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'New Publications

Preparatory School of Technic

FOR THE PIANOFORTE
By I. PHILIPP

Price, $1.00

A splendid volume for use in daily prac-
tice, - containing all technical essentials,
which may be taken up during the early
grades and continued, in whole or in part,
for several years.
cede the “Complete School of Technie,” by
the same author, or any other large tech-
nical work. It may be used freely in con-
junction with any system or method of
teaching.

By E. N. ANDERSON
Price, 50 Cents

material for enriching church services, and
to lead all the people to join in the wor-
ship. The anthems have been selected and
adapted with great care.

Sacred Duets

For All Voices and General Use
Price, 75 Cents

One of the best collections of sacred
duets. All combinations of volces are rep-
resented in this volume. The duets are
all original and by American composers.
None have appeared in any previous vol-
ume, There are numbers suited to all occa-
sions, all melodious, artistic and beautifully
harmonized. It will prove a convenient
volume to have on hand, either for regular
or for emergency use.

Richard Wagner

Price, $1.50

A complete life of the great modern mas-
ter; biographical and critical. This work
is a literary gem, containing a wealth of
information, fascinating in style and full of
human interest. It makes a handsome vol-
ume of 480 pages, profusely illustrated, con-
taining 15 portraits of the master. together
with scenes from his various music dramas,
caricatures, autographs, etc. No more ap-
propriate musical gift book could be found.

Elementary School of
Pianoforte Playing

By FERD. BEYER

i Op. 101
Price, strongly bound in heavy paper,

50 Cents; Board Covers, 75 Cents

Our edition of this standard piano
method has been prepared with the utmost
care, All the original material has been
retained and important new material has
been supplied. In addition to the usual
editorial révision, copious instructive anno-
tations have been given. Tt is one of the
best known of all instruction books and will
be extensively used for years to come.

j’iano Instruction
During the First Months

By RUDOLF PALME
Price, 75 Cents

A valuable pedagogical work, specially
translated from the German. This practical
little volume gives all the necessary ma-
terials and * instructions for the earlior
stages of piano teaching. It is especially
valuable for young teachers who are map-

It may be used to pre- |

Anthems tor Congregations|

The main object of this book is to place |
in the hands of congregations suitable |

Imaginary Biographical Letters
- from Great Masters of Music
to Young People

| By Alethea Crawford Cox and Alice Chapin
Price, $1.25

In this fanciful work the great departed
musicians tell their life stories by means
of imaginary autobiographical letters. Young
and old alike will enjoy reading them. The
book is handsomely and attractively gotten
|up, with many appropriate and original
illustrations.

Anthems of Prayer and Praise

A collection of anthems for general use,
suited to either quartet or chorus choirs,
| and peculiarly adapted for volunteer choirs ;
| pleasing and ‘singable, of but moderate diffi-
culty, varied in character. 4

This is the fifth and latest volume of
our highly successful series of anthem col-
lections, of which more than 100,000 have
been sold. In this new volume we have
surpassed all our previous efforts. Several
new and important features have been
added. The plates have all been especially
engraved and short score has been adapted,
which means, by the use of two staves
instead of four, space is saved and sight
reading simplified, and with the result that
a larger number of ahthems has been in-
cluded.

The price is 25¢. each, postpaid, or $1.80
per dozen, not postpaid. Sample pages for
the asking.

Piano Players’ Repertoire
of Popular Pieces

Price 50 Cents

Just the volume for general use; for the
home, for light recital work, for sight-read-
ing practice, for self-amusement. The pieces
are of various styles: caprices, song with-
out words, “reveries, idyls, characteristic
numbers, ‘ete., all bright and melodious,
many of them lying in the third grade, none
going beyond the fourth grade. None have
appeared in previous collections,

Life Stories of Great
Composers

Price, $1.50

A - comprehensive and interesting collec-
tion of musical biographies, prepared by
writers of internationdl prominence. This
work is an effort to present to the reader
a means of observing how great life pur-
poses have been reached through years of
careful preparation and earnest endeavor.
The work is about 600 pages in length,
amply illustrated and prefaced by a history
of music from Palestrina to the modern com-
posers,

The Young Virtuoso

A Recital Album of Advanced
Pieces for the Pianoforte
Price, 75 Cents

A large, handsome volume of 104 pages,
containing 32 pieces. These pieces are in-
tended for well-advanced players, covering
Grades IV-VII, inclusive. They may be con-
sidered as stepping stones to the masters’
works, and. they are such pieces as may be
successfully used in recital work: brilliant
and well written, pleasing alike to the pro-
fessional and to the amateur. Classic, mod-
ern and contemporary composers are all gen-
erously represented. Both standard pieces
and novelties are included. all of high order
of merit. A really valuable collection.

The Two Students

Album of Four-Hand Pieces
for the Pianoforte
Price, $1.00

This is a miscellaneous collection of duets
by classic, modern and contemporary writ-
ers, both original compositions and arrange-
ments. The pieces are chiefly of interme-
diate grade, such as may be used for re-
cital use, for home playing, or for ensemble
practice and sight reading. Every piece is
a gem and all tastes are provided for.
Special large plates are used and a gen-
erous number of pieces included. A worthy
successor to our “Four-Hand Miscellany.”

Musical Picture Book

FOR THE PIANOFORTE
By OCTAVIA HUDSON
Price, 50 Cents

mentary pupils. The little pieces have
characteristic titles each being accompanied
by appropriate verses. The book is in ob-
long form, clearly printed in large nota-
tion. From the teacher’'s standnoint these
pieces will prove useful in teaching time
and note-reading. They may Dbe used to
supplement any instruction book, or in
kindergarten work.

Mistakes and Disputed
Points in Music

By LOUIS C. ELSON
Price, $1.50

A book that tells vou the “whys’ and “wherefores”’
in music. Mr Elson, one of the most distinguished
of American musical critics and educators, has included
in his new book all of those hundred and one things
upon which most pupils and teachers have an inaccu-
ra‘e knowledge. Tt is finereally to know what is right.
Unless you are absolutely sure that your technical

ping out plans and methods for elementary
weork. All the various subjects are logically |
and clearly treated. ¥ |

knowlzdge of music is beyond eriticism. you need
this book, and need it badly. Tt is a handy book for
ready reference, the outcome of the practical expe-
rience gained in a lifetime of teaching

|
An attractive recreation book for ele- |

Stories of Standard
Teaching Pieces

By EDWARD BAXTER PERRY
Price, $1.50

The unusual popularity of Mr. E. B. Perry’s “De-
scriptive Analyses of Pianoforte Works” has induced
him to prepare another work, which includes just
those favorite and standard compositions of lesser
difficulty about which rteachers, pupils and music
lovers are ever anxious to know more. The range of
s in this new book extends from about the third
of difficulty to the sixth grade. Mr. Perry
with rare poetic insight. His analyses are
insp ring as well as educ tional.

Business Manual for Music
Teachers

By G. C. BENDER

Price, $1.00

The business side of music teaching is not sufficiently
understood The average music teacher blunders in
one way or the other in the business side He does
not know how to advertise properly. He fails in keep-
ing accounts. Ile is slow to see. the advantages of the
social side of life, of dress. of collateral education, ete.
In this book the teacher is brought face to face with
these problems The most valuable information per

| taining to the successful carrying on of professional

work is imparted in a manner both right and
practical.

NEW BEGINNERS' METHOD. FOR THE |
PIANOFORTE. Arranged and compi]ed}
by Mr. Theodore Presser. |

THE VIRTUOSO PIANIST. (. L. Hanon.

CANONS FOR THE PIANOFORTE. Kon- |
rad Max Kunz. J

IN PRESS

NEW GRADUS AD PARNASSUNM.

FOR SALE AT LOW ADVANCE PRICES

Philipp.
LETTERS FROM A MUSICIAN TO HIS
NEPHEW. E. M. Bowmann,

TWENTY-SIX FOUR-HAND PIECES. F.
Neumann.

SEND FOR BULLETIN
JACH ALBUM FOR THE PIANOFORTE.

INSTRUCTIVE ALBUM FOR THE PIANO-
FORTE. (. Koelling.

TREBLE CLEF ALBUM FOR THE PIANO-
FORTE.

“For further information about New Works In Press see Publisher’s Notes®’

Theo. Presser Co., Philadelphia, Pa.

The Greatest Educational Work of the Age
STANDARD GRADED

- COURSE

OF

STUDIES

FOR THE PIANOFORTE
Compiled by W. S. B. MATHEWS

The Leading Musieal Writer and
Edueator of the Present Time 4

COMPLETE course of standar
A Etudes and Studies arranged
in a progressive order, selected
from the best composers for the cul-
' tivation of technic, taste and sight
reading, carefully edited, fingered,
phrased, and annctated ang supple-
mented with complete directions for
the application of Mason’s ‘‘ System
of Touch and Technic’’ for the pro-
duction of a modern style of playing.
Thirty years ago Music Teachingin
America was for the most part con-
ducted in the most slip-shod and ex-
travagant manner imaginable. The
teachers were not to blame for the
enormous expense of purchasing in-
dividual studies and pieces of music
for educational purposes, nor were
they to blame if they did not have the
experience to select the best studies
for therighttime. The Graded Course
idea is an original creation of the
Presser House. The Standard Graded
Course has succeeded because it was
built along the lines which years of ex-
perience had shown to be necessary.

CHIEF ADVANTAGES

SYSTE Gives the teacher and the pupil the

broadest possible system and com-
bines the best elements of all schools. Every
essential of modern technic is present in the most
interesting manner.

Eco HOMY Makes the cost of necessary studies

a mere fraction of what they would
- otherwise be.

PBOGHES The careful grading of the studies
makes the entire set from Book I
toBook X like an even and regular flight of steps,
up which the pupil may easily be led to musical
success.
VAHIETY The studies are taken from all the
best known composers of piano stud-
ies. This is greatly preferable to a course of
studies all composed by one man.
SIMPLIGITY The studies are accompanied by
educational notes and may be
taught by any teacuer without previous experi-
ence or training in this course, . There is no arbi-
trary method demanded.
INTE“ES Only the most interesting and
practical studies have been selected.
The course always proves most fiscinating to pu-
pils, especially when compared with the old-
fashioned method of using ponderous volumes by
one composer

MAKE NO MISTAKE

The Standard Graded Course sliould not be ron-
founded with any other sy stem, course, or method.
It, and it alone, is the original series. When you

order be sure to insist upon the STANDARD Graded
Course.

10 GRADES 10 VOLUMES
$1.00 EACH VOLUME

Our usual discount is allowed. Send for any or
all the volumes for inspection. When ordering
mention MATHEWS’ STANDARD GRADED COURSE as
there are others with similar names upon the

~ STANDARD
CONCERT ETUDES

FOR ADVANCED STUDY
Price, $1.00 Grades IX to Xi

These pieces are bound in book form -
Jected for some standard technical esﬁe;lgiaa(;l'] ?:r
instance, the two compositions by Suint-Saéns are
made up exclusively of rapid reiterated chords,
Four of the pieces abound in arpe: gio fol‘mé
and others in extended and arpeggioed chords,
and others in rhythmic:l puz. les, but all are o%
concert grade and content, famous pieces, readv
for presentation with an allundantly 'dex"elopea
technic. There are twelve pieces inall, by nine
composers,about half of them by compo’sefs still
living. Adapted as a continuation of Mathews®

Graded Course of Studies a E
el Studies and all other graded

Mail orders solicited and filled to all parts of the
country.  Any of our works sent on inspection. Qur
professional discounts are very liberal,

THEODORE PRESSER COMPANY
1712 Chestnut St., Philadelphia, Pa.

STRICH & ZEIDLER

Manufacturers

PIANOS

of @ Built especiall

y for beople of high
R artistic discrimination who appreciate
: the difference between good and best

- -0 v

E. 140th St. & Robbins Ave.
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A MONTHLY JOURNAL FOR THE MUSICIAN, THE
MUSIC STUDENT. AND ALL MUSIC LOVERS.
Edited by JAMES FRANCIS COOKE
Subseription Price, $1.50 per year in United States, Alaska, Cuba, Porto Rico,
Mexico, Hawail, Philippines, Panama, Guam, Tutuila, and the City of §I|m|glml.
In Canada, $1.75 per year. In England and Colonies, 9 Shillings; in France, 11
Franes; in Germany, 9 Marks, All other countries, $2.20 per year.

Liberal premiums and cash deductions are allowed for
obtaining subscriptions.

RIEMITTANCES should be made by post-office or express
‘money orders, bank check or draft, or registered
letter. United States postage stamps are always
received for cash. Money sent in letters is dan-
gerous, and we are not responsible for its safe
arrival.

DISCONTINUANCE.—Write us an explicit notice
if you wish THE ETUDE stopped. Most of
our subscribers do not wish to miss an issue,
so THE ETUDE will be continued with the
understanding that you will remit later at
your convenience. Explicit directions are sent
at the time of expiration.

RENEWAL.—No receipt is sent for renewals.
On the wrapper of the next issue sent you
will be printed the date on which vour
subscription is paid up, which serves as a
receipt for your subscription.

MANUSCRIPTS.—All manuscripts intended for publica-
tion should be addressed to THE ETUDE. 1712
Chestnut Street, and should be written on one side
of the sheet only. Contributions on topics con-
nected with music-teaching and music-study are
solicited. Those that are not available will be re-
turned. )

Although every possible care is taken the publishers
are not responsible for manuscripts or photographs
either while in their possession or in transit. Un-
available manuscripts will be returned.

