the neck and body, and all the 

notes of its six strings—absurd as it 

may seem, but not to a guitarist—it 

has more notes than a grand piano as 

manufactured today. 

When all this is taken into consider- 

ation there is no occasion to wonder 

why a musician of Paganini’s caliber, 

chose the guitar as the best vehicle to 

complete his musical knowledge, and 

hold it always as his favorite, intimate 

beloved instrument. 

Paganini was endowed with: “the 

rarest musical ear of his time.” Spohr 

hearing him play for the first time in 

Rome, marveled at his perfect intona- 

tion. 

Was it that nature, from the sidereal 

wastes of spaces and infinite, silent 

stretch of time, gathered this gift of 

the gods and then flung it into the soul 

of this human being; or was it, instead, 

that in playing the guitar he attuned 

his organ to such unbelievable, incom- 

parable finesse? Was then his phe- 

nomenal mastery of the violin that 

made him the spectacular guitarist. he 

was, or the complete command he had 

of the guitar that gave him the tran- 

scendental facility of execution on the 

violin ? 

One is inclined to believe that his 

inventiveness on the guitar was the 

means of him revolutionizing violin 

playing; that guitar playing gave him 

the suppleness and unusual strength 

of fingers for his most spectacular 

innovation—left hand pizzicato—and 

also the ability to play unusual large 

intervals, double stop harmonics, dou- 

ble trills and all others tour de force 

of the violin technic. 

Paganini played on a guitar made 

by one of the old master liutaio: Gua- 

dagnini. He had it with him always; 

at his elbow in all his travels, in a 

dilapidated case surely, but with him 

wherever he went. “I could not do 

without it!” he often said. His mode 

of composing music was sitting with 

the Guarnerius on his knees and the 

Guadagnini strung to his shoulders; 

with a rapid movement he would inter- 

change the instruments, and so quick- 
ly was this done that the instruments 

sounded as if they were being played 

both at the same time. Paganini wrote 

a great number of pieces for the gui- 

tar solo, aside to what he wrote as 

accompaniments to his violin music. 

Of this only one hundred and forty are 

still extant in the Heyer Museum of 

Cologne, Germany. Paganini himself 

tells that a great amount of music 
manuscripts were given by him to his 

friend, General Pino, whose heirs dis- 

persed a great quantity and sold the 

rest in Germany. All his manuscripts 

are in a neat, clear hand; here and 

there appear mistakes which ap- 

parently he did not find time, or never 

was in the mood to correct. 

Nevertheless, his music bears un- 

mistakable evidence of his high strung 

nerves, his impetuosity, his verve for 

life; through his music one can deduct 

that he certainly was master of the 

instrument. 

He never marked the fingering, and 

used much Barré, although he is never 

as difficult as Sor. Mostly the pieces 

are in A Major; if he wrote in another 

key he usually resolved into his fa- 

vorite. His music reflected the style of 

his epoch; it does not have the origi- 

nality of his Capriccios for violin. The 

top voice always carries the’ melody; 
in this respect, it has a similarity with 

the compositions of his Italian con- 

temporaries Giuliani and Carulli, 

whom he admired but never met. The 
only guitarist with whom he was in 

terms of friendship was Legnani, who 

even accompanied Paganini in a series 

of three concerts the violinist gave in 
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THE PSYCHOLOGY OF 
MANDOLIN MASTERY 

By Eumer Knapp Hoop 

Lecture IV 
N lecture three, we were discussing 

I the causes and cures for “stiff 

fingers.” There is another cause for 

inactive fingers which is farther re- 

moved than those discussed. Some 

players can get over the fingerboard 

with plenty of flexibility, when a piece 

is once memorized, but have a good 

deal of trouble when reading music 

from the score. Sometimes, after much 
practice, they complain that they sim- 

ply cannot get a certain figure or run 

up to tempo and in time. Of course, 

they blame it on to their fingers, Their 

trouble in this case is not a matter of 

slow fingers, but rather faulty eye 

span. It is well known to psycholo- 

gists and college trained teachers of 

reading that the eye, in scanning the 

written page, has certain stopping 

places in the process. The good reader 

has an eye span capable of taking in 

a whole thought without a pause, and 

this pause occurs on an important 

word to bring out the meaning of the 

sentence. In this way, the important 

words of the sentence are emphasized 

by the voice, if oral reading is being 

done. Now, a poor reader halts often 

and often stops on such unimportant 

words as “an” and “the” and gets 

very little meaning from the text. In 

music reading, the same thing hap- 

pens. A good reader takes a whole 

figure or phrase in without a pause 
and follows the time and rhythmic 

figures for the eye pauses. Now, if 

you are having trouble in reading cer- 

tain runs and figures and in getting 

them in on time, try this: With the 

forefinger, scan the notes without 

playing and count the time aloud. If 

you have, say 2-4 time, with two 

groups of four sixteenth notes in a 

measure, count one, two and move the 

finger over the group of notes just 

fast enough to keep with the beat. Do 

not count the time out in fractions 

but take each group of notes as a 

unit, giving one beat to each. Count 

the whole phrase or piece through this 

way in exact time. Do this over a 

number of times, being very careful 

to have the finger synchronize in per- 
fect time with the count. Your eye 

will follow the finger, and the faulty 

eye pauses will be corrected, and, since 

your fingers will follow your eyes 

when playing, you will find that you 

can play that troublesome passage 

easily and perfectly. 

