OSEPH SCHILLINGER is perhaps
best known for his theory, “The
Mathematical Basis of the Arts,”
and through his previous collabor-
ation with Leon Theremin during
which he made contributions in
the field of inusical acoustics, in
the organization of an electronic
orchestra, and in writing the first
composition for an electronic in-
strument with symphony orches-
tra. This was publicly performed,
the first performance of its kind.
He can combine such different
occupations as writing a philoso-
phical treatise on “The Destiny of
the Tonal Art” and teaching musi-
cal composition to Benny Good-
man, who later became the king
of swing. For Mr. Schillinger is
as practical as he is theoretical,
and he knows that his theory of
musical composition becomes part
of American life only when such
maestros as Mr. Goodman, Glenn
Miller, Jesse Crawford, Lyn Mur-
ray, Nathan Van Cleave, arranger
for many noted orchestras, and
Leith Stevens, Director of the Ford
Summer Hour, to mention only a
few of his students, present com-
positions with their orchestras or
on the radio. The late George
Gershwin’s most important opus,
“Porgy and Bess,” was the result
of his study with Mr. Schillinger.
Back in 1918 Joseph Schillinger
wrote an article on the necessity
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Joseph Schillinger, who has
taught many of Americd’s
{eading composers, here plays
his Hammond Orgaen in his
Park Avenue apartinent in
New York. His latest book,
KALEIDOPHONE, has just
been published.

for electronic instruruents. He is
keenly interested in electronic niu-
sic because he believes music pro-
duced electrically surpasses in
clarity of tone that produced by
conventional instruments. “The
men who will be responsible for
the music of radio and television
in 1950,” he maintains, “will be
neither composers nor performers,
but a new kind of ‘music engineer’
who will operate the machines that
compose and perform niusic.”
Joseph Schillinger was born in
1895 at Kharkov, Russia. At the
tender age of five he became inter-
ested in design, dramatics and
verse, and at ten he was experi-
menting in play-writing. Upon
his graduation froin the St. Peters-
burg Imperial Conservatory of
Music he became bead of the music
department of the Board of Edu-
cation in the Ukraine, later served
in a similar post in Leningrad.
During this time he did valuable
research making phonograms of
the native folk inusic of the Georg-
ian tribes in the Caucasus. He
also organized and directed the
lirst Russian jazz orchestra in 1927
which he says netted him as much
fun as it did knowledge. In 1928,
Mr. Schillinger came to the
United States to lecture on con-
temporary music, and was so im-
pressed with the life and vitality
he found here that he took out cit
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izenship papers, becoming a cit-
izen in 1936. In New York he
taught in the departments of Math-
ematics, Fine Arts and Music at
Teachers College, Columbia Uni-
versity.

Mr. Schillinger’s spacious apart-
Inent contains so many interesting
objects that the casual visitor
would like to linger for hours just
investigating them. For examiple.
there is the rhythmicon, an elec-
trically operated machine with a
keyboard of 16 keys. With the
rhythmicon Mr. Schillinger can
produce patterns of sound which
encompass every conceivable mu-
sic pattern from the waltz to the
rhumba or the minuet. One of his
most vivid examples of what the
rhythmicon can do is to simulate
the rhythm of African tom-toms.
Mr. Schillinger’s recording equip-
ment is hooked up to three huge
amplifiers, one in the studio, one
in the reception room and one in
the bedroom. Students can hear
their own eftorts played back to
them which is an invaluable aid
in musical composition. It is gen-
erally conceded that Mr. Schil-
linger has the most completely
equipped private studio in the
country, but in addition its mod-
ern simplicity of line with soft
pastel colors predominating makes
it a serene and inspiring place in
which to study.

Joseph Schillinger considers the
Hammiond Organ the first practical
electronic instrument yet devised
and because of its ability to sus-
tain tones uses it constantly in his
studio to illustrate to his students
multiple harmonies and composi-
tion of various tone qualities.
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PLAIN TALK ON
MUSICAL GENIUS

by Joseph Schillinger

ee Y BOY IS SO MUSICAL. He will be only seven

M next month, and he has absolute pitch, and
can play a Mozart concerto from memory.” This is
the usual claim made by thousands of parents
throughout the world, who are proud of, and some-
times mercenary with regard to, their own children.

One hears so much about “absolute pitch™ that it
should be worth the trouble to make it clear once
and for all that there is no such thing as absolute
pitch. Absolute pitch has no chance whatsoever to
withstand comparison with other absolutes, such as
“absolute zero” temperature, or the boiling point of
such-and-such a liquid, or the melting point of such-
and-such a metal. Furthermore, as science progresses,
we learn that even these absolutes vary under certain
conditions.

Some people, having read books on physics, arrive
at the idea that there is an absolute “C" of 256
cycles, or an absolute “A" (“American concert
pitch™) of 440 cycles. In reality, all these standards
are established by various international and national
conferences on pitch. The fact that a certain wave
frequency is called “A" is not a natural phenomenon,
but a mutual agreement of a certain group of ex-
perts, valid in a certain locality, and for a certain
period of years. The organ pipes of Halberstadt
(1495 AD.) were tuned at 505 cycles for “A.” On
the other hand, as recently as 1713 A.D. (Strassburg
Minster Organ), the sound called “A" was below
the “F" of today. Since then it has been gradually
rising.

In the course of two hundred years the "' A,” which
was attributed to 393 cycles, rose to 440 cycles and
more. And although the committee appointed by the
French government introduced the “diapason nor-
mal,” the respective tuning fork (“A’) oscillates at
439 cycles at 68° Fahrenheit and at 435 cycles at
59° Fahrenheit.

Yet with all this we still have parents claiming
that their children are born with the gift of absolute

pitch. There must be some misunderstanding about
the meaning of the word “absolute.” In science, this
word means a definite constant, or a definite limit.
Such absolutes are, for example, the speed of light
constantly making 180,000 miles per second, which
is the highest speed limit lsnown, or, the “absolute
zero,” the lowest temperature known. Then it must
be something else that proud parents call “absolute
pitch.” And it is. The so-called "absolute pitch™ is
merely one small portion of the manifold of me-
chanical memory, and the ability to memorize is
highly developed in all normal children. The reac-
tion of a child’s hearing to a certain frequency,
particularly with successive repetitions which often
follow as a daily routine—and this is especially
true in training young violinists—develops and crys-
tallizes auditory mnemonic reflexes, and becomes a
habit. The mechanism of a reflex conditioned to a
definite sound frequency is well known through the
numerous experiments on dogs in association with
food. Thus, vain and ignorant people are trying
to glorify an ordinary and normal physiological reac-
tion inherent in children, and in animals as well.

It is a well-known fact that the mechanical mem-
ory manifests itself in more than one way in a
normal child, Children easily memorize words,
events, circumstances, and can learn a new language
much quicker than grown-up people who have to
go through the effort of developing associations.
It is the imitative ability that is so strong in a child,
and quite rare in a grownup-—particularly in a
mentally mature adult.

Musical memory, which is often considered the
sign of a highly developed musicianship, falls into
the same imitative group. Children memorize a musi-
cal composition, even of the complexity of a piano
concerto, by constant repetition until their musical
reactions form into a habit. It is no more remark-
able than the learning of speech by a child, in which
the vocal cords produce continuous reflexes of a

33



TOMORROW

different degree of tension in an attempt to repro-
duce definite pitches by imitation. These adapted
reflexes later develop into articulate speech.

Sometimes somebody’s child has not only “abso-
lute pitch” and plays a Mozart concerto from mem-
ory, but on top of all this, can even sit at the piano
and improvise like Mozart himself. In such a case
no parents ever have any doubt that the child is a
born genius, while in reality he is seldom equipped
with the necessary prerequisites of a true composer.
Among the students of music schools and conserva-
tories it is a common belief that so-and-so will be
a great composer—just because his ear recognizes
435 cycles when he hears it. Another common mis-
understanding about musical abilities is the assump-
tion that such abilities in a skillful performer are
necessarily coupled with the ability to compose as
well.