ADVERTISING RATES will be sent on application.
Advertisements must reach this office not later than
the 5th of the month preceding date of issue to
insure insertion in the following issue.

THEODORE PRESSER CO.,

1712 Chestnut Street, Philadelphla, I’n
Entered at Philadelphia P. O. as Second-class Mafter.
Copyright, 1911, by Theodore Presser Co
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A SPLENDID FEBRUARY ISSUE

Owing to our very great success in securing remarkably fine material upon
the subject of Grand Opera it was found that it would be necessary to issue
a second section in February. - Consequently the February ETUDE will contain

T Remarkable Operatic Features.

The second section will be comparable with the first in every way. There
will be no difference in the standard of excellence. You will need the second
section to supplement this issue, as it is absolutely impossible to treat so vast
a subject in one number.

Victor Herbert on “The Opera of the People”

No composer holds a higher position in the estimation
of the American public than Victor Herbert, a man with
the best possible kind of a musical training, but one who
has by his genius and art succeeded in writing music that
is praised by the greates* critics and at the same time
pleases the people. He has written one of the most success-
ful grand operas in the repertory of the Chicago-Philadel-
phia Opera Company, Natoma. He is one of the best
orchestral conductors of our times. He is one of the fore-
most solo ‘cellists. Best of all he has splendid ideas upon
musical education and has the gift of talking about them
with the same fluency which his grandfather, Samuel
Lover, put into his novels.

Andreas Dippel on “If My Daughter Should Study
' G for Grand Opera”

A few years ago Mr. Dippel was known as one of the
most forceful and versatile operatic tenors. At a moment’s
notice he seemed to be able to sing almost any tenor role
in German, French or Italian and raised an equal amount
of enthusiasm. For three years he has been a noted im-
presario and. the artistic results he has produced in connec-
tion with the Philadelphia-Chicago Opera Companyhave
amazed the critics. He talks upon an extremely popular
subject and if you know anyone who has a desire to study
for opera, .you should not fail to recommend this issue
strongly.

Charles Dalmores on “Self Help in Voice Study”

: Only a few years ago Wagner was decried in Paris;
: now it is claimed that the foremost Wagnerian tenor is a
Frenchman, Charles Dalmores. You will want to read his
interesting remarks of particular value to voice students.

There will also be appropriate articles by the distin-
guished writers and critics, Louis C. Elson, Frederic
Corder (the most noted English Operatic Authority) and
Mr. Arthur Elson. These articles are of the very highest
importance to sincere students who desire to secure in these
issues a library of necessary reference material on the in-
teresting subject of opera.

Dr. Hugo Riemann on “Perplexing Embellishments”
Pursuing our policy of never making a special issue so
Don’t fail to get “special” that readers who might not be interested in a
the February particular subject would find nothing of value to them in
ETUDE. Together the special issue, we shall publish in the February ETUDE
x'itlhl t;‘(‘)sr‘:“:}:: several articles which in themselves should be worth far
et ol more to the reader than the price of the journal. Among
hensive scllectiis these is a wonderful article from Dr. Hugo Riemann, the
of relenaiin oo most renowned musical savant of Germany, who will explain
terial upon the some of those musical embellishments which may have been
subject of opera perplexing you for years. Dr. Riemann’s scholarship, mani-
obtainable. fested in his Dictionary and other works. is too well known
to demand comment.

THE ETUDE, 1712 Chestnut Street, PHILADELPHIA, PA.
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|  Cantatas—Operettas and [py, v pps ELEVEN Sones  ThisNEWReveSe | REQUISITES FOR

M RT 1 : . oy 0 “ UNFORGOTTEN,” all the Q¢
ONEY-SAVING MAGAZINE COMBINATIONS| |  Muscal Reciatons | ""M222 HEIELS :
s o _ ; PUBLISHED BY The best 501‘1;15 by this composer. Brainard's
CINCINNATI, O. exclusively. List price $1.00. Usual discounts

rage in soclety circles, only
e THEWILLIS MUSIC CO. Sieaeo i Y R R

S

Beautiful melody. Or, for 20c we
willinclude " The Lotus,” a charm- T"E

Bl ing new concert waltz—our latest
#| importation. These low prices for
& introduction only and the name of

your music dealer, Order today.

Value. R . .
ue Our?rice ) Send all orders for magazines to THE ETUDE Clubbing r Valae 3
Department. Like our premium department, it is con~ THE ETUDE ' . A The Feast of the Little Lanterns | Yev Yor i, Cé’ AS'AE 'l!: oﬁ‘ TCMUSlC —
s . 2 4 ¢ A Chin ; . - ept. A, Battle Creek, Mich. %
30 B Sioor<tia for Ladics, By PAUL BELSS, | B AL O O asemdian o
the latest and Dest ideas upon the most practic “‘
methods of eompelling your professional wor

necessary (piano, (_jhiuescA gong and tom-tom); pretty and easy
choruses, easy to direct with any number in chorus; four princi-
to yield you a larger income

Woman’s Home Com-

-$ .oo(THE ETUDE
Pal 0 $2 .20 ducted solely to furnish our readers with the magazines
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THE ETUDE

Schmidt’s Educational Series

Vol

Bcochm, Carl

49. Musical Echoes. 10 Instructive and
Melodious Compositions (Grades
p (51 e Bt g B A R it
Promenade Contemplation
In Merry Mood Yacation Time
Soldiers are coming Arm in Arm

(March) (Polonaise)
With great delight, From the Tyrol

(Etude) O golden time of
Hunting Scene youth

Gurlitt, Cornelius

50. Op. 197. Fireside Fancies. ;
12 Little Tone Pictures on Five
Notes. (First Grade) .........
Lullaby Undismayed
The good little girl At play
The brave boy In the fields
In Dreamland The first dance
Cheerfulness .\‘nx'ilng Song
Tearful Moments The little hero

11. Musical Sketch Book. 15 Selected
Uompositions. (Grades 1-2)
Viennese Waltz On the lake
Maypole Dance Always meiry
The Hunters A little Romance
The morning light Spanish Dance
The merry dance Elegy
In Church Hungarian Dance
Coquetry rietta

Sonatina®in C

Heins, Carl

15,.:0p,i: 270; Six Fancies. (Second
(7 1 oy S N S il o R
Away to the Woods
Thoughts of Home
Heart's Springtime
The Merry Wanderer
The Alpine Hunter
The Huntsman's Farewell

PIANOFORTE SOLOS

GRADES 1 AND 2

Vol.
Henning, Max
1. Op. 22. 12 Two-Part Fughettas and
ugues. (Second Grade) ......
Intended for preparatory study to the
works® of Bach, They have the Bach
idiom, and being purely contrapuntal in
structure, afford excellent training for
both hands,

‘ Krentzlin, R.
| 59. Op. 19. Village Scenes. 6 Charac-
| teristic Pieces. (Grades 1-2) ...'
i A Village Holiday  The Cuckoo Calls
Perversity

,

Playing Soldiers

.60 Dance in the Meadow Golden Sunset

Vol. P I A

Lynes, Frank
| 53. Op. 14, Bagatelles. 10 Melodious
| Sketches. (Second Grade)
| The Mill Wheel

Solitude Nocturne

Tne Hunter’s Song Tarantella

The Harlequin Columbine
(March) (Gavotte)

On_the Lake The Marionettes
(Barcarolle) (Waltz)

Mazurka tyro- Theme and Varia-
lienne tions

19. Op. 47. A Pleasant Beginning and
Other Tunes for Little Fingers in
All the Major and Minor Keys.
(First Grade)
These twenty-six little pieces have for

their special purpose a very essential
factor in early pianoforte study, namely
the presentation of simple, pleasing mel-
odies attractively harmonized, in all the
major and minor keys, They should form
an integral part of every piano course.

$0.756 SERonltRgi ey . IS R Each $0.60

75 Spring Song

.75 Will-o’-the-Wisp I’avane

75 Once upon a time

NOFORTE DUETS

MEDIUM GRADES

v rol.
Bohm, Carl
30. Op. 358. Lyric Suite.

ol
The Pupil’s Library :
43a-b. First Series. 35 Kasiest Pieces.

44a-Dh. Second Series. 382 Basy Pieces.
2 BoOkRIT ST S Each

Ritter, G. P. ;
27. First Amusements. 12 Pieces on
Five Notes. (First Grade) ...... .75
The Echo Happy I:‘mllmg
The happy child Grandpa svlhmm
Duettino Huntsman’s Song
Cradle Song
Spanish Dance
Grandma’s Story

60 Prologue Veneti“an Bar-
i AR carolle ]
Fairies’ Song Song of the Spin-
Love’s Strain ning Maiden

A Song of Fancy

Faelten, Carl

64. Instructive Pieces by G. F. Hindel,
Llsie’s Delight Adapted and arranged by Carl
The first Waltz

Schytté, Ludvig
48, Instructive Recreations. 8 Selected
Compositions. (Second Grade) .. .75
Sylphs and Nixies In the Ball Room

Friml, Rudolf

3. Op. 85. Suite Mignonne.
(Grades 2-8)7 v ol o ool o giiamas

Solitude A Little Stovy
Morning Song Dance Bohemienne
Valse romantique Contemplation

Kaiser, Alfred

3
o

Rondo in D Birds of Passage
Moonlight Bar- Madrilena
carolle (Spanish Dance)

Smith, Warren S. :
38a-b. Effort and Pastime. 24 Melodi-
ous Pieces in all keys. Book I,
Bogks EESH G Qe ot Sl o Each .60 Arlequin Ploiiat
Book L + Columbine, Gavotte Pierrette, Polka
I'rom olden times Le Capitaine, March Valse mignonne
Romance Serenade amoureuse Final
T%le GlmsmsB
The Music Box
Valtz Tarantelle Lack, Theodore
Rustic Dance The Hunters

A Merry Dance
Northern Melody
In Joyful Mood

Miliiare Mare Satioizi 47. Morceaux Poetiques. 8 ‘ Selected

o e Book IglL A Compositions. (Third Grade).... 1.00
gfﬁ’ﬂf{'{&]ﬁ, )\}(i!gt,l]me Fabliau \"alse harmonieuse
Impromptu Lament Waltz at Twilight ~Song without

T\Hﬁ{:g Maxeh %Rﬁ“{f},’bﬁ)ﬁé‘ o Marquise, Menuet Serenade Madrilena

Cantatilla Caprice—Tarantelle

Dennée, Charles
6. Op. 18. The Children’s Festival,
4 10 Eany Duets: (o i ol e
March Sorrow
First Waltz Holiday Song
Second Waltz Happy Thoughts
Tambourine Dance  Graceful Dance
Minuet Processional March

Foote, Arthur
20. 12 Duets on Five Notes

Reverie ({ni(e contented
A Little Waltz Bag-pipes
Merry-go-Round Bolero

March The Brook
Remembrance Lullaby

Waltz Good bye!

Vol.
Bach, J. S.

24. 15 Two-Voice Inventions.

Biehl, Albert

29. Op. 153. 12 Melodious Studies for
the development of the left hand.

39. Op. 156.

12 Melodious Arpeggio
Stuc@ies .

9. 15 Selected Etudes for the develop-
ment of techni?ue and expression.
A collection of Ktudes compiled from
some of this popular writer's most suc-
cessful sets of Pianoforte Studies, They
cover the second and earlier third grades
and afford practice in Velocity, Trills,
Legato, Staccato, Melody - Playing, Oc-
taves, Thirds, etc,, ete.

Eggeling, Georg

16a-b. Op. 170. 25 Etudes (without oc-
taves) for technical and musical
development. Book I, Book II.
Each

These studies are intended for intro-
ducing the pupil to and affording prac-
tice in third grade work, While octaves
do mot appear, there is a free use of
short chords and of varied rhythms that
constitute many original short pieces,
Each study aims at a specific purpose,
some of the problems presented being
the following:

Studies in Rhythm and Phrasing, Trill
Studies (No. 14 is a fine example), Mel-
ody Studies, Four Notes against Three,
The Turn, Inner Voice Melody, Chord
Studies (with application to both hands
equally), Study of Double Thirds (equally
for both hands), Wrist Studies, The Ap-
pogiatura, Study of Pedal Effect, and
Velocity Passages,

(Edited by Arthur Foote)...... $0.

.75

Vol.
Gurlitt, Cornelius

35a-b Op. 178. Tender Blossoms.