To develop rhythmic action of the 

fingers, the best exercise is that of 

simply drumming the fingers on the 

table in the following manner, start- 

ing very slowly and evenly. Hold the 

two hands in a half closed position 
with thumbs straight and wrists 

  

straight with the forearm, the fingers 

an inch from the table. Now bring the 

little finger of the left hand down like 
a little hammer on end without mov- 

ing any of the other fingers. Follow 

this with the other fingers in rotation. 

When the third finger strikes, the 

fourth finger returns to the original 
position; when the second finger strikes 

the third returns to the original posi- 

tion, and so on. When the thumb of 

the left hand strikes, it is followed by 

the thumb of the right hand, and so 
on, until all the fingers are used, and 

the movement is picked up without a 

break again by the little finger of the 

left hand in rhythm, after the little 

finger of the right hand has been used. 

The whole value in this exercise is in 
spacing the rhythm of the fingers per- 

fectly. Make the strokes even no mat- 

ter how slow you have to start. Work 

the exercise up until you can do it in 

a continuous ripple of little raps, and 

then reverse the exercise, starting 

with the little finger of the right hand. 
This one exercise, done for a few mo- 

ments, whenever you happen to be sit- 

ting down with a little time to spare, 

will do more to give you flexible finger 

work on your musical instrument than 

hours in practice on technical exer- 

cises. It will overcome the so-called 

“stiff finger” troubles above discussed 

in less time than anything I know. I 

could have saved myself months of 

grind, if I had known this, when I 

first started the study of the mandolin, 

as “stiff fingers’ was my chief trou- 

ble, and in trying for speed by fever- 

ish haste in practice, I got farther and 

farther from my goal. This is the 

reason that I finally discovered the 

psychology of practice, after having 

studied it in a college course as adapt- 

ed to learning in general. I commenced 

to apply this science to myself and 

others and learned the things I am 
giving you here. If you will take me 

seriously, you will be spared much of 

the hard effort and wasted time, which 

I had to go through before I learned 

how to study. 

There are many teachers of music 

who thoroughly understand the instru- 

ments they teach and are acquainted 

with the best instruction books, but, 

beyond giving the pupil progressive 

studies and exercises, they know noth- 

ing about the psychology of learning. 

The result is, they take their pupils 

over the same dark and tortuous trail 

of the trial and error method which 

they, themselves, traveled. They tell 

you that there is no royal road to 

learning, which may be true, but there 

is certainly a scientific road which is 

much more fruitful than stumbling hit 

or miss in the dark. 
The attitude which you take has a 

powerful influence on the result of 

your practice, as can readily be seen 

by what has been said. Attitudes are 

greatly affected by a peculiar irrita- 

bility, which is highly developed in the 

human race and which expresses itself 

in the emotions. The emotions are 

probably the result of a long line of 

inheritance and are acquired by racial 

rather than personal experience, be- 

cause we are born with them. The sum 

total of one’s emotions is called his 

temperament. Of course, everyone 

knows that a musician is supposed to 

be temperamental, which reminds me 

of a story told by a noted psychologist. 

A fond mother of a half-witted boy 

brought him in for mental testing. As 

soon as the lad got into the room, he 

broke into a tantrum, fired books onto 
the floor, kicked and screeched at the 

top of his voice. The mother said, 
“Poor Sonny, he’s so very tempera- 

mental.” The Doctor said that the 

temper was very obvious but to de- 
termine his mental status was con- 

siderably more of a problem. This 

reminds me of a certain musician of 

whom I tried to learn harmony. He 

would give you a rule, some examples 

and then some problems to work out. 

When you got your paper back, you 

would find it all marked up with the 
correct harmony written in. Now, if 

you took your paper to him and said, 

“What is wrong with this? I followed 

the rule as I understood it,” this tem- 

peramental professor would throw a 
tantrum, wave his arms and look wild. 

When he found his voice, he would 

say, “Vell, can’t you see vare I wrote 

it out for you, that is the vay the 

great composers do it, do you think 

you know more than the great artists? 

If you do, for why are you in this 
class taking harmony?” You would go 

away to ask the rest of the class about 

it and find that they knew no more 

than you did. Now this man was a 

noted musician, who had played as a 

soloist with symphony orchestras all 

over the country, was a fine composer 

and a far better musician than I ever 

expect to be, yet he was the poorest 

apology for a teacher I have ever met. 

Now, the pupil has a right to ask 
questions and is entitled to civil an- 

swers. The pupil has a right to argue 

a point out with his teacher. This is 

good psychology and is to be en- 

couraged, as, by arguing the pupil 

developes his foggy impressions into 

clear-cut opinions and thus the teach- 

er is enabled to analyze the thought 

processes of the pupil and show him 

where his thinking is wrong. The 

arguing pupil should be a pleasure, so 

long as he does so in order to clear his 

mind up on points he is doubtful about. 

The hardest pupil to teach is the one 

who looks wise, smiles brightly and 

nods at everything you say and then 

goes off and does everything wrong. 
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