Often not only a parent, but also a musical peda-
gogue, is amazed at the fact that somebody can
write outstanding and original music without play-
ing any instrument whatsoever. All the faults of
musical critics, pedagogues, and laymen lie in the
fact that all the existing definitions of musicianship
are false ones. If the true diagnosis were given, we
would not have so many maladjusted and disap-
pointed musicians. It is often tragically true that
people who aspire in their youth to become great
concert soloists are lucky if they land as third-desk
men in a symphony orchestra.

If we wish to determine honestly what musician-
ship really is, we have to analyze first the aspects
of our musical civilization. It is characteristic of our
musical civilization to cultivate performers, singers,
conductors, and instrumental soloists. Many of our
listeners, even among regular subscribers to sym-
phony concerts, go to hear one or another conductor
performing the same Beethoven symphony, with the
same sense as they go to the Olympic games: they
are merely interested in who will do it better in their
opinion, or in the opinion imposed upon them by
their favorite music critic in their daily newspaper.

It is typical of our musical civilization that nobody
dares to form an opinion on facts for which the
opinion has been formed for him. There is only a
handful of listeners who would doubt the superiority
of Toscanini, just because such superiority is widely
acknowledged. Most listeners are not particularly
interested in the work being performed; but when
they visit a picture gallery or a museum, they want
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to see the work of such-and-such a painter-—and
that they can observe immediately. It is different in
music. There is a performer between the composer
and the audience, and the performer is glorified as
a hero, though from the viewpoint of natural sci-
ences he should be classified as a parasite—since he
develops his own success by usurping—the result of
thought and effort expended by someone else, usually
long since dead.

Very few in our audiences are aware of the fact
that the important steps in musical progress have
been achieved not by the people they admire, but, in
most cases, by the people they have never heard of.
For example, the greatest eighteenth-century sym-
phonies were written not by Mozart, as it is com-
monly believed today, but by Johann Christian Bach
(1735-82), the youngest son of Johann Sebastian
Bach, not an unknown figure in musical history.
It is the imitative abiiities characteristic of the child-
ish mind that led Mozart to adapt Johann Christian
Bach’s schemes in constructing his symptonies, aping
them closely enough to make it a plain case of an
event of secondary importance. Some of the best
of Johann Christian Bach’s symphonies were com-
posed thirty years before Mozart's, and Mozart went
to London to study with Bach in order to adapt
Bach’s achievements for his own benefit.

Have you ever heard of Guillaume de Machault?
In his time he was the greatest celebrity in all fields.
He developed certain types of musical technique

OSEPH SCHILLINGER is known to a large

part ot the reading public for his theories
on the mathematical basis of the arts, and to
musicologists for his varied musical compositions
and for his identification with the development
of the elecironic musical instrument, the there-
min. He began composing music when very
young; he has taught in several American schools
of music and at Columbia and New York Uni-
| versities, and has lectured widely on many
phases of the arts. Since 1929 he has been a
member of the New York Musicological Society,
and later, since its organization, of the American
| Musicological Society and the American Society
for Comparative Musicology. His hobbies and
recreations are photography, mountain-climbing,
and fishing, enjoyed between lessons with stu-
dents in composition' who come from all parts
of the country to his New York studio.




(polytonal counterpoint), for which some of our
contemporaries take the credit. The latter claim that
it is their discovery that several melodies may exist
in different keys simultaneously. Machault, whom
| have just mentioned, lived and died in the four-
teenth century (1320-77), and if you want to know
how “modern” his music sounds, listen to his “Mass"
written for the coronation of Charles V. (It is now
available in a Brunswick recording). How many of
Johann Sebastian Bach's admirers know that other
members of this family produced equally outstand-
ing masterpieces; and that the man to whom the
credit should go for Johann Sebastian Bach’s style
is the man who was his teacher, and the greatest
composer and organist of his time — Dietrich
Buxtehude (1637-1707)?

Looking back into facts of past musical history,
we often discover that people whom we consider
supermen did not possess the imitative abilities
which we usually call musicianship. If you believe
that there is anything worth while musically in the
productions of Richard Wagner, it may surprise you
to read in his own Memoires that he had to stop
composing his “Niebelungen" because the piano had
not arrived, and he could not compose any music
without pounding it out of the piano keyboard.
On the other hand, a great performing artist may
be a very poor musician when it comes to the art
of composing music: listen to the works of Pad-
erewski and Josef Hofmann (Dvorsky).

It may produce an uncomfortable feeling in those
who have made up their minds that a genius creates
through inspiration and with the greatest of ease
to learn that, in reality, Beethoven left manuscripts
full of scratches and continuous rewriting. It often
took him a long time to shape an 8-bar theme.
Doesn’t it make you feel just a little bit suspicious
with regard to the accepted status of music when
you hear that somebody’s child can create with such
ease, while old man Beethoven and Wagner had
such a difhcult time trying to realize their ideas in
musical sounds?

Some years ago I heard a girl pianist who was a
sensation. At the age of nine she made extensive
concert tours, and had written several hundred com-
positions—many of which were published with the
money she earned as a pianist. Nobody has ever
played her music and nobody ever will. At the age
of thirty-two she studied composition without suc-
cess. In the past there were many composers in
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Germany who were industrious enough to write
over two hundred operas in the course of a brief
lifetime, but they certainly have not made any
genuine contributions to the progress of music.

If Wagner, Rimsky-Korsakov, and Stravinsky can-
not boast of possessing ““absolute pitch,” but all the
thousands of insignificant epigones can, the nature
of musidanship must lie not in mere mechanical
memory of hearing or in muscular habits of finger
agility, but in something else which has never been
brought to the attention of the general public. If
some day we succeed in freeing our civilization from
the admiration of publicity seekers who, in most
cases, distort the original intentions of the true
contributors to progress—the composers—we will
realize that the valuable substance of music is not
in the hands of the people whom the public admires
so greatly. If the real life of music is in the hands
of a creative composer, it is he who must interest
us, providing we have a genuine love for music, and
are concerned with its well-being.

What makes a great composer, if it is not his
mechanical memory, or finger agility, or extraordi-
nary sensitiveness of hearing? The musicianship
which makes a true musidan the creator of music
is a group of abilities which are diametrically op-
posed to those usually claimed as the attributes of
musicianship.

The first prerequisite of true musical abilities is
an immunity to and dislike for other people’s music.
It is dissatisfaction that stimulates the urge to do
better things, and a true creative composer produces
his music in order to satisfy such an urge. He wants
better music than that which is at his disposal, made
by his contemporaries or his predecessors, and that
is why he wants to make music of his own. A true
creative composer usually is an individual endowed
with originality of thought and conception—which
is more important than whether “A" is 435 or 440
cycles per second. A true musician is a molder of
sounds, and not a resonating chamber or a mirror
that merely reflects what comes to it. He is looking
for new ways of expressing either the things that
have perpetual significance to human beings, or has
his own new and original thoughts which he shapes
into plastic forms by means of sound. While the
elements of music remain the same through the
course of many centuries—dealing with the same
type of intonations and using similar types of in-
struments—it becomes important to possess the abil-
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ities of producing new combinations out of the
manifold of sounds, so well-known and so seemingly
well-explored that few people realize that all the
music of our civilization for the past few centuries
has not even seriously scratched the surface of the
possibilities and devices offered by our present tuning
system.

If a composer wants to say something of his own, -

it could be only beneficial for him to isolate himself
from any routine music which pours out at us
through all the concert, opera, and radio perform-
ances.