(16 Duets in the earlier grades.)
46a%b. Book I, Book IT.......... Each

Selected from the works of I)enne'e,
Foote, Franke, Gurlitt, Lynes, Orth,

75

.75

.78

Sartorio, §chytté, and others,

20 Melodious Duets. 2 Books.Each $0.75

The Pupil’s Duet Album—First Series

The Pupil’s Library—Third Series

(24 Pieces in the Medium Grades.)
45a-b. Book I, Book II........ . % Each .60

Selected from the works of Dennee,
ous Duets. Book I, Book II. Foote, Lynes, Friml, Schytte, Meyer-
FEach $0.60 Helmund, Lack, Wolff, and others,
Book I
The Morning Hour A happy Me»t
Daisies and Sunny Meadows
Buttercups With Flying

Vol. :
Sartorio, Arnoldo
58a-b. Pictures from Youth. 12 Melodi-

Torjussen, Trygve

A Little Minstre’ Colors, (Marcl) 03:0p. o Norwealan Suiter, . (Whignd o
Taolatt Grade ety cadv iy COURDL IR 75
With heart and The Swallow’s Dedication Vision
soul Message Legend P t’s Mar
Little Waltz Song In Joy and Glad- e casani's March
s

At the Fjord,
Barcarolle

B In the Night
In the Gipsy Camp A Little Wag

~— PIANOFORTE STUDIES

=
v EASIER GRADES
/o

Eggeling, Georg
60a. Op. 176. Pleasure and Progress.
Descriptive Etudes for the earlier
grades. Book I5) e oall s C e
At the Brook (finger equality in both
hands), The Spinning Wheel (legato play-
ing—triplets), Dress Parade March (Scale
Passages for left hand—rhytlim), Echoes
from Capri—Tarantelle (velocity), At the
Spring - (accent, etc.), Birds in the Trees
(trills), Playing Tag (legato and staccato),
The Shepherd’s Song (broken chords),
Rippling Waves (melody), The Chase
(Contrast of ‘forte’ and ‘piano’), Folk
Song (melody and detached chords), Ber-
ceuse (sustained melody), Forest Sounds
(crossing the hands) Klfin Dance (stac-
cato).
Gurlitt, Cornelius
41. Op. 186. Velocity Studies for Be-
e b W e AR ot
31. Op. 187. 53 Very First Studies. ..
51. Op. 198. 16 Studies in Melody and
BRythn S e e R
52. Op. 199. 16 Melodious Studies for
more advanced players
(A Sequel to “Studies in Melody and Rhythm,” Op. 198.
Kaiser, Alfred
25. The Weaker Fingers.
and tuneful pieces) ............
This book is designed for the special
development of the third, fourth, and
fifth fingers of both hands in a series of
exercises and melodious pieces fingered
to serve this special purpose,
Krause, Emil
27. Op. 99. 12 Technical Studies for
the equal development of both
hands

(Exercises

2 CONTENTS

Five Finger Study for the Right Hand;
Five Finger Study for the Left Hand;
Scale Study for the Right Hand; Scale
Study for the Left Hand; Finger Study
for the Right Hand; Finger Stady for
the Left Hand: Short Arpeggio Study for
the Right Hand; Short Arpeggio Study
for the Left Hand; Study in Imitation;
Study in Imitation with holding notes;
A Finger Study; Velocity.

........... .75

&G MEDIUM GRADES
ol. Vol

Maylath, H. Dennée, Charles

55. Op. 163. 25 Short, Melodious 37. Progressive Studies in Octave Play-

Studies for the application of vari- ing. (With special preparatory ex-

ous important principles of Tech- ereigeR): v L LB TR 8100

nique. Adapted and edited by

Gharleg Dennge " di i armisie 75

A collection of octave studies selected
from the Works of Gurlitt, Parlow, Wolff,
Eggeling, Biehl, Foote, Lynes, Spindler,
Bach, Mozart, and others, The prepara-
tory exercises and a number of new
studies have been specially written by the
Editor for this collection, Suggestions
for the varied application of many of the
studies are given, thus affording in smal

Pfitzner, Heinrich

G Systen;atic Training for Polyphonic
Plaving ) e ot o e .75
Although in }m exercise more than two

voices are employed, the book trains the 5 e TSl

pupil in a systematic manner tq( acquire fgf{;,fh ‘,:’1:%] ?ﬁte‘r}z\c \.'u'xett__\ of 2
mastery over the polyphonic difficulties the book ‘truh“ OgTH fil nu.el —
occwrring in piano music. By these teresting for “1 .,n;issne S *
i\']tu(h(gs the mmllu!s trained to control Arrg on e puptly
he fingers as well as to improve their

i Foote, Arthur

2. Op. 27. 9 Etudes for musical and

1

@

ve

technical development 1.00
Sartorio, Arnol FIATE A e ;
21, Op 214’ lzolgte)lodious Studies 40Hofmann, Rihes
21, el i I ) i Y 0
(without Octaves). (Grades 1-2):.T5 72) bt Gt 0 ko S 75
......................... 5
Sol it 4 Lynes, Frank
hytté, Ludvig 8. Op. 20. 10 Special Studies. . . 75
7. 10 Melodious Etudes from Op.=88 .0 75 Scale Study Left hand finger-
'}‘ilme\i”‘.‘; vs[e)e‘k Hunting Butter- ?'231;1 {S\trxli)g%gm Fi‘I\IViSt‘ tH 1"’]-(1’\;‘ 0
Wy 1£~‘ﬁ2 Figure Study Toth Bonds
Neoellots The Sibyl Right hand finger- Melody Study
¥0uth and Joy Witches’ Revels EWLL Sty il Ong Arpeggios
Sports_of Sleeping Beauty Wrist Study
Childhood MacDowell, Edward
4. Op. 39. 12 Studies for th
. { e develop-
Tapper Thormas gl{lﬁm:ilquechmc an]d] .]?ityle ....... 1.50
; : Song p
12. Sight Reading and Memory Lessons .75 Alla Tarantelia Shadow Dance
The principles of this book may be aj- Romance Intermezzo
plied after the pupil has advanced Arabesque Melody
through the first grade. The entire con- In the Forest Scherzino
tents of the book is applicable to pupils Dance of Gnomes Hungarian
of the second or third grade. may be Neupert Ed d s
played through after the manner of any 8110 2 m".ln
method or course, but its essential pur- % Selected Studies for the develop-
})o.s‘e is to teach a principle with each ment of expression and technique
esson, which principle the teacher must with 25 special’ Daily Exer -q ¢
apply for the student to whatever other Arranged and Edi b il
material enters the lesson, Dennée s “dited by Charles
...................... 1.00

Professional Discount on ‘“SCHMIDT’S EDUCATIONAL SERIES”

Indi ble in the

Fifty.

s ire of every student of piano playing in the ealier grades. Its selections take uj
cal problems; giving each a lucid p R TR %

THE PUPIL’S FIRST ETUDE ALBUM

-three Easiest Etudes

of subject-matter and composer.

ing the interest throughout. The selections are short, each
Four pages of ““Scales a

an easy

presenting its principal thought clearly and concisel
nd Chords, in all the major and minor keys”’

Selected and arranged in progressive order by FERDINAND MEYER, Price, 75

and by the variety of author an

are added.

p notational, technica].and rthythmi-
d of study problem admirably sustain- i
y, and there is abundant variety both

is the same as on Litolff, Peters, and other cheap editions I

THE PUPIL'S SECOND E

TUD
Thirty-four Etudes B ALRE
The principles presented in the latter are here amplified

e standard medium grade studies, Among th : :g the matter so graded as to prej

oote, Schytte, Neupert, Fggel. mposers represented in this vol
: s , Eggeling, Wolff, [yn, + ume
Complete list of contents sent free upon application ynes, Franke, Parlow, Spindler, etc.

are Gulitt, F
cents each.

(Third Grade) v i veiotannt $0.75

Baelten. 2 Baooks .. ... 58 Each .76

57. Arlequinade. Suite. (Third Grade) .75
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The Wonderful Epoch of Opera {‘Islzr“;\‘ l
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OPERA is now just a little over four hu‘ndr'ed years old. ﬁmse
Peri produced Dafne in 1597 and his Euf'u.ilce in IQOO, gifrea’i}t lf?bbt
have happened in the world’s work. Eumdzc_e was given for 1eK:rs
time to add to the festivities of the wedding of the _Vgharllt : ing
Henry IV of France to the quarrelsome Maria de Medm. t ras ,a
state event, and since that time Grand Opera has. in a sense a wa?’s
remained a kind of state amusement. In Amenca} the Emperénls
Loge and the King’s Box have given way to the arlstocrac%r of : ol-
lars. Only horse-racing and championship .base ball can com-
pare with it in expensiveness, and these pastimes are still posses-

i of the proletariat. s
SlonsJohn Tolivers, who worked for years to complete a chtlonarg’ of
the Operas, reveals that twenty-eight thousand operas haye een
seen over the footlights. Do you realize what a wonderful }ndustry
this represents? Over seventy operas a year havc‘bveen \\'1‘1ttet§ for
four hundred years—more than one opera a week. What has beaomg;
of them? Alas, where is the fragrance of the roses of yesteryear
The operas heard in this day represent but a mere fract}on of- th‘e
number written. Pause for a moment to think of wha.t industry is
required to complete just one opera. Think of the armies of people
who have taken part in their production and then m:clrche.(l on to
oblivion. Think of the prodigious expenditure of brains, time and
energy and you will realize what the wonderful epoch of opera
means.

For years Americans cast their eyes enviously toward the Furq—
pean ol)e;‘a houses. They longed to go abroad “to hear opera as it
should be given.” Now the tables seem to !)e completely turne(.l.
While opera is given on a magnificent scale in many of the subsi-
dized opera houses of Europe, innumerable unbiased ]g(]ges who
have had no object in flattering America or our American opera
managers claim that nowhere in the world is opera ?iveg on a more
lavish scale or with more magnificent musical and artistic results
than in America. Paris was amazed at the performanges of the
Metropolitan Opera Company a year ago. American singers are
found in nearly all European opera houses and their success has
won the unwonted envy of European singers. America has appar-
ently gone opera mad. Our glorious eagle has given up his scream-
ing and spends his idle hours practicing upon parts of Bella figlia,
dell Amore, Dich theure Halle or Belle nuit, O nuit d’amour.

All this is very fine indeed and on one could possibly be prouder
of the magnificent progress opera has made in America than is THE
Erupe. However, opera must always remain somewhat of a luxury
for the favored few who live in or near large cities. In Ttaly,
where there is a city in almost every valley, opera has become very
intimately connected with the lives of the people. But what of a
vast, spa;sely settled country like America, with its enormous farms,
the great prairies and its wonderful forests?

of January this laudable purpose passes to that mysterious and un-
known abode of most good intentions. :

Why should our New Years all begin on Janugr}' first: : :\fte‘r
all the calendar is only a convenient way of measuring our time ac:
cording to the movements of the stars. The \.vor1<l worried alon'g_
for thousands of years before the mighty Julius Casar made‘hlf
calendar in 46 B.C. Pope Gregory XIII, one of the greatest think-
ers of his age, saw the flaws in the Julian calendar and corrected
them in 1582. It was not, however, until 1752 that England and the
American colonies adopted the Gregorian calendar. In that year
the English speaking people laid aside several day$ and nobody
ever knew the difference. March 5th became March 16th, am] the
world went on in the same old way at the same old stand. If the
“vellow peril” came upon us and forced us to change the c:nlcpdar to
that of our pig-tailed fellow-republicans, we should be obliged to
make a still more radical change. e

After all, what does the calendar really matter in our '(1:111_\.' lives?
Can we not call every morning of the year a New Year? (an
we not make a new and beneficent resolution every dﬁn_\'? Can we
not resolve to practice more diligently, more intelligently, more
carefully, more successfully? Can we not resolﬁvc to teach more
patiently, more sympathetically, more faithfully? . gt o

THE ETUDE WISHES EVERY ONE OF ITS READERS
THE HAPPIEST AND BRIGHTEST KIND OF A NEW
YEAR—NOT THE JANUARY-FIRST KIND, BUT THE
EVERY-DAY-IN-THE-YEAR KIND!

Our Opera Issues

SomEHOW we have all fallen into the fashion of making the
first day of January an occasion for decl'aring our 'somew‘hat sober
and pious good intentions. We who are interested in musxcal \vo.rk.
—who have the habit of what Lord Byron would call “exhaustmg
thought and hiving wisdom with each studious yea.r."——\\'e take. it
upon ourselves to resolve that we shall study durmj the coming
year as we have never studied before, About the third or fourth

WE feel that our readers deserve some comments upon the plan
we have employed in presenting the subject of Grand Opera in THE
ETtupk. It became apparent at the very start that the matter could
be treated in only a very superficial manner if we attempted to crowd
all of the necessary material in one number. It is our policy not t
devote any one issue exclusively to any one subject. This issue is
for the most part an Opera Issue. Nevertheless any reader who
might not be interested in the subject will ﬁnd an n}hnndance of
interesting reading upon other musical educational topics. In order
to do this and at the same time cover the ground sufficiently our
next issue will also present quite as important operatic material as
anything which has appeared in this issue. More than 'this. the his-
tory of 6pera will be discussed by four distinguished writers : Mr. H.
T. Finck, Mr. Frederic Corder, Mr. L. C. Elson and Mr. Arthur
Elson in a series of four articles, one appearing each month. There
has been a wide-spead demand for information upon the subject of
opera and it has been our purpose to present material for self-
study, for club work, or for musical reference which should serve the

needs of our readers for many years to come.

THIS issue comes to you at the very height of the musical season.
You are, we trust, so busy that you have “not a moment to spare.”
Tt is just this condition, however, that has undermined many a
teacher’s success. If vou fail to make your plans now for the
balance of the season you will find that you will have comparatively
little to do in June and July. With the proper foresight you may
easily arrange to continue the interest in your musical work right
up to the end of the season. THE ETUDE is continually suggesting
the way.

The Height of the Season

T A XSO,

|




European Musical Topics
By ARTHUR ELSON

Tue aerophor, invented by a Mr. Samuels of
Schwerin, has been given a trial in Berlin. It is not
a new instrument, but an apparatus for furnishing
air to wind instruments. It starts with a bellows,
continues with rubber hose, and ends with a small
tube that supplies the air to the instrument when
not cut off. The invention seems to be a complete
success, and does away with the old problem of in-
terruptions in the player's breath. As a sample of
its capabilities, an English horn player used it to
give without break the Traurige Weise from “Tris-
tan.” A flutist then employed it for the difficult
flute passage in the Scherzo of the *“Midsummer
Night's Dream” music, which he played “without the
usual compromises.” The article adds that the in-
vention opens up an entirely new field; and the way
is now open to a mechgnical orchestra.

MUSIC AND MARRIAGE.

Albert ILeitzmann, in the Monthly Journal of the
Musical Society, shows pretty clearly that the re-
cently described second letter of Beethoven to his
eternal beloved is a rank forgery. But we still have
the first one to fall back upon, to prove the extent
of woman's influence in music. Beethoven was
almost always under the influence of some intoxi-
cating female divinity, all the way from Eleanora
von Breuning to Amalia Seebald. Ilis dedications
show this, as well as his letters; for his adoration
usually took the form of musical homage. But other
composers were less amenable to the eternal femi-
nine. Handel, for instance, never married at all.
Once he paid his devotion to a young lady in Lon-
don, but her parents objected to having her marry
a “mere fiddler.” Later on, when Handel became
more famous, they let him know that he could have
their consent. But by that time he had changed his
mind; and it is not on record that he ever lost his
magnificent appetite through worry. His contempo-
rary, Bach, with two wives (in succession) and
twenty children, stands as the best musical example
of domestic devotion; but his genius was so innate
that he would probably have written his noble
fugues if he had never married at all. Haydn and
Mozart both fared rather badly, especially the
former. Both loved in vain, and each afterwards
chose a sister of his earlier ideal. Haydn obtained
a selfish and unsympathetic wife, who led him a
lively dance, and certainly could not have been a
source of inspiration. Mozart’s wife helped him in
composition by entertaining him with stories and
brewing him drinks. But Mozart, again, was a nat-
ural genius, and probably needed no outside inspira-
tion. Schubert was of a romantic disposition.
When Caroline Esterhazy asked him why he dedi-
cated nothing to her, he replied, “All that I ever do
is dedicated to you.” Schumann was a noted exam-
ple of the power of feminine influence, and his mar-
riage with Clara Wieck brought him a source of
almost boundless inspiration. Mendelssohn was of
a lively disposition, and throve best in cheerful sur-
roundings; but his sister was really more of an in-
fluence in his career than his wife. Wagner was not
exactly inspired by women (save in “Tristan and
[solde”). though he accepted sacrifices from them:
while Strauss, even in his Domestic Symphony, is
more intellectual than emotional. .

FAMOUS WOMEN COMPOSERS.

Gemma Bellincioni sang a group of her own songs
at Amsterdam recently, and was warmly applauded;
which brings up the subject of women composers.
People are apt to think that women have started in
only recently, and that their composing is almost
as modern a movement as their suffrage agitation.
This is not true, for women were active even in the
old contrapuntal times. Clementine de Bourges
composed in France in the sixteenth century, and
was held equal to the men. Bernarda de Lacerda
was a famous Portuguese composer, and intrusted
w'th the eduvcation of princes. A little later Fran-
cesca Caccini, daughter of the operatic pioneer,
wrote madrigals and poems, and became the idol
of Fer native Florence. There have been times
when great women composers were about as fre-

THE ETUDE

quent as hens’ teeth; but these times were short. In
the eighteenth century we find Maria Theresa von
Paradies, who composed in large forms and became
a great pianist in spite of being blind. The women
have often met with opposition. Mendelssohn ob-
jected to his sister Fanny’s composing, and included
some of her works with his own; so that when
Queen Victoria praised his song “Italy,” he had to
admit, with some shame, that it was really his sis-
ter’'s work. This attitude of unfair objection is now
out of date.

Some say that women cannot reach the greatest
heights in composition. Women themselves have
believed this. Thus Liza Lehmann has stated openly
that she believes physical conditions a handicap. It
is true that in the last two centuries the women may
not have equalled the men. But there’s a reason.
The number: of women who try to compose is very
much less than the number of men. If thousands
of men have worked where only one Beethoven ap-
peared, it is likely that the female genius will ap-
pear only when enough women composers come for-
ward to make her a mathematical possibility.

MUSICAL NOVELTIES.

The new Strauss opera, Ariadne in Naxos, has
been very favorably described in the periodicals.
It is a sort of postlude to Moliere’s play “Le Bour-
geois Gentilhomme.” Originally this play ended
with a ballet. Hofmannsthal, who seems a favorite
with Strauss, remodeled the comedy, cutting it down
from five acts to two, and adding the new postlude.
One critic says that Strauss has never written any-
thing that shows more melodic grace and beauty.
This makes the work wholly different in style from
any of his other operas. The orchestra is a small
one, with much solo work, but the colors are rich
nevertheless. Piano, organ, and harpsichiord are
used. There is an excellent contrast between the
earnestness of the postlude and the bits of buffo
work that are included from the comedy itself. The
style is modern. The union of Bacchus and Ariadne,
it is said, is accompanied by a perfect stream of
beautiful melodies. The work will be given first in
Berlin.

Other new operas in Germany are “Der Kuhr-
eigen,” by Wilhelm Kienzl, and Hans Sommer’s
“Der Waldschratt.” Siegfried Wagner’s K latest,
“The Vengeance of the Black Swans,” will be given
next winter; but the real question is, in how many
succeeding winters will it appear? Italy is repre-
sented by Mancinelli, who is working on a subject
from the “Midsummer Night's Dream;” while Eng-
land offers “King Harlequin.” by G. H. Clutsam.
Noveltiesat the Opera-Comique in Paris will in-
clude Alberic Magnard’s “Berenice;” “La Lepreuse,’
by Sylvio ' Lazzari; Erlanger’s “Sorciere;” Gustave
Doret’s “La Tisseuse d'Orties;” Xavier Leroux’s “Le
Carillonnetir ;" and Bruneau's “Les Quatre Journées,”
which does not promise to be twice as important as
Cherubini's “Les Deux Journées.” London is to
hear a new ballet by Reynaldo Hahn, entitled “Le
Dieu Bleu.™

A work of much interest is Reger’s string sextet,
Op. 118 It is praised highly in the Signale, which
usually attacks Reger’s mannerisms. The themes
and expositions are clear and attractive, their de-
velopment complex, but not incomprehensible. The
first and last movements are excellent, and the
scherzo full of brusque humor, with a Brahms-like
trio. The slow movement shows a strong and effec-
tive simplicity and directness.

Another . interesting work was the piano sonata,
Op. 2, in E, by the young Erich Woligang Korngold.
Its variety of rhythmic and harmonic effects is called
simply marvelous. The moderato and scherzo are
most effective, as the slow movement is only fair,
and the finale has little development. Korngold’s
pantomime, “Der Schneemann,” has reached Russia,
and will be heard at Moscow.

New orchestral works include a symphony, Op.
100, by Zoellner; “Aphrodisischen Reigen,” by Karl
H.cntschel; a successful symphonic poem, “I1 Pelle-
grino d’Amore,” by Virgilio Sardi: and another,
“Orpheus,” by Desiré Peque. Publications of Dvorak’s
posthumous works include two symphonies, a Tragic
(‘)}'crttlr(', a Rl}apsqdy, and a Su.ite. Zurich will hear
Walter Lampe’s Picce Symphonique and Hausegger's
Sh()rll] symplmny. The Menestrel speaks of these as
t\\-p Swiss works,” but Hausegger is suspected of
ha\'m‘(r hcer} born at Graz, in Austria. Joan Manén, the
Spamlsh violinist, has produced a three-movement
symphony wi ; 1okt
raibe i i Bl TR
a2 5 SR ' en a triple concerto
for piano, violin, and ’cello.

A Strauss sarcasm:—When the lager Richard’ was
rehearsing Liszt’s Faust music at Heidelberg, a c§llo
passage did not suit him. “’ljhat must sot{nd im-
moral,” he said, “even though it was not written by
me, but by the holy Franciscus.”

 THE DRAMATIC TRAINING OF THE OPERA

SINGER.

BY FELIX DAHN,
Stage “Director of the Royal Opera House in Berlin.

It is often said that the drama draws to the stage
a more highly educated class of persons than the
opera. The reason for this is clear. It often happens
that a tenor who hitherto had been a 1<'>f:1\fmith, a

cLimney-sweep or a wood carver feels that )y 1no
means necessary to wait without the gaf the
heaven of art until he has learned three or - good

roles. No, his maestro (alias singing teacher) informs
the young vocal recruit, often after the third lesson,
that he is called to be another Caruso. Naturally th
conceit of the poor fool climbs one hundred per cent

If he is married, then the Frau Scolsser (Madam
Locksmith) or Frau Schornsteinfeger (Madam Chim-
ney-sweep) is forgotten. Leaving his wife behind and
dressing himself in the most modern and extravagant
fashion he seeks for new worlds to conquer. With all
these allurements he must remain a parvenue in life as
well as upon the stage. He does not realize that in
‘order to become an effective singing actor he must
first visit the kindergarten of the stage.

Where are all the Alvarys, to say nothing of the
Niemanns? Where do we see nowadays a Don Juran
who combines dramatic facility, elegance and e¢lastic-

ity of interpretation with a really good v« ; ere
do we find a captivating Raoul, a chivalrous IFra Dia-
volo or a brilliant' Figaro? Why have we no acting

tenors or acting basses? Let me offer an explanation.

Recently a young singer came to me for an engage-
ment. He had a sympathetic little “salon” voice, I
had him sing two inconsequential numbers. Then I
asked him what réles he knew. Then he confided in

me that he knew no rdles at all, that he was a druggist
who had found the drug business too irying, and
wanted the easier life of the stage, and he
dent that in a few weeks he could master
Thus think many other misguided young men, They.
fail to realize that dramatic ability is essential.
They do not seem to comprehend the fact that acting
(Mimik) mirrors the soul and that intelligent audi-
ences demand good acting as well as good singing.
But why speak of the men alone. Y ing lady
operatic aspirants fall down upon our consers atories as
thick as the leaves at Vallombrosa. They study dili-
gently, but when they are through with their vocal

s confi-
1y roles.

wor}\' they approach the agent for an enoao: ent, only
to find that it will be necessary for them carn to
act. Then they hie themselves to a teacher of acting,
and expect to become proficient in the art in less time

than it takes a dentist to fill a tooth.
I would even go further and say that the

: 1 ! competent
actor should have a special training in mnastics m
gl.'der that his body may become pliablc graceful.
mngers seem to have the greatest diffici in finding

out \Yhilt to do with their arms. ]
Amerlc;}n singer with very long arms who had a habit
of waving them about as though in distress. This
gesture accompanied even the simplest | ages when
‘(S]l';?()f\;’;_s) singing such a role as the chaste Gilda (Rig-
.l hz!ve lltt!c faith in the teachers who give instruc-
tions in gesticulations. The result is always artificial
Most pupils who have been through such a ‘murse are‘
rar§1y better than marionettes. Tl)cy rcm;nd me of a
l)a.rltone who had a wooden arm and used to sing -an
aria to the moon. A fter every third beat his ;vooden
arm used to shoot up in the direction of a <t:1ge moon
n the most. mechanical fashion imaginable .

Remember, you operatic ;
amounts 'to nothing. You my

r' - 24 3 2. 3
ight dramatic lmpression by means of a carefully

trained body.—(Especiall
dy ally translated f THE
from the Ailgemeine Musik-Zeitung.) e

remember one

aspirants, voice alone
st also learn to give the

SRERS nEne o

BacH s the triple extract of music. If all tﬁe

w;ﬁtj;;orks lm\ml}sw were lost to the world and the
W p:::( Ll&\"\lChOI‘(l remainod it would - be DOSV-
S loT}struct .the entire literature, The wells

bered clavichord is the old testament and the Bee-

thoven Sonatas
..o 0 ponatas are the new, | Wae ;
lief in both.—FHqps Von Biilogy must place S

THE ETUDE

11

ftaly, the Home of Grand Opera |[€

From an interview secured expressly for THE ETUDE with y

SIGNOR ENRICO CARUSO

The most eminent living operatic artist

[Eprtor’s Norwe.—The auvthentic interviews upon Serious
educational subjects with Signor Caruso are so rare that
Tur ETUubpm feels especially honored in securing this most
interesting matter. Although the most widely discussed
singer of our times, mo singer is so little known to the
public as far as his real artistic personality is concerned.
The things that have been written about S_:ynm_‘ Caruso
have, for the most part, been the ridiculous imaginings of
over-zealous writers, who have stopped at little to secure
sensational “copy.”> Of Caruso, the serious and earnest
artist, the general public hears little. For instm}(‘r,.the
general public has an idea that his wonderful voice is a
kind of gift, rather than a development lIlll" to his own
persistence and intellectual eTort. That Signor Caruso
repudiates as absolutely false in the following interview.