Often great composers produce outstanding musi-
cal works by employing folk songs, and even street
songs. Many great composers, beginning with
Beethoven and ending with Stravinsky, follow this
old tradition. They do it intentionally, and if they
do so it throws a new light on the problem of
originality in music. The originality does not neces-
sarily lie in the thematic material, as it is usually
agreed. It is often the case that the thematic ma-
terial is merely the springboard for the diver; it
is the flow and continuity and form of a dive which
reveal the beauty of a human body in flight, and
not the springboard itself. The thematic material
of the most important works by Stravinsky derives
from Russian folklore, usually very little known
even within the borders of Russia.

When Stravinsky made his first appearance as
the composer of “Rites of Spring’™ in Paris, he was
acclaimed as a wild and fascinating barbarian, while
the truth of the matter is that he merely attempted,
intentionally or unintentionally, to express himself
as a national Russian composer. He did so, in con-
trast to the routines followed by Tchaikovsky and
Rimsky-Korsakov, who were technically half-edu-
cated musicians (as compared to their German and
French contemporaries), and who, being impressed
by the mid-European harmony, dressed up Russian
folk songs into those harmonies in which the
Russian folk songs look no more attractive than a
Russian peasant in a tail coat. Thus, if anything
makes a composer important, it is the ability to get
away from the established routines, no matter how
respectable they may seem on certain occasions.

If our musical education would take better care
of the young generation and teach it facts of music
instead of myths about music, we would have to
tum our admiration for the gift of musicianship
toward an entirely different course.
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The attributes of true musicianship are:

The ability not to be impressed too much by, nor
to remember too much of, somebody else’s music.

The ability to construct new forms of sound in
its flow.

The inventiveness and combinatory abilities in
handling any raw material of intonation.

The kinzsthetic sense of sound in motion—the
sense which permits the composer to emphasize long
periods of musical flow without ever hearing them
before.

The sensation of tension and release as expressed
through pattems of musical motion.

The sense of proportion in its mathematical mean-
ing, with regard to the character and quantity of
sound and the distribution of the latter.

The independent thought, initiative, keen observa-
tion, analytical sense, and freedom from prejudice
and routine imposed by the established forms of
musical education.

If a good dose of the physical study of sound,
mathematics, and mechanics were to be added to
such musicianship, we most certainly could antici-
pate a great composer in a youngster endowed and
equipped with these above-mentioned ingredients, no
matter how awkward his form of musical expression
might be today.

If you know some young man or young woman
who, at the age of fifteen, is composing music which
is perfect, you can be sure that you have a musical
corpse before you. And if this still seems paradoxical
to you try to recollect that Brahms wrote his first
symphony after he was forty.

The Call

Within the darkening world, no afterglow
No hem of sunset caught against the hill—
Within the dark we rise, and make to go
Our destined journeys, having but lain down
A moment by the path. What call came through
The heavy darkness, bidding us arise,
Though we are weary still?

It is the call
Of thine own spirit that will not wait on
Thy body's weakness. If the flesh should fail,
It is no matter: spirit cannot fall.

by Willis Eberman



The Schillinger Story . - .

' Everygbody’s Bookshelf—

Teacher of Modern
Musical Maestros

——THE SAN FRANCISCO NEWS

Joseph Schillinger, Russian-Born Genius,

Immortalized in

iography by Wife

By Basil Woon

It will be a pity if a Jarge popular edition is not printea soon of “Joseph
8chillinger,” a biography of her late distinguished husband by ¥rances

8chillinger, hls wife.

The present edition—a collector’s item 1if ever

{ here was one—is 1imited to 2000 numbered and autographed coples, soma
of which are available and can be ordered of the pubiishers, Greenberg,

through your boakstore.

Joseph 8chillinger had perhaps a
greater influencs on “modern” pro-
‘gr am .musical '
c om p o8 ition,
and the lving
arta generally,
than anyone to
live in this cen-
tury. Gershwyn
wai flearly un-
known when he |
first atudied [,
under BchiMn-
ger: when he
dled he wasn't
“a very great |
musiclan” — according to 8chtllin-
ger, as Quoted by his wife—but he
was getting there. Among studenta
o! the Bchlllinger 8ystem then and
later were Oecar Ievant, Leith
Btevana, Qlenn Miiler, Panl la-
valle, Benny QGoodman. Carmine
Ooppola, Will Bradley, Tammy
Dorsey, Mark Warnow and many
others. The “system’” was based on
Schillinges’'s bdellef that artistig
compaosition, and particylarly the
compasition of misic, 18 a matter
of mathematica and solencs, not of
“genius.’” (This i3 also the conten~
tion of Herman Hesse in his Nobel

prise-winning novel. “Megister
Ludl™)

& ®
Ruasstan-Born

But' Joseph Schillinger was mqre
than 8 teacher, he was a sarious
composer as, well. His ‘Symplidnie
Rhapsoedy’ was chozen as the bess
work—to—te composed in the first 16
Zm uf the Boviet regime. Hiy

Sanata Rhahaody” was the only
plano composition ever plagpd In
an otherwiss all-symphonic pro-
gram, He was dorn—imEharkov in
1895, his perents being prosperous
upper middle class people; his an-
cestors .were Dutch. He atudied tn

8t. Petersburg at the Imperial
Conservatory of Music, speclalis-
ing in compasing and conducting.
Before he was 25 he had a work-
ing knowledge of six languages,
was deeply interested in phllosophy
and religion and had practiced
Yoga. At 35 he wrote a poem sym-
bolfzing the fusion of senses and
the arts of the future—an effort
that would have interested Eugene
Jolas; ¢ transition. From 1917 he
was refpénsible for a number of
symphonic and other compositiomns
and until 1928, when he left the
Soviet Union at the Invitation of
John Dewey, the philosopher, he
Beld many professorial posts In
varietis—universities. S8chillinger was
a dd¢lared antl-Communist—a fast
whith hwrt him among the Ameri-
eany artistic leftists—and frequently
wvenl op record s an enthusiast
for the American way of Hfe. On
arrival In. New York he rapidly
cafe {0 the fire aa a teacher,
After the publication in 1948 of
“The Schlllinger System of Musi-
cal there were more
than 100 authbrized teachers of the
system, He died in 1942, of cancer,
and his greatest work, “The Mathe-
matical Basis of the Arts,” was
publizhed posthumously.

In her preface Mrs. 8chillinger

Bays her book is not a detinitive
biography, “which has yet to be
written by a acholar and & writer.”
Bhe “is an qrdinary woman who
had the Rrivilegs apd great happl-
nesy of being married to . . o
great man and a slmple one,” Mrs,
Schilllnger {s too modest. 8he has
written, veiy alinply but very well,
a charmirgly sympathetic atory of
her life with an extraordinary perp
sonality whoee career she helped
sr-whose happiness she mhde,

Books

Schillinger
Publications Now Available

THE SCHILLINGER SYSTEM OF MUSICAL COMPOSITION
(2 vols., 1664 pp.) Carl Fischer, Inc.

THE MATHEMATICAL BASIS OF THE ARTS
(706 pp.) Philosophical Library

KALEIDOPHONE:

Pitch Scales

in Relation to

(95 pp.) M. Witmark and Sons

Musical Compositions

Chord Structures

MARCH OF THE ORIENT, Op. 11, orchestral study score. Leeds

Music Corp.

FIVE PIECES, Op. 12, for piano. Associated Music Co.
EXCENTRIADE, Op. 14, for piano. Associated Music Co.
LITTLE WALTZ, for piano. Leeds Music Corp.

DANCE SUITE, Op. 20, for unaccompanied cello. Leed

s Music Corp.

H
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The Story of

a Master Mind,
Joseph Schillinger

“JOSEPH SCHILLINGER

A Memoir.” By hies wife,
Frances Schillinger. Pages,

224. Price (boxed) $5.00
(limited autographed edi.
tion). Publisher Greenbherg.

JOSEPH SCHILLINGER was a

phenomenon—a phenomenon so
recent that still relatively few
people know his name. His uni-
versal purview was'so vast that he
is now looked upon by many as a
kind of super-genius. Perhaps he
was.