Enrico Caruso was born at Naples, February 25, 1873.
At a very early age he develoved a fondness for music, and
took a great delight in singing as he heard the singers at
the great opera house of San Carlo sing. No one su.sp(’(‘h‘(l.
however, that he was to become the foremost singer of his
time. He did not start actual study wuntil 1891, when he
commenced his vocal education under Guglielmo Vergine.
In 1895 he made his début at the Teatro Cimarosa, in
Caserta. While this performance was not a failure, he did
not, however, attract very great attention at the time. He
continued to sing in Italy with growing favor until, in
1902, he made his début in London. The next year he came
to America, and the New York public, accustomed to hear
the greatest singers of all countries, at once proclaimed him
the vossessor of the most wonderful tenor voice heard in the
city in many years. At first, the public went to compare
him with Campanini, Tamagno, de Reszke and other famous
singers of the same wvaoice, but it was soon discovered that
Caruso had a voice and an art all his own, and one not to
be compared with any of his famous predecessors. Since
then, Signor Caruso has toured all of the great countries
of Europe, receiving jewels from the monarchs, and in-
limited homage from the public. Despite rumors to the
effect that his wvoice had been impaired by throat trouble,
he has shown that it is in better condition to-day than ever
before.

Ervpe readers may have seen some of the caricatures
drawn by Signor Caruso. These are a popular manifesta-
tion of an artistic talent which has surprised painters and
sculptors everyichere. Although purely an avocation, Signor
Caruso has already made so many extremely skillful medal-
lions, placques and statuettes in clay and war, that it is
quite evident, that, like the American composer. Ediwarl
WacDowell, whose early skill in painting was astonishing.
Caruso might easily have won wide distinction as a .mlinfrl
or a sculptor had he not developed his wunforgetable voice
Fortunate it is that he lives in an age when human inven-
tiveness nas devised a means of preserving records of his
wonderful art. Thus his fame will become far more perma
nent than that of Mario LaBlache or others whose voices
have long since become mere traditions.)

OPERA AND THE PUBLIC IN ITALY.

Anyone who has traveled in Italy must have
noticed the interest that is manifested at the open-
ing of the opera season. This does not apply only
to the people with means and advanced culture
but to what might be called the general public.
In addition to the upper classes, the same class
of people in America who would show the wildest
enthusiasm over your popular sport base-ball would
be similarly eager to attend the leading operatic
performances in Ttaly. The opening of the opera
is accompanied by an indescribable fervor. It is
“in the air.” The whole community seems to
breathe opera. The children know the leading
melodies, and often discuss the features of the
performances as they hear their parents tell about
them, just as the American small boy retails his
father’s opinions wupon the political struggles of
the day or upon the last ball game.

It should not be thought that this does not mean
a sacrifice to the masses, for opera is, in a sense,
more expensive in Italy than in America; that is,
it is more expensive by comparison in most parts
of the country. It should be remembered that
monetary values in Italy are entirely different from
those in America. The average Italian of mod-
erate means looks upon a lira as a coin far more
valuable than its equivalent of twenty cents in
United States currency. His income is likely to be
limited, and he must spend it with care and wis-

dom. Again, in the great operatic centres sqch as
Milan, Naples, Rome, etc., the prices are invari-
ably adjusted to the importance of the production..
In first-class productions the prices are often very
high from the Italian standpoint. For instaqcc,
at La Scala in Milan, when an exceptionally fine
performance is given with really great singe.rs, the
prices for orchestra chairs may run as high as
thirty lira or six dollars a seat. Even to the wealthy
Ttalian this amount seems the same as a much
larger amount in America.

To give opera in Italy with the same spectacular
effects, the same casts composed almost exclusively

Exrrco CARUSO.

of very renowned artists, the same mise en scene,
etc.,, would require a price of admission really higher
than in America. As a matter of fact, there is no
place in the world where such a great number of
performances, with so many world-renowned sing-
ers, are given as at the Metropolitan Opera House
in New York. There is no necessity for any one
to make a special trip to Europe to hear excel-
lent performances in these days. Of course such
a trip would be interesting as the performances given
in many European centres are wonderfully fine,
and they would be interesting to hear if only from
the standpoint of comparing them with those given
at the Metropolitan. However, the most eminent
singers of the world come here constantly, and
the performances are directed by the ablest men
obtainable, and T am at loss to see why America
should not be extremely proud of her operatic ad-
vantages. In addition to this the public manifests a
most intelligent appreciation of the best in music.
It is very agreeable to sing in America, as one is
sure that when one does well the public will respond at
once.

ITALIAN, THE LANGUAGE OF MUSIC.

Perhaps the fact that in Italy the audiences
may understand the performances better because of
their knowledge of their native language may :ulAtI
to the pleasure of opera-going. This, however, is
a question, except in the case of some of the more
modern works./ The older opera librettos left much
to be desired from the dramatic and poetic stand-
points. Italian after all is the language of music. In
fact it is music in itself when properly spoken.
Note that I say “when properly spoken.” American
girls go to Italy to study, and of course desire to
acquire a knowledge of the language itself, for they
have heard that it is beneficial in singing. They
get a mere smattering, and do not make any attempt
to secure a perfect accent. The result is about
+s funny as the efforts of the comedians who imi-
tate German emigrants on the American stage.

If you start the study of Italian, persist until you
lLave really mastered the language. In doing this
yvour ear will get such a drill and such a series
of exercises as it has never had before. You will
Lave to listen to the vowel sounds as you have
never listened. This is necessary because in order
to understand the grammar of the language you
must hear the final vowel in each word and yvou must
hear the consonants distinctly.

There is another peculiar thing about Italian. If
the student who has always studied and sung in
English, German, French or Russian, etc., attempts
to sing in Italian he is really turning a brilliant
searchlight upon his own vocal ability. If he has
any faults which have been concealed in his sing
ing in his own language that will be discovered
at once the moment he commences to s:ml_\ mn
[talian. 1 do not know whether this is because
the Italian of culture has a higher standard of dic-
tion in the enunciation of the vowel sounds, or
whether the sounds themsclves are so pure and
smooth that they expose the deficiencies, but it is
nevertheless the case. The American girl who
studies Italian for six months and then hopes to
sing in that language in a manner not likely to dis-
turb the sense of the ridiculous is deceiving her-
self. It takes years to acquire fluency in a lan-
guage.

' AUDIENCES, THE SAME THE WORLD AROUND.
Audiences are as sensitive as individuals. Italy
is known as “the home of the opera,” but I find
that as far as manifesting enthusiasm goes, the
world is getting pretty much the same. If the
public is pleased it applauds, no matter whether it
is in Vienna, Paris, Berlin, London. Rome or New

York. An artist feels his bond with the audience very
quickly. *He knows wether they are interested. or
whether they are delighted, or whether they are in
different. T can judge my own work at once by the
attitude of the audience. No artist sings exactly alike
on two successive nights. That would be impossible
Although every sincere artist tries to do his bost
there are, nevertheless, occasions when one sings
better than at other times. If I sing particularly
well the audience is particularly enthusiastic.—if 1
am not feeling well and my singing indicates it. the
audience will let me know at once by not being quite

so enthusiastic. It is a barometer which is almost
unfailing.

.This is also an important thing for the young

singer .to consider. Audiences judge by real worth
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and not by reputation. Reputation may attract hardly believe that sensible people w'ould'glve it a
money to the box office, but once the people are moment’s - credence. Every voice is in a sense the
inside the opera house the artist must really please result of a development, and this is particularly so
them or suffer. Young singers should not be led in my own case. The marble that comes from t_he
1 to think that anything but real worth is of any last- ‘quarries of Carrara may be very beautiful and. white
ing value. If the audience does not respond, do and flawless, but it does not shape itself into a work

12

wat A4S

rther the details of 10
it is hoped, su!
d to its in"‘:
many radica
rtuosos with
he beginning
ng atrocious

Space is wanting to consider furthe
sonata, but the precéding remarks will,
fice to illustrate my thoughts in regar
pretation. Unfortunately there are T

< faults which are often committed by vi
% 5% the utmost sang froid. How often at t

THE “HUMAN INTEREST” TOUCH IN "
TEACHING CHILDREN. i

BY ANNA HURST.

of the sonata Op. 53 do-we hear the followi

Tre child’s days of study should be made the hap-
crescendo :

ife. Even very little tots take a

not blame the audience,—it would respond if you of art without the hand, the heart, and the intellect

could sing so beautifully that you could compel the
response that you know should follow real artistic
achievement. Don’t blame your teacher, or your
lack of practice or anything or anybody but your-
self. The verdict of the audience is better than
the examination of a hundred so-called experts.
There is something about an audience that makes
it seem like a great human individual, whether 1in
Naples or San Francisco. If you touch the heart or
please the sense of beauty, the appetite for lovely
music common to all mankind, the audience is yours,
be it Italian, French, German or American,

OPERATIC PREPARATION IN ITALY.

The American student with a really good voice
and a realy fine vocal and musical training would
have more opportunities for engagements in the
smaller Italian opera houses, for the simple reason
that there are more of these opera houses and more
of these opera companies, Bear in. mind, how-
ever, that opera in Italy depends to a large extent
upon the standing of the artists engaged to put
on the opera. In some cities of the smaller size
the municipality makes an appropriation, which
serves as a guarantee or subsidy. An impresario is
informed what operas the community desires, and
what singers: He tries to comply with the de-
mand. Often the city is very small and the de-
mand very slightly indicated in real money. As a
result the performances are comparatively medi-
ocre. The American student sometimes fails to se-
cure engagements with the big companies, and tries
to gain experience in these small companies. Some-
times he succeeds, but he should remember before
undertaking this work that many native Italian singers
with _really fine voices are looking for similar oppor-
tunities, and that only a very few stand any chance of
reaching really noteworthy success.

OPERA WILL ALWAYS BE EXPENSIVE.

_ He should, of course, endeavor to seek engage-
ments with the big companies if his voice and
ability will warrant it. Where the most money
is, there will be the highest salaried artists and the
finest operatic spectacle. That is axiomatic. Opera
is expensive and will always be expensive. The
supply of unusual voices has always been limited
and the services of their possessors have always
commanded a high reward. This is based upon an
economic law which applies to all things in life.
The young singer should realize that unless he
can rise to the very top of his profession he will
be compelled to enlist in a veritable army of sing-
ers with little talent and less opportunity.

. One thing exists in Italy which is greatly missed
in America. Even in small companies a great deal
of time is spent in rehearsals. In America rehear-
sals are tremendously expensive and sometimes first
performances have suffered thereby. In fact, I doubt
whether the public realizes what a very expensive
thing opera really is. The public has little oppor-
tunity to look behind the scenes. It sees only the
finished performance which runs smoothly only
when a tremendous amount of mental, physical and
financial oil has been poured upon the machinery.
I often hear men say, here in New York, “I had
to pay fifty dollars for my seat to-night.”” That
is absurb—the money is going to speculators in-
stead of into the rightful channels. This money
is simply lost, as far as doing any service whatever
to art is concerned. It does not go into the opera-
house treasury to make for better performances,
but simply into the hands of some fellow who had
been clever enough to deprive the public of its just
opportunity to purchase seats. The public seéems to
have money enough to pay an outrageous amount for
seats when necessary. Would it not be better to do
away with the speculator at the door and ‘pay, say
$10.00 for a seat that now costs $6.00?7 This would
mean more rehearsals and better opera and no money
donated to the undeserving horde at the portals of the
temple.

THE STUDENT’S PREPARATION.

I am told that many people in America have the
impression that my vocal ability is kind of a “god-
given” gift—that is, something that has come to
me without effort. This is so very absurd that I can

of the sculptor.

Just to show how utterly ridiculous this popular
opinion really is, let me cite the fact that at the
age of fifteen everybody who heard me sing pro-
nounced me a bass. When I went to Vergine 1
studied hard for four years. During the first three
years the work was for the most part moulding
and shaping the voice. Then I studied repertoire
for one year and made my debut. Even with the
experience I had had at that time it was unreasonable
to expect great success at once. I kept working
hard and worked for at least seven years more be-
fore any really mentionable success came to me.
All the time I had one thing on my mind and
that was never to let a day pass without see-
ing some improvement in my voice. The dis-
couragements were frequent and bitter, but I kept
on working and waiting until my long awaited
opportunities came in London and New York. The
great thing is, not to stop. Do not think that be-
cause these great cities gave me a flattering. re-
ception, that my work ceased. Quite on the con-

trary, I kept on working and I am working still.

Every time I go upon the stage T am endeavoring
to discover something which will ‘make my art
more worthy of public acceptance. Every act of
each opera is a new lesson.

DIFFERENT ROLES.

Tt is difficult to invest a rdle with individuality.
I have no favorite réles. 1 have avoided this, be-
cause the moment one adopts a favorite rdle he
becomes a specialist, and ceases to be an artist. * The
artist does all rdles equally well. I have had the
unique experience of creating many rdles in new
operas, such as Loris, Fedora, Adriana, Germania,
Girl of the Golden West, Maschere. This is a splendid
cxperience, as it always taxes the inventive faculties
of the singing actor. v

This is particularly the case in the Ttalian opera
of the newer composers, or rather the composers
who have worked in Italy since the reformation of
Wagner. Whatever may be said, the greatest in-
fluence in modern Italian opera is Wagner. Even
the great Verdi was induced to change his methods
in Aida, Otello, and Falstaff—all representing a much
higher art than his earlier operas. However, Wagner
did nothing to rob Italy of its natural gift of melody,

even though he did institute a reform. - He also

did not ‘influence such modern composers as Puccini,
Maf" fygnil andLeoncavallo to the extent of marring
their‘mitive originality and fertility.

WHAT IS CLIMAX?

‘BY HERBERT ANTCLIFFE,

CrimAx may be described as the accumulation of

effects to the point at which they are most capable
of making an impression. In musical matters we
usually speak of two kinds of climaxes—the tonal
climax and the emotional climax. Usually they oc-
cur at the same point. There are other works in
which the emotional climax occurs when most of the
tonal force is spent, and the hearer holds his breath
for fear of interrupting the quietness which seems
less and yet more than silence because of the signifi-
cantly repressed sounds.

A mere climax of sound without any emotional

significance is often a sign of the lack of inspiration
which frequently goes with a high technic. The
writer well remembers a criticism of his first pro-
duced orchestral work, which was to the effect that
the work was well conceived and constructed, but
failed of a climax. The criticism was a .good one
though the development of the themes and tht;
orchestration were worked in regular sequence to a
§p1endid combination of all the forces utilized at all
in the work. Why it lacked climax was that the
whole work was a study of methods and not an
expression of feeling.
i Unless there is a climax of feeling—a concentra-
tion of all the powers of the mind and spirit upon
one desire or one emotion—there can be no teal
climax of art. 3

piest hours of its I t
wonderful interest in the human side of music. They
love to learn of the stories of the great cOmpOSErs.
They like to compare them with their own little
lives. 1 :
Every bit of knowledge on musical matters ik
at some time prove useful, and whenever a te‘acher
has an anecdote or bit of interesting information to
impart relative to any phase of study that comes up,
it will be found an excellent way of impressing the
fundamental principles on the pupil’s memory. The
Public School teachers found this out long ago.

In order to be prepared at all times, the teacher
must have wide general knowledge, and this can be
done only through reading, studying and remember-
ing. Yet by no means should a teacher do it all
Pupils must work and read as well; in fact, some
reading should be included in the preparation of
every lesson. Even the tiniest tots, too young to
read for themselves, will remember much that is told
them, especially if it savors of a story. :

A little plan I have adopted at times might prove
useful to others. A subject is chosen, such as a
famous composer, the history of the piano, rivers in
song, etc., on which subject-a pupil will write a
composition such as would be written at school.
After being corrected this is carefully copied in a
neatly bound book, reserving a page for a picture
relative to the substance of the essay; for instance,
if the subject be a composer, his picture is pasted
there, prints or postals costing from two to five cents
being used.

The compositions are excellent for future refer-
ence, but their greatest value lies in the fact that
whatever has been written is retained in the memory
more readily.

For my own profit, I first write as long and com-
plete an article on the same subject, and this may
be used by others if reference material is needed.
I hardly expect my pupils to write at such length as
I do, though there is no restriction, for the longer
and more comprehensive these articles are the
greater the gain for the writer.

This writing takes time, did you say? Indeed it
does, but while I am doing it am I not benefiting
myself in many ways? Of course, it is not neces-
sary that a teacher write also, but I enjoy it and find
it of untold value in my work,

If convenient for. them to do so, it is well to
encourage students in the purchase of books suitable
for reference in matters pertaining to music, for such
books are scarce in most homes. Begin with a good
musical dictionary and a high-class magazine, the
copies of the latter to be carefully saved. Books
{)nay, of course, be procured at the public libraries,
but no good will come of either unless careful read-
ing ensues.
extent, A li\;e musi 11reCt EA reqdlng to a certain

i : Sical magazine 1s one of the best
mediums for arousing interest,
ua’f?:gfe:;iléna;lyuIHEthOds to be employed, individ-
fact remains thcazcmn;:tance;.to i Consuh?d. but the
be done by both teach'e reading and studying should

ers and students, and the latter
are never too young to commence. Even th 11
est absorb much information in a surpris; e small-
time, prisingly short
Dofg';itl:};s'fe]rnﬂtlgicir:aOt i
interesting collectiorrllsozésa\geilsl'g;t p:!‘h'aps the mol;:\t
instruments of all nations and 1egeos ffig]flilrtehseofit e
: : ind 2 es
:vnoclldset:éﬁlgEd af.fa’rs of ancient times down t«f 1tDl'le
creations of the present day.

e the clippings, but
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fan:?:?; 10 man or woman who ever lived has
b ave the desire to do something worth
iy alasxlngh;; lefast one period of his or her life.
I hew of us accomplish anything!
P the outcome of great steadfastness.
gt aWPO 1S gone and hath done no good
e ersian writer. “The trumpet of
bk nded and his load was not bound on.”
0 your load, Mr, Musician! .

The Interpretation of Beethoven's

Piano Masterpieces

Whitten Expressly for THE ETUDE by the world renowned composer, pianist and teacher
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[EpiTor’'s Norn.—The first part of this remarkable article was published in the Christmas issue of THE .E'rtor':.
This is the first article this distinguwished composer has written. in some years, and in honoring THR ET[‘DE. m this
manner he is conferring a delight upon thousands who will rejoice at this opportunity of securing the opinions of
the world’s foremost authority upon Beethoven. The translation is by Mr. F. 8. Law.]

Now I will say a few words in regard to the in- are usually played with byilliancy, like the passage
terpretation of Beethoven’s works. I have already said  work in a virtuoso composition. Quite the contrary;

that this is growing more and more removed from what  Beethoven never and nowhere demands a “brilliant”

is natural and is constantly becoming more eccentric  style of interpretation. His figures and runs are always
and characterized by affectation and a laborious search  conceived with a thematic and melodic significance, and
after originality. Now in order to play Beethoven as
he should be played a sound musical judgment is before
all things absolutely necessary. Without this no one
should dare approach the master who, through his in-
herent might, produces the greatest and deepest effects.
Let none seek to thrust himself or his own personality
in the foreground—for this let him choose composi-
tions that are written for such an end. There are
enough of these calculated to produce the most dazzling
outward “effect” from which the virtuoso seeking ap-
plause may select and with which he can win the reward
for which he longs.

With Beethoven the artist should content himself with
being the interpreter, the mediator, who brings his
works to a true and sincere performance. Only thus
can a genuine artist bear tribute to the great immortal.
To sink himself in his spirit is his first duty, not to at-
tempt to increase the effect by empty trickery. It is un-
believable how a Beethoven work is often distorted and

how the lines of one of his clear, simple compositions
are thus often disfigured and drawn out of shape.

STUDYING OPUS 110.

As an example let us take the first movement of Op.
110. Nothing could be simpler and more natural than
this short movement. But from the very beginning
the tempo is commonly taken too slow, though its
con moto, lowing nature ought to be understood with-
out difficulty. Nothing could be more artless than the
first theme:

EXAMPLE 1. i
A0 > i W Iois ST B
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and its performance should also be simple. One should
imagine it sung; in this way the proper expression will
be most clearly indicated. In general, it may be recom-
mended to conceive all sustained, melodic themes as
being sung; in this way the phrasing and the interpreta-
tion are more easily divined, and numerous affectations,

BEETHOVEN’S TRAGIC AFFLICTION.

which form the chief stock in trade of many modern Deafness to Beethoven was what blindness might have been

to Rembrandt. This pathetic picture shows the

virtuoso are best avoided. The continuation of the
great master discovering the ancoming of

melody days of silence and mental misery.
EXAMPLE 1I.
‘ § ey T e are ever in organic connection with the whole. TIn this
:XEE B e i 1 e, - particular fnstance he is also often sinned against in
&y 44']: 738 ! T that the dots over every fourth note are disregarded,
v and the whole passage is played in simple legato. The

division of the figure by means of the staccato, which
is brought about by a distinct raising of the little finger,
is, however, of the utmost importance, and must not be
neglected under any circumstances. The close of

calls for this simple cantabile style. Generally, how-
ever, in this passage, a certain coloring reminding one
of Chopin is introduced—a preposterous sentimentality
which was totally strange to Beethoven’s muse.

The following figures: the melody;

EXAMPLE 1v.

EXAMPLE 1L L ememm R [l i
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[y) ‘ 2 o g e should.also be given without any pronounced shading,
e and with the greatest simplicity.

EXAMPLE V.

HOW TO STUDY THE APPASSIONATA SONATA.

At such an offense against good taste a cultivated aud

ence ought to rise and leave the concert hall.
many examples like this could be quoted! ¢ .
has the sonata Op. 57 been mutilated ! Every pianist

lieves himself called upon to play it, but for tl
part the result is a caricature of the work. '
how simple is this sonata in spite of its passional
pression. And what passion! It certainly juvf
the surname Appassionata which has long been g1
to this sonata. The unrest of the first motiv
the hammering of the bass, the excitement in
tumultuous runs, the wealth of contrast! Many prot
to recognize in the second motive the inversion of

first. I cannot agree with them. To be sure, there
a similarity in the rhythm, but the quiet motive 1In
flat major:

EXAMPLE VI

has no:connection with the disturbed and agitated
in the minor:

How « fter

ne m

And yet,

EXAMPLE VIL
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And this superb ode of passion is often played as
illustrated some sentimental love story!
Why should it be upon precisely our gre
posers that such ruthless perversions shot
ticed? :And, unhappily, many an artist finds a sin
vandal in his director. The pet desire of many of tl
is to re-orchestrate the symphonies and to provid

d

with all the sound-effects of the modern orchestra’

Each seeks to discover some new trick that shall
the attention of the public upon himself. Finished
formances of Beethoven’s works are, however,
served in undying remembrance in my mind,
ularly that of the ninth symphony under
Richter.in Vienna and one of the C minog
phony under Hans von Biilow in Berlin:

LISZT ON BEETHOVEN.

Among the heroes of the piano Franz Liszt
the deepest understanding for Beethoven. I.;
conception of his works was the greatest, the
powerful' that can be imagined. Of the later
artists Rubinstein’s interpreration was perhap:
what too objective, too Russian in «-l*;n-;hm-,A 1l

von . Bilow often too dry and pedantic, Neithe

reached the height attained by Liszt, who was not
the greatest interpreter of his time, but ;xs.\--b h
ever remain alone and unapproachable, :
One who, like myself, belonged to the chosen on
the small circle in Weimar which Liszt gathered 1
himself, and who enjoyed the rare furnnn-‘
ceiving direct inspiration from his 1-:“1i;"1-,1
must feel ‘enriched for life both in soul an
through the undying impressions that \\'k'}'(: :
ened in that atmosphere. A meeting  with
Weimar master seldom took place without ]Axi\ 1
pression in fervent and eloquent \\'nnl: ;
}mboun(lc(l admiration for Beethoven. How
it be otherwise than that he should inspire
his faithful followers who adored him—the
;1q<1 veneration that he himself felt toward }
When Liszt placed himself at the piano and pl

1Ich
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Adagio from Op. 106 for us it was one of the greatest
revelations of the human spirit. One was translated to
another world, and felt himself purified from earthly
dross. All who were fortunate enough to be allowed to
catch his tones will never forget the consecrated mood
which enfolded them on hearing his inspired interpreta-
tion, which had nothing in common with the ordinary
treatment of the piano. His slender, spiritualized fin-
gers lured all registers of human emotions from the
stubborn instrument—firom the most delicately whis-
pered sentiment to the mighty outbursts of climacteric
passion—and every tone glowed with the soul of Bee-
thoven.

A FAMOUS LISZT LETTER.

[ believe I can conclude my remarks in no more ht-
ting manner than by quoting part of a letter written by
the master, and bearing the date of December 2, 1852,
which best shows us how to regard every work of
Beethoven. His judgment in every point is brilliant
and comprehensive; it places the understanding that
Liszt possessed for Beethoven in the clearest light. The
letter is written in French, and in it he says:

“For us musicians Beethoven's work may be compared to
the column of cloud and fire which led the Israelites through
the desert—the column of cloud to guide us during the day,
the column of fire to light the night for us, so that we may
march both day and night. Its obscurity and its flame
alike mark the way that we should follow : both alike are
a perpetual command, an infallible revelation to us. If
I were called upon to make a category of the various terms
of thought of the master as manifested in his sonatas, his
symphonies, his quartets, it is true I should hardly confine
myself to the division into three styles, now generally
adopted and which has been followed by you—but simply
taking note of the questions raised thus far, I shall frankly
put the great question, namely: How far does the tradi-
tional form necessarily determine the organism of the
thought ?

The solution of this question, such as it may be deduced
from the works of Beethoven himself, would lead me to
divide them, not into three styles or periods—the words
“style” and “‘period” being but corollary terms, subordinate
and liberty are brought back to their primitive identity.”

I should divide them more logically into two categories:
the first, that in which the traditional and conventional form
contains and governs the thought of the master ; the second,
that in which the thought expands, breaks up, re-creates,
and fashions form and style at the dictates of his needs
and inspirations. By proceeding in this manner we shall
doubtless touch directly upon the incessant problems con-
cerng authority and liberty. But why should they dis-
may? In the sphere of the liberal arts they happily expose
us to none of the dangers and disasters that their uncer-
tainties occasion in the practical and social world, for in the
realm of the Beautiful genius is the sole arbiter and for
that reason this dualism disappears; the ideas of authority
and liberty are brought back to their primitive identity.’

HANDEL AS AN IMPRESARIO.

TuE name of Handel has become so indissolubly
connected with oratorio that it is difficult to realize
that he only took to composing in this form when
he was fifty-three years old. Handel devoted almost
his entire life to opera and to operatic ventures.
He was the Wagner of his day, since he is prac-
tically the only composer of first rank besides
Wagner who was his own impresario. His services
were repeatedly in requisition as one of the directors
of various operatic ventures. The South Sea Bubble
had not yet burst, and the time was ripe for specu-
lation.