His approach to all art—paint-
ing, sculpture, architecture, music,
everything—was essentially math-
ematical, but many of the com-
posers he taught, including George
Gershwin, Leith Steven Glenn
Miller, Nathan van Cleave, Benny
Goodinan and others, were defin-
itely best knowr: by their toe-tick-
ling Broadway tunes, save for
George Gershwin, known for his
Rhapsody in Blue and other seri-
ous works. There was something
about Schillinger which made all
of bis students chauvinists in their

‘extravagant praise of their teacher.

Born in Russia in 1895, he re-
ceived his education at the St
Petersburg Conservatorty and be-
came Dean and Professor of the
Academy of Music, teacher of
Composition at the State Institute
of Music (Leningrad) as well as
Conductor of the Ukraine Sym-
phony Orchestra. In every respect
he was amazingly precocious and
versatile. Seeking neswerand wider
fields he caine to America when
he was thirty-four years old and

was shortly appointed to a posi-
tion at Teachers’ College (Colum-
bia University) as teacher of
mathematics, music and fine arts.

He was married in Russia to a

beautiful actress who was jealous
of Schillinger’s growing prestige.
This led to a separation. In No-
vember 1938 he narried his sec-
ond wife in New York. She was a
divorcee who had been an artist’s
model and a secretary. This
union was ideal. Frances became
an invaluable helpmate and a
devoted secretary for the re-
mainder of Schillinger’s life. She
it was who made it possible for
Schillinger to put down his ideas
in manuscript forin for the press
and thus rendered an invaluable
service in preparing the publica-
tion of the Schillinger Svsteni.
Frances Schillinger, despite the
hazardous literary undertaking of
attempting a biography of her ex-
traordinary mate, has presented
an unusually sincere and distinc-
tive portrait wwhich at once nakes
it an historical document and at
the same time an intimate picture
of an inspiring downestic and pro-
fessional association. She reveals
to us the aesthetic, fastidious
Schillinger, meticulous in his dress
and in his household, quite unlike
the popular conception of a gen-
ius. His life was so deliberately
planned and so all-comprehending
that the couple led an almost
ecstatic, well-ordered existence.
They were exuberantly happy in
their life together.

Schillinger was a deep thinker,
but had the gift of iinparting his
theories without being pondcrous.
He gave little tine to politics but
laid down an outline for the reha-
bilitation of hunanity. He felt that
religious and economic philoso-
phies such as those of Marx led
to the enslavcinent and unhappi-
ness of the people.
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THE SCHILLINGER SOCIETY Is an orgaalzation formed
to spread and perpetuate the work of the late Joseph Schil-
linger. sclieatist. music iasovator and theorist of the arts.

The aims aed purposes of the Soclety leclude pubiicatios
of varlous Schllllager works now ia manascript, distribution
of leformation concernieg Schillinger aad his discoveries,
aed serviag as custodian of his maeuscripts, iaciadiag kis
musical compositioas aed works of art,

Membership le the Soclety is opea to all those laterested
Ia Schilliager's work, and iavoives so fees or dues.

MRS. JOSEPH SCRILLINGER
Heonorary Pyssident

THE SCHILLINGER SOCIETY
340 East 57th Stveet
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NEWSWEEK

MUSIC
Music by Slide Rule

At a composers conference at the New
School for Social Research a few years
ago, a Russian named Joseph Schillinger
demonstrated his theories of composition
by playing a new work of his own. Of
what style, he asked his listeners, did the

Schillinger s mathematical music . .

. . . paid off commercially as shown in this outline
of the genesis of a Gershwin song, sketched for
NewswgeK by a Schillinger disciple, Lyn Murray
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piece seem reminiscent? After hearing
that it had been inspired by everybody
from Mozart to Debussy, he told his au-
dience that he had converted into music
a newspaper graph of Wall Street stock
prices. The same thing, he told his fellow
composers, could be done with telephone
numbers or the sithouette of the Man-
hattan skyline—it was simply a matter
of mathematics.

“My belief,” Schillinger once wrote, “is
that because music has been created by
intuitive or trialand-error method and
there has never been any scientific in-
vestigation of the resources, there is more
new unexploited material in forms in mu-
sic than in any other field subjected to
scientific investigation. More is known
about the weather than about music.”

Following this belief, Schillinger ap-
proached music as a pure science. He
drew graphs of passages by Bach, Mo-
zart, Beethoven, and Wagner to deter-
mine whether reason or whimsy had dic-
tated their compositions. He decided in
favor of reason. He then proceeded to
expand and systematize their procedures,
feeling that the composers had arrived at
them by coincidence and that their full-
est possibilities had never been explored.

Schillinger also applied these scientitic
principles to art. He designed combina-
tions of geometric figures, proportions,
and color so successfully that he was of-
fered a job as textile designer. A fastidi-
ous dresser, he applied the same ideas to
his clothes. From the skin out, he matched
in color harmony. Beyond this, and the
fact that he was an avid photographer
and mountain climber, little else is known
about " Schillinger the: man. The Schil-
linger System was almost his whole life.

He proved his pudding commercially,
George Gershwin, for example, came tc
Schillinger in desperation. He had writ.
ten hundreds of songs; he feared he had
run dry. From Schillinger he got what
he needed: innumerable new combina-
tions and uses for the same old notes.
“Porgy and Bess” was written during his
Schillinger period—a three-lesson-a-week,
four-and-a-half-year study which ended
only at Gershwin’s death in 1937.

Other Schillinger students ranged
from the tall, scholarly Rt. Rev. Msgr.
L. H. Bracken (former conductor of tire
Catholic Diocesan Choristers of Brook-
lyn), to the short, jazzy Toots Mondello.
Lyn Murray and Paul Lavalle from radio
were also followers, as were Benny Good-
man and Glenn Miller, who, incidental-
ly, wrote “Moonlight Serenade” as -a
Schillinger exercise. To those who had
to produce compositions and arrange-
ments fast and in quantity, the Schil-
linger System was a boon. The permuta-
tions of some note combination like D,
E, G, A turmed out to be endless. Those
that sounded like a rusty riveting machine
could simply be thrown out.

But Schillinger died in 1943. What he
had taught personally (at $10 a half
hour) was left up to seven authorized
teachers who included Jesse Crawford,

82 NEWSWEEK

the organist, and Ted Royal, one of
Broadway’s best-known arrangers. There
was ample evidence last week, thou%h,
that his name will not be forgotten tor
some time. In Cleveland, where the new-
ly organized Society for Aesthetics met as
a part of the huge convention of the
American Association for the Advance-
ment of Science (see page 76), Dr. Je-
rome Gross, a prominent Cleveland sur-
geon, concert violinist, and disciple of
Schillinger, gave a brief meorial on his
late teacher’s wvork.

And in New York, where other Schil-
linger pupils were making plans for a
Schillinger Society, the composer-mathe-
matician’s estate revealed that Carl Fisch-
er, Inc, was publishing a two-volume
set on the Schillinger System. To come
out in the € f 1945, the set will

sell at $30. Whether it will eventually
revolutionize music—as its zealots claim—
is a question. Whether it can help you,
too, to become a composer with the aid
of a slide rule is also a moot point. But
that’s what you pay vour $30 for.
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Music Makers to Be ‘Engin:ers’

Schillinger Teaches Composition on Basis of
Pure Mathematics.

E————

*“The men who will be responsible for the music of radio
and television of 1950 will be neither composers nor per-
formers, but a new kind of ‘music engineer’ who will oper-
ate the machines that compose and perform music.”

Thus declares Joseph Schillinger,
noted scientist, Inventor and com-
poser, who more than any one else
in America, is the man behind the
men who produce the music for the
microphone. Having proved to his
own satisfaction that he can write
music for leading symphony or-
chestras of this country and Eu-
rope, he has devoted bis time and

energy for the last several years to
teaching musical composition ac-

cording to a mathematical system.
He is today the only scientist who

ia applying science to music. BY
means of his system an untalented
musician can turn out meritorious
compositions and arrangements. In
short, he explodes musical genius!
as a myth, declares that the num-
ber of performers exceeds the num-
ber of composers ‘‘because it {s
eagler to play an instrument in a
very mediocre way than to compose
music more or less articulately.

““I believe that new professions
develop because there is a need
for them,'” he states. ‘““The indus-
trial side of music, such as radio,
television, motion plcture—all the
media of our streamline age—wiil
call for new types of skilled
workers."’

Schillinger, obviously, has given
considerable thought to thie future
of radio music. He predicts an im-
provement in the quality, which, he
says, will be accomplished through
the development of electronic in-
struments.

More Music to be Mechanjzed.

As to the method of production,
radio music, he declares, '"will be
more and more mechanized, not
only in the field of performance but
in the fieid of compoasition as well,*’

Schillinger waa associated with
Leon Theremin when the latter was
introducing his electronic instru-
ments. Titled ‘First Airphonic
Suite,'* it was performed by the
Cleveland Orchestra in Cleveland
and New York with Theremin as
goloist.

He is firm in his belief that sound,
electrically produced, surpasses {n
clarity of tone that produced by
artists playing the conventional
instruments. **“Whereas most of the
energy of the artist goes into mak-
ing ‘beautiful tone,’ electronic in-
struments provide sll the versatility
of any desirable tonal quality. It
will become even more flexible in
this respect in the future. "

And he adds that with their de-
velopment there will be no question
of competition with Stradivarlus.

“In 1928,'' he states, '‘Or. Traut-
weln in Berlin developed an elec-
tronic instrument which was used
in concert performances and which
surpassed in tone quality all exist-
ing violins, yet gave a true Violin
tone. The so-called monotony or
versatility of a sound produced on
anelectronic instrument depends on
the type of sound production. Some
of the insruments on the market to-
day—for example, the Novachord—
possess such versatility.”

Symphonics to Pe Ohsolete.

8chillinger beileves that in the
near future all-electric symphony
orchestras will be the only ones :n
use, while the present ones will be-
come as obsolete as horse carriages.

‘““The number and type of instru
ments will depend on the progress
of electrical research and the com-
petence of music directors who go
fnto such an enterprise. Chamber
ensembles of electronic instruments
have already become quite common
today—there are the Ferde Grofe
2nsembles of Hammond organs and
Novachords at the world’s fair, the
programs of Jesse Crawford at NBC
and others under the title of ‘Elec-
tronic Orchestra.' Some partly elec-
tronic instruments such as the vi-
braphone, the vibraharp and the
electric guitar are su inconspicuous,
he adds, that they are used in al-
most every dance orchestra.”

As for the music for electronic
instruments, it can be written in
precisely the same way a8 music
for any other kind of instruments,
he states, but electronio {instru-

ing possibilities for a composer
who 18 equipped both in efficient
technic of composing gnd or-
chestrating, and who also has
knowledge of the sclence of physi-
cal sound.

““Music can even be composed
automatically and simultaneously
performed. On an {nstrument,
known as the Rhythmicon, built by
Leon Theremin for the study of
rhythms, I am able to produce
drum beats essd {dentical with those
of any complex or virtuoso beats,
AnD comparable to the drumming
of African natives,’” he continued.

Experts are unable, he says, to
distingulsb between his records
made in such a way and the
genuine tecordings made in the
Belgian Congo by the De:is-Roose-
velt Expedition, which were used
in the motion picture, ‘“Dark Rap-
ture.’”” This Instrument, the only
one of its kind, has sixteen keys,
which, being pressed, produce auto-
matically different rhythmic com-
binations—sometimes as many as
gixteen.

All Based on Engineering.

He has worked out tie entire sys-
tem of musical production on the
basis of engineering. Under his
mathematical formulee he can, he
says, provide for the development
of electionic instruments of a
specified type for the production of
rhythm, harmony and melody as
well as other models which incor-
porate the combination of such
functions. ‘‘The latter models are
an equivalent of the total efforts
that would be exerted by all the
living, past and future composera
In other words, such instraments
can create music in any desirable
stvlie."

He plans to build such Instru-
ments which witt not only compose
but perform music while it is being
composed. Thus, there will be the
possibility of a direct broadcast of
a composition while it {8 being com-
posed. The sound production in all
such instruments naturally must be
electionic.

Einsteln Xjikes System,

Schilllnger's method, incorporat-
ing his development of tbe ma the-
matical principles of music, has
been studied and put into practice
by a host of composers and arrang-
ers, the majorlty of whom are iden-
tified with the radio world. Inci-
dentally, Prof. Albert E. Einstein
of relativity fame, though he ad-
mits he is not a skilled musician,
approves of the Schiliilnger mathe-
matical system of musical compo-
gition.

Among thcse wheo have written
music and worked out orchestra-
tions and arrangements under his
tutelage js Paul laval, who con-
ducts the Chamber Music. Society
of Lower Basin Street program
on WJZ's network on Sunday aft-
ernoons and who, with a twenty-
six.plece orchestra now bsas taken
over the Saturday night spot on
NBC formerly occupied by Tosca-
nini and the network's symphony
orchestra. I.aval has been a stu-
dent for five and a half years.
Franklyn Marks, staff arranger
at NBC Harold Mooney, arranger
for Hal Kemp; such musicians as
Nathan Van Cleave, Paul Sterrett,
Lee Montgomery, George B. Lee-
man, Harry Simeone, who provide
the {nstrumentations of Innumer-
able broadcast music, are on his
roster.

Leith Stevens, composer and con-
ductor, who will lead the hour this
summer; Lyn Murray, choral di-
rector, who {s now composing and
conducting the background music
for '"'The Adventures of Ellery
Queen,” and such popular band-
leaders as Glenn Miller, Benny
Goodman and Tommy Dorsey are
among his students. The late
George Gershwin studied with him
four and a half years, taking three
lessons a week. The entire score
of his “Porgy and Bess'’ was writ-
ten under Schillinger’'s supervision.
Oscar Levant waaz a student for
two and a half years.

The efforts of these men have not
only reached the highest sesthetic
standards but have proved com-

ments offer many new and amaaz.

mercially profitable.
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DRAGONETTE RETURNS

Popular Soprano Heads Cast

for Summer Show.

With the conclusion tomorrow
night of the serles of Sunday con-
certs, broadcast by the Detroit
Symphony Orchestra, under the di-
rection of several of the country’s

best-known conductors, the hour|

will change {ts format for the sum-
mer. Beginning a week from to-
morrow, the Sunday night hour
from 9 to 10 on WARC, will be
taken over by a musical variety
show featuring Jessica Dragonette,
POpular radio soprano who has
been absent from the air for the
last two years. Assisting her will
be James Newill, a new baritone;
Linton Wells, explorer and corres-
pondent, and l.eith Stevens's Or-
chestra.

b

Music Maker

S8un Staff Photo.

joseph 8Schiliinger and his Rhythmicon on which he composes and!
produces melodies for the analysis of the most complicated |

musical rhythms.

THE

Tuly, 1944

INTERNATIONAL MUSICIAN

Walter Fischer,

with Schillinger.

American fnusic.

a half years.

ot the theorist.

tration.

rational

BiB.

Inc.
diate production.

Schillinger System

Fischer, Inc.,, today announced that con-
tracts had been signed for publication of
the internationally famous treatise on
musical theory known as the Schillinger
System of Musical Composltion. Written
and developed by the late Joseph Schil-
linger, scientific and musical genius who
died last year, the contents of the cele-
brated manuscript are known at present
only to a limited group of outstanding
composers and arrangers who studied

''he complete roster of Schillinger
students reads like a ‘“Who’s Who" {n
Big name bandleaders
include Benny Goodman, Will Bradley,
Jack Milier, conductor for I{ate Smith;
Lyn Murray, Paul Lavalle, leader of the

Lower Basin Street Symphony;
Rey and Glenn Miller, whose song hit,
“Moonlight Serenade”, was first written
as an exercise for Schillinger.