Handel was exceedingly short-tempered, and
never in doubt about what he wanted. He went
bankrupt twice, but did not let that interfere with
his plans to any great extent. He seems to have
believed that the chief virtue of a failure is that it
enables one to begin all over again. Very few
people cared to try conclusions with him. There
was a prima donna named Cuzzoni who had a won-
derful voice and a woeful temper—she subsequently
poisoned her husband. Handel sent for her to come
to London, and she at once became a great success,
though she was a singularly unattractive woman.
Horace Walpole described her as being “short and
squat, with a cross face, but fine cémplexion: was®
not a good actress; dressed ill, was silly and fan-
tastical.” = Handel's greeting to her when she ar-
rived in London was characteristic.

“I know, madame, that you are a veritable devil,
but I would have you know that I am Beelzebub,
the prince of devils.”

“Encouraged by this greeting,” Mr. R. A. Streat-
field tells us, “she flatly refused to sing the beautiful
air, ‘Falsa Immagina,’ which Handel had set down as
her opening song, whereupon he seized her round
the waist and threatened to throw her out of the
window. Cuzzoni owned herself beaten, sang the
song, and in a moment had London at her feet.”

TrUE musical art remains forever imperishable, and
the true artist has an intimate and indescribable pleas-
ure in hearing the great masterpieces.—Ludwig Van
Beethoven.
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1 Progress in Piano Playing
™l From an Interview Secured Expressly for THE ETUDE

with the Eminent Pianist,
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t|'|'[\']ftlﬂ)\l\? “\l\":s T)::’ll):‘iéhod“li(l!l Q{xit sr[’)%lctlnln[Cls:"ilstmaS Issue 0O
Tue ETvbe, issued last month.]

The question of whether special technical studies of
an arbitrary nature, such as scale studies, should be ex-
tensively used is one which has been widely debated.,
and I fear will be debated for years to come. Let us
understand first that there is a wide difference between
studying and practicing. They resemble each other only
in so far as they both require energy and: time. .Many
sincere and ambitious students make the great mistake
of confounding these two very essential factors _of
pianistic success. Study and practice really are q}nte
widely removed from each other, and at the same time
they are virtually inseparable. The real difference lies
in the amount and quality of the two elements. Practice
means a large number of repetitions, with a fair amount
of attention to mere correctness of notes, fingering, etc.
Under ordinary circumstances and conditions it usually
means a great sacrifice of time and a comparatively
small investment of mentality. :

Study, on ‘the contrary, implies first of all mental
activity of the highest and most concentrated type. It
presupposes absolute accuracy in notes, time, fingerings,
ete., and implies the closest possible attention to those
things which are generally, though erroneously, re-
carded as lying outside of technic, such as tonal beauty,
dynamic shading, rhythmical matters, and the like.
Some have the happy gift of combining practice with
study, but.this is rare.

Hence, in the question of scale exercises, etc., if the
word “study” is meant in the true sense, I can only say
that the study of scales is more than necessary—it is
indispensable. The pedagogical experts of the world
are practically unanimous upon this subject. The in-
junction, “study,” applies not only to scales, but to ail
forms of technical discipline, which only too often are
“practiced” without being studied. I will not deny that
mere practicing, as I have defined it, may bring some
little benefit, but this benefit is gained at an enormous
expenditure of time and physical and mental exertion.
Oh! the endless leagues that ambitious fingers have
traveled over ivory keys! Only too often they race like
automobiles on a race-course—in a circle—and after
having gone innumerable miles, and spent a tremendous
amount of energy, they arrive at the same point from
which they started, exhausted and worn, with very
little to show for their work, and no nearer their real
goal than when they started The proportion in which
mental and physical activity are compounded, de-
termines, to my mind, the distinction between practic-
ing _and real study. One might also say that the pro-
portion in which real study enters into the daily work
of the student determines the success of the student.

THE STUDY OF DETAILS IMPERATIVE.

.Stud_v demands that the student shall delve into th»
minute details of his art, and master them before he
attempts to a.dv.ance. Only the most superficial students
fail to do this in these days. All of the better trained
tea_lchers insist upon it, and it is hard for the pupil to
skim through on the thinnest possible theoretical ice
as they did in past years. The separate study of em-.
bell.ishments, for instance, is decidedly necessary, es-
pecially in connection with the embellishments 'iryltro—
duced by the writets of the early eighteenth century

In the study of embellishments it ig vitally impoitla t
fox.' the'student to remember one or two very importa?lt
points in connection with his investigation, One point
is the understanding of the nature of the instrup :
for'which the composer wrote when he had th Ly
b_elhshment in mind. The instruments of th i
eighteenth century were characterized by a tonee ea}l;!y
and of such short duration that the compos ol
playe‘rs (and it should be remembered that inpth o
practically all of the great composers played Oile dar
of the great performers were composers) 'ha(rll Wi
sort to lel. kind of subterfuges and tricks tcil o
the deception of a prolonged tone, For instar Bl
had a method of moving the finger to and f]ce' t.hey
ways) upon a key after it was struck. Thus {P? e
duced a sort of vibrato, not unlike that of h(éy o
]?a\.'e received an overdose in recent year ;v i b
linists and ’cellists. This vibrato (Ger il
was marked like our modern “shake ” thll:an, e

Written.

e ———

Ex. I e =
— T

Played. :
Ex. 2: E::—j—:—:

but if we interpret it as a “shake” we coME @ grave
error. We ought never to regard it as a “shake,” un-
less it is obviously an Integer of the melody.

The other point to be considered 1in the“stud_y of
embellishments is taste, or rather, let me say, “fashion,”
for the fashion of those times which ovef-mdulged in
ornamentation and over-loaded everything with e
from architecture to dress, was b}f no means an, in-
significant factor in music. The pc‘>‘mt is 11].1por,fant pe_
cause it involves the element of concessions which
the composers, voluntarily.or from ha'])lt, made to t}le
public of their day. I seriously question the necessity
of retaining these often super-abundant embellish-
ments in their entirety, for I cor_ltend that we study
antique works on account of their musical substance
and not for the sake of gewgaws and frills which were
cither induced by the imperfections of the instrument
or by the vitiated taste of times to which the com-
poser had to yield willy-nilly.

It is, of course, a very difficult and responsible task
to determine what to retain and what to discard. This,
to a large extent, must depend upon what part the
ornament plays in the melody of the composition,
whether it is really an integral part or an artificial ex-
crescence. By all means never discard any embellish-
ment which may serve to emphasize the melodic curve,
or any one which may add to its declamatory
character. A well-educated taste assisted by experi-
ence will be a fairly reliable guide in this matter.
However, it is hardly advisable for amateurs with
limited training to attempt any home cditing of this
kind.

Those embellishments which we do retain should in

all cases be executed as the composer of the piece
would desire to hear them executed if he could be-
come acquainted with the instruments of to-day. This,
of course, places the study of ornamentation with the
many auxiliary musical branches which demand special

and separate attention. Johann Sebastian
Phillip Emanuel Bach, realized this, and

the proper exposition of embellishments. Ilowever, the
student should realize that the study of cmbellishments
is onl.y a part of the great whole and he should not
be misled into accepting every little shake or other
little fr'ippery, and then magnifying it int
more vital importance than the piece its

Jach’s son,
rave years to

a matter of

WELL-MEANING ADVISERS

The Student should form the habit

things for hm:nself. He will soon find
surrounded with many well-meaning isers who, if
e ha_ve their own way, may serve to confuse him.
Some virtuosos regard their well-meaninge admirers and
%r\}thertﬁmers as the worst penalties of the virtuoso life.
i oet ;r the}f zire or are not must, of urse, depend
lI;mn the artist's character. If he acc their com-
Ef Iflr']etasss:d lelml'tesleS.as an expression of the measure
facitly allowed Fon tor ", [rom BB playing, he has
is due to tﬁ  for that share in their asure which
therefore Onlslr r~)0-wer.°f ﬂP_Dreciatimw ind he can
worthy of it -TThGJOIce 2 h“_"'“!l provided something
servations t};ev Cpoer of theit expression, the ob-
pliments will r rt!ake_ th‘e very wording of their com-
a case of real eveal, quickly enough, whecther he has
mania to ho]::gp];ema.“o" before him, or a mere morbid
people who by Ui C(‘leb.rnics' or at least with
often coml)ellvednatur-e of ‘]’_““' professional work are
more or less CorTin ”.w.“' own desires to hold a
he deals with iﬁpolsed position inthe public eye. If
ments to go fllrtE attle'r and still ?Hn\\\ their compli-
S er than the physical car. he must be

of a character so weak . U 3

that he will ever pr ]\ €ak as to make it doubtful
and earnest apprerc)i:t(iuCC anything worthy of sincere
misled by blatang ﬂatton.. ?10“3 - e
ecome convinced that t;?r-\, than anything else. They
1eir efforts are comparable with

» and the desire for improve-
atio to the rate in which their
should continyall 'OTts increases. The student
Same acutenesg ti’l cxamine his own work with the
were he teachj at he would be expected show
eaching another Xxpected to

determining
he will be
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The Begmnings of Opera

By HENRY T. FINCK

Author of “Wagner and His Works,” “Massenet and His Works”

and other exceptionally successful books
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SPECIAL EDITORIAL NOTICE.

Tur Erupe desires to present its readers with a series
of articles reviewing the progress of opera from its begin-
ning to the present time, Owing to the fact that the pre-
sentation of these articles in any one issue would make
impossible the variety which we deem all essential, we
have decided to issue them in four consecutive numbers.
All have been written by authorities of the highest standing
and all are equally interesting and instructive. Following
Mr. Finck's article presented herewith will be

THE CONFLICT OF SPEECH AND SONG,
BY FREDERIC CORDER,

the foremost English authority upon the subject of opera
and the Professor of Composition at the Royal Academy.
Mr. Corder is one of the ablest and at the same time one
of the most brilliant writers upon musical subjects. He
will present the second phase of the subject (Gluck to
Wagner) to be published in the second section of the opera
issue (February).

MODERN ITALIAN OPERA,
BY LOUIS C. ELSON,

will form the third installment of the series and will be
published in the March issue. This is one of the most
fascinating educational articles this eminent ecritic and
educator has ever written and will prove profitable reading
to thousands of ETUDE readers.

., MODERN FRENCH AND GERMAN OPERA,
BY ARTHUR ELSON,

author of “A Critical History of Opera,” and other works,
will furnish the fourth article of the series which will
appear in April, and complete the historical and ecritical
discussion of a subject about which many of our readers
have been writing us for years.

EXTREMES MEET.

A FEW years ago Lawrence Gilman wrote a book
in which he endeavored to prove that Debussy’s
Pelléas et Mélisande (which was produced twenty
years after Wagner’s last work), is the climax of
operatic development, the goal at which the music
drama was always aiming, but which it never quite
reached before that opera.

1f this is true, then the omega of operatic evolu-
tion is surprisingly like the alpha; for Debussy, in
that work, follows principles very much like those
adopted by the originators of Italian opera. He sim-
plifies the orchestra, so that the words of the
singers may always be understood distinctly. On the
part of the singers, distinctness of enunciation is, in
Pellcas et Mélisande, held to be by far the most im-
portant thing; hence they use, from beginning to end,
a kind of recitative, which is practically a sort of
chant. Debussy deliberately banishes from his score
all vocal melody, and is thus in the same boat as
Peri, Cavalieri and Caccini, who, three centuries ago,
boasted of their nobile sprezsatura del canto—their
“noble contempt for vocal melody.”

inasmuch as melody—and plenty of it—is what
opera-goers most eagerly desire, how did it happen
that these, the first Italian opera composers, adopted
such a strange attitude towards it? Before answer-
ing this question, it will facilitate a complete under-
standing of the situation if we glance at the earliest
germs of the opera—namely, at such crude combina-
tions of music with action as existed before the
Italians just named attempted to create a new art,
modeled, as they supposed. after the dramas of the
ancient Greeks.

INDIAN PANTOMIME WITH MUSIC.
The dramatic art of civilization is usually traced
back by historians to the sacred dances of ancient
Greece. But long before the Greeks danced to the

accompaniment of music, wild men of all parts of the
world—savages and barbarians—did the same thing,
just as they do to the present day.

Catlin tells in his book on the North American
Indians how the Mandans, for instance, acted when
their hunters could not find any buffalos to kill for
their food. Ten or more of them formed a ring and
danced. Presently they indulged in a real pantomine,
in which one of the men, wearing a mask made of
2 buffalo’s head with its horns, and with the tail
hanging down behind, played the part of the buffalo,
while the others pretended to shoot him with bow
and arrow and to skin and cut him up. This play
was accompanied by “drumming and rattling. chant-
ing and yelling,” so that it was really a musical play
of an extremely crude sort, to be sure.

ANCIENT GREEK PLAYS WITH MUSIC.

Hundreds of similar illustrations might be given,
but we pass on at once to the ancient Greeks. Every-
body knows that they used music with their famous
plays, among them the great tragedies of Aeschylus,
Sophocles and Euripides, which we admire to this
day; but just how did they apply music to these
dramas?

The chorus took a prominent part, and its lines
were not spoken, but sung. Many of the monologues
and dialogues also were sung. But in the classical
period this song was more like declamation than
like real melody, and the accompaniment was pro-
vided by the player of an aulos (an instrument re-
sembling our oboe), who followed the singer in uni-
son. At a later period this simplicity was aban-
doned, both the vocal utterances and part of the
aulos being decorated with ornamental passages.
Still later, the chorus was reduced to a minimum.