Among the song writers, George Gersh-
wln was a pupil of Schiliinger for four and
Vernon Duke,
comedy composer of the current army
show, ‘‘Tars and Spars”, and Matty Mal
neck, writer of “Star Dust', were pupils

When he set out on his journey of dis.
covery, Schillinger’s first effort was to
find whether or not the music of the con-
cededly great composers—Bach, Mozart,
Beethoven, Wagner—was constructed on
principles.
actual works ofthese ‘‘greats’’, Schillenger
applied the powerful i{nstrument of ad-
vanced mathematical and scientific analy-
As a result Schillinger discovered
principles whkich, for the most part, were
entirely unsuspected by previous theorists.

Negotiations for the publication of the
Schillinger manuscript were conducted
by Mr. Fischer himiself and Mi. Arthur
Hauser, sales inanager of Carl Fischer,
The work is to be put into imme-

president of Carl

Alvino

musical

In its present form, the -Schillinger
manuscript consists of twenty-five voi-
umes of about 3,000 typewritten pages.
Book I deals with Schillinger’s Theory of
Rhythm, which he regarded as basic to
his system. Succeeding books cover every
phase of musical theory and practice, in-
cluding melody wrlting,
counterpoint, harmony, evoiution of musi-
cal styles, {nstrumentology and orches-

pitch scales,

To thousands of

MRS. JOSEPH SCHILLINGER
340 EAST 57TH STREET
NEW YORK 22, NEW YORK
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Smuggled Narcotics

3 laden basket to chief of police. When a piece
mt in half it revealed hiding place for drugs.

ateur sleuths
1iosity. Carlos,
rained. There-
uch for having
Feanwhlle better
lut much more In
s did In two days
thelr findings to
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they deliberately spread the drugs
and encourage their consumption,
knowing that a drug-starved ad-
dict will do almost anything to get
his dally portion. At the
same time they collect
drugs for import to oth-
er lands.

The European War has
helped this pian mightily.
It automatically cut off
supplies of drugs to be de-
lilvered to American ad-
dicts. The Japanese have
taken over these delliv-
erlies for their own profit.
By using their elaborate secret ser-
vice, they have been distributing
the large stocks of the drugs they
seized In China to the United
States and to the various Latin
Amerlt;an countries. Carlos saw
one small instance of this traffic.
Other, brtter trained ugents, have
seen It in operation on a larger
scale. Put none has been able *=

stop it. Because the Japanese drug
trade pays well and makes use of
any Axis-Power agent in any con-
venient port.
‘White Russians have served ‘™
ananese often, but not wellt. Mk
eltay mployed [¥
T Ne Frenck

sabotage. For this reason they
have arrested many German and
Japanese agents who, if only sus-
pected of subversive activitles,
might have gone unmolested.

Actually there is very little dif-
ference of opinion about the ac-
tivities of most German and Jap-
anese agents in South and Cen-
tral America. Recently in Bragzil
the secret police-raided a library
in the German-controlled college
of Bahia. In the library were only
500 volumes, Out of these 500 all
but one were Nazil German books.
And, in thirty-one of these books,
the investigators found code writ-
ing on margins or fackets!

Spy Techniques

THIS incident points up some of

the {llustrations on this page. All
are supposedly borrowed from a
World War book. Actually these
pictures are part of a modern in-
struction campalgn.

One picture shows a fictitious
code. Actually this code is not fic-
titious. It is a direct key to earlier
messages delivered to Nazl agents
in South and Central America. The
sabotaged potatoes refer to the use
of vegetables and fruit for convey-
ing drugs.

Another picture shows a woman
agent hiding a chemical, which
she has stolen, in her shoe. This
trick might be all very well—a sort
of ABC of esplonage practice—
were it not for the dodge of chem-
1cally soaked stockings, mentioned

r,

These potatoes pictured in a
Nazi spy manual suggest to
secret agents in Central and
South America a means for
smuggling dope.

in an eariler article. Generaily it
~ay be accepted withc#"
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An optical composition of
woodblocks and mirrors
from the studio of Joseph
Schillinger, music scientist.

HE late George QGershwin
stepped off an elevator on the
13th floor of a Park Avenue

apartment house and entered a 13-
room suite. Later, noticing the
numbers, he laughed, because this
visit proved to be one of his luck-
jest. .But at the time he was only
interested in telling Joseph Schil-
linger his troubles.

“I’ve written 700 songs,"” Gersh-
win said. "I can't write anything
new; I'm repeating myself. Can
you help me?*

Joseph Schillinger said he could.
And he did—so effectively that
Gershwin turned out “Porgy and
Bess'' under his supervision. Using
the same ideas and methods Schil-
linger helped Benny Goodman and
Ost¢ar Levant and Glenn Miller,
Jesse Crawford, Lyn Murray,. Leith
Stevens and scores of others. All
came to his 13-room laboratory
and workshop apartment on the
13th floor and all thought them-
selves fortunate,

Behind Joseph Schillinger is one
main theory which has been used
so often and successfully as to be-
come a fact. It is that musical
compositions, ciassical or popuiar,
don't have to be dreamed up by
exceptionally talented people in
periods of emotional activity. In-
stead you or anyone else can learn
to write songs just as certainly as
you could learn to build airplanes.

YOU can first analyze or tear
down music {8 its contributing
parts. Then you can study these
parts until you know how they fit
together, After that it is simply
a matter of putting the parts to-
gether in different ways.
Naturally this is an extreme
yimpiification of the system Joseph
Wiifhngar uses to build musical

————

|

This book jacket shows how matherhatics may be used,in
design under the Schillinger system..

compositions. He teaches musical
composition through analysis. He
reduces music to its factors. then
uses these factors to build new
music. The whole system is based
on mathematics. His system re-
duces whatever - plus - whatever
equals music.

“"Music,"” he says, "is a man-made
reproduction of an actuality, and
if you can analyze it you are in a
better position to produce more of
it. The common belief that music
i{s emotiona!l in its origin is wrong.
Music appears to be emotional only
because it moves. and everything
that moves associates itself with
life and living. Actually music is
no more emotional than an auto-
mobile or an airplane which also
move. It Is no more emotional
than the Disney characters which
make us laugh, but whose actual
existence Is a mechanical and not
an organic one.”

Analyzing Emeotion

R. SCHILLINGER'S {deas.

broken down into layman’s
language, might appear something
like this: Music and poetry, design
and general art can be reduced to
a science. First you must study
carefully the contributing factors.
Then you must study the mathe-
matical procedures behind them.
Gradually you will see that certain
factors contribute to certain ends.

You will, supposedly, play on the
emotions you ivish to be stirred. A
longing for home, for instance.
perhaps can be stirred by analyz-
ing what makes up a longing for
home. The sounds common to a
home in this case would be most
important. For the science  of
music simply i= the. mechanics of
musical sounds. And the art of

music simply is the conveyance of
these sounds to the listener.

Mimiery First Step

DELVING deeper into this Schil-.

lingerr science of music, you
would find that mimicry is the first
step in art forms  ‘Thunder,
animal sounds .and echoes are as
much a source of music as the
forms and colorings of nature in
rainbows, sunsets, bird's plumage.
crystals, shells, plants and living
bodies are a source of the art of
painting, :

“Imitation is at flrst uninten-
tional. such as the protective
shapes and coloring in natural
camouflage; then . intentional
mimicry follows when a striking
pattexn or coloring is copied for the
pleasure of it. Then the final step,
which is the scientific method of
art productlon according to defi-
nite specifications, that becomes
possible only after the laws of art
have been. disclosed.

“This discovery of the laws of
art to know how and what to pro-
duce has been &n old dream of hu-
manity. In the Li-Ki, or memorial
rites, of the ancient Chinese we
read:. music is intimately connect-
ed with the essential relations of
beings. Thus, to know sounds, but
not airs, is peculiar to birds and
brute beasts; to know airs but not
music is peculiar to the common
herd: to the wise alone it is re-
served to understand music. That
is why sounds are studied in order
to know airs, airs in order to know
music and music in order to know
how to rule."

Returning to the Schillinger sys-
tem. you would enter all of these
jtems in a mathematical balance
sheet. You would, for {nstance.
make a marching song 1narch in
the tempo of the nation to which
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“Optical Elements in Rhythm.” this study gives
me idea of the geometric nature of music.

ou would analyze
t, sad chords of a
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ear the heart out
ind to make them
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can Coordi-
is without a
. says, ""Mr.
W music can
and color,

resorted to the accessories of mu-
Sic. He made a mistake in seeking
a fundamental relationship be-
tween forms of musical sound and
the physical forms of musical in-
strtuments, Unity is absent from
the production in other ways. For.
even with the help of Leopold Sto-
kowski and Deems Taylor, ‘Pan-
tasia’ fajled to solve the problem of
combining visual images with mu-
sic. This could only be done through
mathematical methods.”

ERHAPS because the mathemat-

ical appeals less to women, Mr.
Schillinger has taught only one
feminine musician his methods.
She is Marjorie Goetschius, grand-
daughter of Percy Goetschius,
Dean of Composition at the Jul-
liard School of Music for more than
twenty years.

The Schiliinger studio which
produces this peculiar science has
various electrical instruments,
blackboards, lecture rooms and
show cases. Not dedicated to
music are those exhibits which
point the way to art through
mathematics, and poetic writing
through mathematics and even
architecture through mathematics.

But all these sections have one
thing in common. They - ignore
the dreams a creative artist might
have. They point away from any
surge of feeling. Cold flgures take
the place of emotion. Everything
is analyzed. Years of study and
training are pleasantly cut out.
Thus. as Joseph Schillinger says.
creation is made a pleasant process.

“It. does not circumscribe the
freedom of an individual,”” lie adds.
“But merely releases him from
vagueness, gives him accurate
knowledg&e and permits him an in-
finfté number of solutions to satis-
fy the particular requirements."

“A Study in Rhythm': When
mathematics meets design in
the Schillinger manner.

"y fL--##‘-

Joseph Schillinger photo-
graphed at the keyboard of
his electric organ.




Supporting a Spy Systen

Part of page from Germem book

The agent
above is hiding
a saboteur’s
chemical in her
shoe: at left
placing drugs
in her stocking.

whose type holds coded messages.

By Richard Wilmer Rowan

Author of "Terror in Our Time.” "The
Stery of Secret Service.” and
“Spies and the Next War”

(This is the twelfth of a se-
ries of articles exposing sples
and Fifth Column activities)

HE Japanese freighter drowsed
at anchor {n a west-coast Mex-
ican harbor. A white-clad fig-

ure appeared briefly on her bridge,
glanced anxiously shoreward, then
melted back into the white paint-
work of an officer's cabin just aft
of the bridge.

Carlos, rowing his shabby,
weathered boat out to the ship,
didn’t see the JapaneSe officer
squint at his passdge through the
bright sunlight. His back was
ve==<"to the ship and his gaze

without curiosity on the
fruit that made up his
8 reassT .S ac-

the odd Japanese might eat their
fruit.

Long practice had taught Carlos
to approach the port gangway of
foreign ships, the tradesmen'’s
doorway. But he didn’t notice how
qQuickly his cargo was lifted aboard
or how many officers were on deck
to see it carried to the cabin of the
captain. In fact Carlos was not
curious at all until the next day.
Then, perhaps because of chance,
perhaps because he was sheltering
himself under the shortening sha-
dow cast by the shed roef as noon-
tide approached, he was called
again.

‘“The ship of the Japanese,” a

stranger told him. “There is some-
thing to come ashore.”

This time Carlos earned not two
but four reales for his labors. And
this time he was curious. He was
curious for two reasons. First. be-
cause he felt ‘hat four re~?-3 v-es

a ruinous rate for a short
bumboat trip. Second, be-
cause, forced as he was by
his rowing position to gaze
at his cargo instead of look-
ing ahead, he recognized the
fruit he was rowing back as
the same fruit that he had
rowed out.

Later that night Carlos
walked from a cantina to the
office of the potice chief. He
explained his story. A plece
of fruit cut in half revealed
the hiding place for a pack-
3ge of drugs. And later that
night Carlos died with a
knife sticking curiously out
of his ragged shirt. Chance and
casual curiosity had combined fo
furnish Carlos with the answer
to the question: “How does the
Japanese Secret Service finance its
expensive work?"

Since Carlos rowed his shabby,
sun-bleached bumboat through the
sparkling waters of that Mexican
bay and died bscause he was curi-
ous, a number of discoveries have
been made by more cautious men,
They have haunted the docks
where the blunt-nosed freighters
from the Orient come in. They
have hung around the roadsteads.
gazing speculatively at eaeh ship-
to-shore boat that crawls through
still water. They have been curious
because that {s their business, in
San Francisco and San Diego and
on down to Acapulco and Salina
Cruz, they have seen drugs come
ashore from Japanese ships and
traced them east as far as Kansas
City.

This briefly is how Japan meets
the tremendous expense of sup-
porting it8 vast secret service net-
- This, too, shows one of the

Carlos took .
of fruit was

ways in which
help America by ¢
of course. was un
fore he paid too :
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trained men find c
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and live to report
interested Mexfyy
officials. !

Financing

EHIND this

the Japane:
its secret se:'g
many, as exp
ticles, does tY
mall. Japan,
and most
Jacks suffici
bleed in this
Japan cont;:
traffic and '
fic to pay t

In conqi



ol e

i < >

EWS o

Joseph Schillinger

— el el ] — o

METRONOME

Joseph Schillinger Finds
Mathematical Music Best

Noted Composer and Scientist Teaches His Method
To Many Already Famous Players and Arrangers

The phrase, “there is nothing new under the sun” is said more frequently
about music than of anything else in the world.

America is crowded with sharp-eared, self-appointed tune detectives who,
whenever a melody makes its first appearance, can be heard declaring
omnisciently: ‘“that’s a steal from so-and-so” or “it always was a good
tune” or “Strauss said it first but in 3/4 time.”

_ Jaseph Schillinger, noted scientist, composer, and teacher, who has made
|- -2 matbematical study of music extending over a lifetime, finds an entirely

new outlook upon musical resources
and their use.

Through his scientific approach he
has discovered that, so far as music
is concerned, there iz something new
under the sun. What is more, he is
showing some of the most famous
composers and arrangers in America
the fruits of his findings.

He makes the startling statement
that music can be automatically
composed and performed and, as evi-
dence, he has phonograph records
which are synthetically - made
rhythms of the drums of African
cannibals—produced on what he
calls a Theremin-Rhythicon, an in-
strument specially designed to simu-
late drum-beats,

He has played these rhythm reec-
ords for experts at his studio, 911
Park Ave.,, New York City, and the
latter have been unable to distin-
guish between the original beats
played on African drums and the
synthetic product.

Schillinger, using his mathema-
tical theory, also can present any
number of variations from any
original piece of music, thus pro-
ducing any desirable number of
compositions in the same style.

“My method,” he states, “also per-
mits modernization, or, if need be,
antiquization of any existing music.

“For example, Bach was a great
master of counterpoint, and Debussy
produced some startling flavors in
harmony. It is possible to produce
the syntheses of Bach and Debussy
in the form of a fugue, with Bach's
contrapuntal craftsmanship and
Debussy’s harmonic deftness.”

Jest you doubt it, he then pro-
ceeds to play a recording of just
such a blend. First, he plays the
original Bach fugue; then, a De-
bussy extract Finally, he adjusts
the phonograph needle to a record
on which Debussy’s harmony has
been grafted skillfully upon the
Bach melody.

With the ceaseless demand of mo-
tion pictures and radio for music
and more music, composers and ar-
rangers are approaching music
scientifically, not only to work out
new variations of compositions al-
ready produced but to create new
melodies.

Schillinger’s roster of ' students
reads like a Who’s Who in modern
American music.

It includes su¢h names as Oscar
Levant, George Gershwin, who
studied four-and-a-half years with
Schillinger and whose opera of
Negro Life, Porgy and Bess, was
written entirely under the Ilatter’s

(Tum™ to page 46, please)
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Joseph Schillinger

{(Continued from page 30)

supervision; Benny Goodman, Glenn
Miller, Mark Warnow, Leith Ste-
vens, Paul Laval and Lyn Murray.

Also, such well-known arrangers
of radio, motion picture, and stage
productions as Paul Sterrett, Nathan

: | Van Cleave, ¥ranklyn Marks,

Charles Previn, Edward Powell,
Frank Skinner, Irving Brodsky, Lee
Montgomery, Ted Royal, and Gus
Levine.

More band leaders and arrangers
have come to Schillinger for new
musical light than any other body
of musicians.

“It is because,” he says, “they are
working in a- highly competitive
field and, being practical persons,
they are ccastantly seeking new ideas
and new techniques which will en-
hance their popularity and thus
bring them greater finanecial returns.”

During the course of their study,
many of the musicians work on seri-
ous compositions. Glenn Miller, for
example, composed Moonlight Sere-
nade during his study with Schil-
linger. It is an exercise in writing
melody to harmonic progressions.

Harold Mooney, arranger for Hal
Kemp, wrote a fugue after only four
or five lessons in counterpoint,

Schillinger’s oourse 1n musical
composition requires three years for
the average student, and the aver-
age student takes one lesson a week;
however, many take two and three
lessons a week. Gershwin, at the
time he was writing Porgy and Bess,
took three and sometimes four les-
sons a week.

Schillinger is proud of the prog-
ress of Paul Laval as a composer
and conducto:. Laval at present di-
rects a double woodwind quintet in
chamber music a la jazz on WJZ
Sunday afternoons. Laval bas been
a student for more than five years.
At the time he began, he was a
rather obscure clarinetist in a sym-
phony orchestra.

Today, he is a staff conductor at
the NBC, composer of numerous
pieces, and occupies the first saxo-
phone chair with the NBC Sym-
phony. Recently, Toscanini singled
him out for special praise during his
Saturday night recital

Incidentally, I.aval’'s  quintet,
through unusual ireatment in back-
ground instrumentation, sounds like
a large orchestra and is one of the

“¥ @+, novel programs in the modern

~—._al idiom yet presented.
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BROOKLYN, N. Y,
HARRY FAINE

SAXOPHNONE, CLARINET, FLUTE
Ear Tralniog, Harmmi) baged oo
0660 Omamia‘'s Modern Harmony
g 834-A &83th St.. Brookiyn WI. 5-20738

CHBELSEA, MASS.

HENRY SYVANEN

TEACHER OF TRUMPET
Costelle S

yutem
188 hm 8&. MI“. u.uo

Telophione: Clhelseas 2710

CHICAGO, ILL.
ANDY RIZZO

Instmuolion in Plano-Aovordion

8068 B. Wabash Avenne, Suito 7238
Chicago, Tel. Webdstor 3326

— PROF. LEO PIERSANTI

ACCORDION INSTRUCTION
Learn te Play the Right Way
Positions Guarantesd for Pupils
I 132 WW. North Avs. Chicago, IIL

Tel. LINcoln 3388

LOVISYVILLE, KY.

A. J. GIANCOLA
Ptana, WlnMc Mstramapta

Earmoay and Arranging
8208 W. Oax 8t.. Louisvills. Ky.

NEW YORK. N. Y.

TOM TIMOTHY

HARMONY—C&UNTERPOINT
a

Arcangiog for the Modeorn Orehestrs
For the lostrumeatalist desiring a toch- l
aigue In “‘ad-Hb" playing, s BPBCIAL

coQes ia Prov
117 W, 485th 8% New Yerk City
10qgee 608006

Suléte 41
—

OTTO CESANA —
COMPOSER and ARRANGER

Instruction in
Modern Harmony . Dance Arrang-
ing . Counterpoint . Form , Sym-
phonic Orchestretion . Conducting
Studie: AEOLIAN HALL

20 Weet 87th 8¢, N. ¥. O,
ene Plaza 0-1280 |

rt Piano Couree for Acrangers—
ERYBOARD HARMONY, EAR TB‘%
NG, PRACTICAL TRCHNIQUR

AID SOORING
Ingaira RICHARD GENDA

453 —7th- Stroet, Basekim, N. ¥.
Shore BJ, 5-8189

TROMBONE ONSTRUOCTION
Paculty Juwilliard School Menc
16V Bast 80tb Bt New York City
Telephone: ATwater 0-8750

[ LUCA DEL NEGRO

TUBA — TRUMPET — ALL BRASS
Music Foundasson Embowchure Buiiding
1842 Hunt Ave.. Bronx, K. Y. Tel. WE 7.3193
Conn Studlos, 11 W. 48 8t., B.V.C. C) ¢-1648

ARTHUR H. CHRISTMANN
CLARCNET
Facwity Juilliard School of Music

Stelnway Hall 401 Rliverdals Ave.
Studio B16 Yonkers, N, Y

Tel. CIrcie 7-2608 Tel. Yonkeam ¢726W
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Washinglbn Invasion
By Outside Bands

has local musicians
wondering why L.ocal 161 doesn’t do
something about it.

It's an MCA and CRA invasion,
which has landed most of the best-
paying spots and is depriving at
least 60 local men of work.

At present there are also nearly
75 men ijobbing around town on

transfer cards and two more clubs |
are negotiating with MCA for orks. |

This problem is expected to be a
big issue in the next election and
unless a lot of changes are made be-
tween now and election time, there
probably will be a lot of changes
made—By Carl Mirman, WASHING-
TeN, D. C.

Summer Chases Music
Away from (leveland

when the Trianon ball-
room, one of the main sources of
name bands for this territory, closes
its doors for the season after fea-
twwing Larry Clinton, Jack Teagar-
den, Harry James, and Gene Krupa
on successive. week-ends.

With the Palace theatre also closed
for most of the summer, the nearest
spot for daneing or listening to
name bands will be at Cedar Point,
near Sandusky, about 75 miles
away.

In Cleveland, Euclid beach, Puri-
tas park, and the Aragon ballroom
will have local and traveling bands
but, with the exception of infre-
quent Palace bookings, none of the
big bands are expected to piay here.

Best draws at the Aragon in re-
cent months were Bobby Byrne and
Glenn Garr. Byrre left with one of
the town’s best trumpet men, Chuck
Forsyth.

Vince Pattie, Gene Sullivan, and

Frank Gagen have been featured |

recently at Puritas, and future book-
ings 'will have an accent on local
outfits, —CLEVELAMND,

Una Mae Carlisle
Scores Solidly

as a terriffic jazz vo-

ealist and pianist at Lindsay’s Sky-
Bar.

Una Mae dropped into town two

months ago to visit relations and,

after catehing on at Jimmie Owens’

place .in Harlem, has been wowing:}

cats with her brilliant jazz.

She has been featured in Paris
and I.ondon and was starred for a
number of months at the Hot Club
of France.—CLEVELAND.

Dick Stabile’s Saxists

and other well-known
players using Woodwind mouth-
pieces are pictured in a new booklet
just issued by the Woodwind Co. of
131 W. 45th St., New York City. It
will be sent upon request to anyone
mentioning METRONOME.
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Eliot Hoyt’s New Men

are Ernie Foder at
piano and C. Ogel at bass. They
replaced Paul Erwin and Tony Es-
pen, respectively, who joined Emer-
son Gill. Don Smith left Hoyt also,
to join Tyle Gaffield.—ToLEpo, OHIO.
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