Together with Greek civilization this foreshadow-
ing of opera soon came to an end. There is no
evidence that the Romans used music in connection
with their tragedies or comedies.

During the first thousand years of the Christian
era music. like the other arts, led a precarious ex-
istence. Its life, as an art, lay entirely in the hands
of the monks, and they had many other things to
engage their attention, wherefore progress was slow.
It is to the church, nevertheless, that we owe the
development of music, including, odd as it may seem
to us, the opera.

MEDIEVAL GERMS OF THE OPERA.

It is in the liturey, the rites of the church, that we
find the first medieval germs of the opera, as well
as of the oratorio; for at first these two forms of
art, now so widely apart, differed very little from
each other. In order to provide entertainment com-
bined with religious instruction for their congrega-
tions, the priests, as far back as the eighth century,
began to present the gospels in a dramatized form,
one of them reciting the part of Jesus, others the
parts of the evangelist and the high priest. while the
populace was represented by a trained choir. In the
twelfth century the congregation took part in these
productions by singing hymns at proper intervals.

Beginning with the fourteenth, instruments also,
among them trombones and an organ, were used
to deepen the impression. What is most noteworthy,
however, is that the vocal utterances at these per-
formances were less like flowing melody than like
the crude operatic recitative, the invention of which,

by Peri, toward the end of the sixteenth century,
was considered such an epoch-making thing.

The Passion—the sufferings of Christ between the
Last Supper and His death—was found especially
suited to such semi-dramatic presentation, and thus
arose the passion plays, a survivor of which can still
be seen at Oberammergau in Bavaria, once in ten
years. Other varieties were the mysteries, based on
legends of the saints, and the moralities, in which
such Christian virtues as Justice, Faith, Charity, ap-
peared as characters. In course of time these be-
came so popular that they had to be given outside
the churches. in cemeteries and market places. These
are the sacred forerunners of the opera.

BALLETS, MASQUES AND MADRIGAL PLAYS.

Of secular forerunners of the opera there were also
several. French writers have called the troubadour,
Adam de la Halle, the first opera composer, because
of ‘his pastoral play, Le Jeu de Robin et Marion, which
was produced in the year 1285. It was divided into
scenes, contained spoken dialogue and “dialogue songs,”
in which two voices alternated, besides a number of
popular ballad tunes interspersed between the spoken
parts. But this was not real opera, being more like
what we call a variety show, or at most, a crude sort
of operetta. Others of the kind had preceded it.

About three centuries later the French were much
given to producing, at court festivals, ballets d’action,
in which, besides dancing, there was action, poetry and
music, which in some cases were closely enough united
to foreshadow real opera. One of these entertain-
ments, Baltazarini’'s Circé, ou le Ballet de la Reine,
produced in 1581, is said to have cost about a million
dollars, and to have lasted from ten o'clock in the
evening to half past three in the morning—which
shows that the Meyerbeer and Wagner operas long ago
had predecessors as to length! This ballet included
solo songs, duos, choruses and instrumental interludes.
Louis XIV was so fond of such ballets that he took
part in presenting them.

In England a popular precursor of the opera was the
masque, in which music, vocal and instrumental, was
combined with costumes, acting, scenery and dancing.
In these performances, also, persons of rank frequently
joined.

Italy had its share of similar, near-operatic enter-
tainments — pantomimes, ballets, masques at Carnival
time, and intermezzi, or short play scencs with music,
which were introduced between the acts of tragedies in
order to relieve the emotional tcnsion of the hearers.

A SINGULARLY UNOPERATIC PRACTICE.

In all these precursors of the opera, secular and
sacred, while there was often a good deal of music,
it was usually associated but looscly with the play,
alternation being the rule in place of the true operatic
amalgamation in which the several arts are, like so
many metals, mixed to form an alloy. Something more
nearly approaching an alloy is found in the early mad-
rigal plays. These were really a sort of dramatic
cantata, composed for the concert room without scen-
ery, costumes or action. But the text was a regular
play, and the music attempted to reflect its spirit, now
serious, now comic,

In one respect, however, these performances were
amazingly unoperatic. The words written for a char-
acter in a play were not sung by h‘'m or her as a
solo part, but by a chorus of several voices, in madrigal
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style! Even so great a sixteenth century composer
as @rlando Lasso was capable of composing a comic
scene representing a monk and his servant quarreling
in a wine cellar, which piece, however, was, in accord-
ing with the ridiculous custom of the time, sung not
as a musical dialogue by two voices, but by two choirs
of five voices each!

The absurdity of this procedure was at last brought
home forcibly to some discerning persons at the wed-
ding (1579) of the celebrated Venetian beauty, Bianca
Capello, to the Duke of Tuscany. The music provided
by two famous composers, Claudio Merulo and Andrea
Gabrieli, for the dramatic representation arranged for
this occasion, though good of its kind, was generally
considered more appropriate for a solemn occasion like
a church service than for a merry wedding feast. In-
telligent music lovers were becoming more and more
convinced that choruses and counterpoint were not the
most suitable things to accompany a theatrical play.

THE FIRST OPERA WITH RECITATIVE,

Among the clubs in Florence at that time there was
one, the Camerata, which won historic ‘fame and im-
portance. It included not only music lovers, but other
artists and men of science and learning ; among them,
Vincenzo Galilei, father of the famous astronomer, the
eminent vocal teacher Caccini, and the composer, Peri.
These men used to meet in the house of Count Bardi,
where they discussed various esthetic questions, par-
ticularly the relations of music to the drama.

Their ambition was to create a new form of art, re-
sembling the ancient Greek drama, of the wonders of
which, and the deep impression it made on the hearers,
they had read so much. They hoped and believed that
they might make an equally deep impression on the
audiences of their day if they could only find out just
how the Greek actors delivered their lines.

Opinions differed, but Peri believed that the Greek
actors “must have made use of a sort of music which,
while. surpassing the sounds of ordinary speech, fell
so far short of the melody of singing as to assume
the shape of something intermediate between the two.”
Therefore, he continues, “Abandoning every style of
vocal writing known hitherto, I gave myself up wholly
to the sort of imitation (of speech) demanded by this
poem.” The reference is to the play of Dafne which
he had been asked to set to music. He. did so, and
the result was what is generally considered the first
real opera. s

The words “Abandoning every style of vocal writing
known hitherto” indicate that Peri considered himself
the originator of this new style of “vocal  delivery, half
way between speech and song. But Caccini wrote a
preface to one of his own works, in which, after stat-
ing that he had learned more from the conversations
of the musicians, poets and philosophers of the Cam-
erata than from thirty years’ practice of counterpoint,
he goes on to say that since, in the effort to adapt
poetic texts to the counterpoint, they were made unin-
telligible, and since, moreover, our feelings cannot be
touched when the words are not understood, it “had
oceurred to him” to adopt a kind of song resembling
speech and betraying a nobile sprezzatura del canto.

Besides these two, there is a third, Cavalieri, who
uséd the same kind of unmelodious recitative in what
is accepted as the first real oratorio, his: Rappresen-
tasione di Anima e Corpo, which was produced in the
year 1600,

‘Tt seems probable that, instigated by the conversa-
tions in the Camerata, these several composers worked
out the same problem simultaneously, and that, conse-
quently, they share equally in the claim to having
originated the operatic recitative.

Peri’s Dafne was written entirely in this new style,
called the stile rappresentativo, stile recitativo or stile
parlante. Tt was composed in 1594 and ‘was privately
performed three years later in the Palazzo Corsi. The
score- of this first opera was unfortunately not pre-
served, but Peri’s second and last opera has come down
to us. It was written to give splendor to the wedding
of Henry IV of France with Maria de’ Medici. Its
title was “Euridice,” and it was first sung-in 1600.

A BOYCOTT ON MELODY.

Sp far as can be ascertained from a comparison of
what has been preserved, Peri’s recitative was some-
what superior to that of Caccini and Cavalieri; but
that is not saying very much. Peri has perhaps had
too much honor thrust upon him. In making it pos-
sible for the singers to enunciate the words so distinctly
that the hearers could understand them, he went in the
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right direction—but he went much too far;

writing
recitative which, while it follows 1h§ word accents care-
fully, is seldom musical or expressive. S
Peri and his colleagues forgot that in an opera 1 i
not correct to say “the play’s the thing.” Music hai'hi
rights, too, and these rights were ignored by the ea\iql)ersn
opera composers. Not only were the vgcal parts s t
of melodic charm, but the accompanying instrumen s
also were not allowed to indulge in melody. Thfiy
were chiefly of the kind the strings of which were
plucked, and what they contributed to the performance
was mostly short, twangy chords, the bass only bem_g
sustaincd.- The choruses alone were not composed.m
the recitative style, but they were too short andvfn-
significant to rescue the musical side of the entert:}m-
ment.
1f we heard any of these early operas we would find
them an intolerable bore. By the Ttalians of the
Seventeenth Century they were not only tolerated, but
admired, for three reasons: they were a new play-
thing; they had fine scenery; and members of the
nobility took part in their performance.

MONTEVERDI, THE ITALIAN WAGNER.

A reaction against this boycott on music was bound
to come; in fact, it came very soon, chiefly througl_l the
work and influence of Claudio Monteverdi, who did 0
much in the way of reforming and improving the opera
that I think he might be justly called the Itah:tn
Wagner. Only ten years after the production of Peri’s
Dafne, he composed an Orfeo (1607), in which both the
vocal and the instrumental parts are less dry and un-
musical. Gagliano, in 1608, wrote a Dafne in which
the rhythms of popular folk tunes are used. Rome had
a school of composers who helped to make the opera
musical—a school to which Hugo Goldschmidt has
devoted a whole volume of 412 pages, 256 of which
contain illustrations of the Seventeenth Century operas
in musical type. Tt is entitled Studien sur Geschichte
der italienischen Oper in 17 Jahrhundert, and gives a
vivid insight into the operatic situation.

Monteverdi, however, was, as just stated, the great-
est of the reformers. I call him the Italian Wagner
for five reasons: (1) he made the operatic recitative
more melodious and expressive; (2) he boldly used
unprepared discords to express drama‘ic emotions; (3)
he was attacked for these things by critics and theor-
ists, but applauded by the public; (4) he greatly en-
larged the orchestra, and used special appropriate
groups of instruments to accompany the different char-
acters (in his Orfeo, for instance, Pluto is accompanied
by four trombones, Orpheus by bass-viols, the chorus
of spirita by organs with flute registers, and so on);
(5) he invented new orchestral effects, such as the (in-
strumental) tremolo, and the pizzicato. 4

Dr. Riemann, in his Kleines Handbuch der Musik-
geschichte (a marvelous compendium, entirely up-to-
date) lays great stress on the fact that it was not
Peri and the other originators of Italian opera who
invented artistic solo song with accompaniment. Such
a combination was in use in Florence three centuries
before them. Peri used no song, but recitative. It re-
mained for his successors to introduce real ‘solo song
into the opera (as Monteverdi did with this arioso),
and to utilize also for the opera the other musical fac-
tors which the older Italian composers had developed,
but which Peri deliberately and foolishly ignored.

SUMPTUOUS SCENERY AND BRILLIANT COLOR-
ATURE, ’ 6%
Monteverdi, was a musical genius. His rival, Gag-
liano, confessed that, with his Arianna, Monteverdi
“visibly moved all the theatre to tears” Probably it
would not thus move us, for we demand much more
of opera than did the Italians three centuries ago. But
even in the works of the less gifted of these com-
posers there was usually something to interest the audi-
ences, particularly the sumptuous scenery already re-
ferred to. Green fields and gardens, fountains and
rivers with nymphs, the angry waves of the storm
ocean, lightning darting from dark clouds and followeg
by peals of thunder, bushes and trees growing up sad
denly, Moorish dancing girls b
the things to be seen.

Florid singing also was ere long added to the opér-

atic attractions. As early as 1594 Bovicelli published

a treatise on ornamental singin col b
had originated an imitation gf %ut(e plle:g;ra)l i,
the preface to his Eurydice (1600), refers !
singer, Vettoria Archilei, who had alw
music worthy of her singing “h
with those turns and long vocal
and double, which are at all i
tivity of her genius—more in o

'—these were specimens of

Peri, 'in
to a famoyg
ays made fijs
v adoyning it, not only
flourishes, both simple
mes devised by the gc.
bedience to the fashion

because she thinks they constitute the
th of our singing—but also with thoge
charms ‘and graces which cannot b‘f, written down, are
t to be learned from the writing.” 4
nOTh' sentence is of great historic importance, Iy
showlsS that the adorning of melodies by the singers was
in fashion before Peri 'and his colleagues originated
their operas with recitative. Ere lo(xllg,.thli COlOl:atm-e’
with the rest of the I.Jel canto, made its home in the
opera, and the recitative, of which Peri and his col-
leagues had been s0 p.roud, was relegated to the Pack-
ground, as a mere foil, to that bel canto—that is, to 3
the ornamental arias which gradually made up the :
musical substance of an opera.

of our time than
beauty and streng

THE FIRST PUBLIC OPERA HOUSE, 1

This tendency was greatly accelerated after 1637, It
is a most remarkable fact that up to that date there i
had been no public performances of operas. In' other
words, for forty years operas were sung only in pri- ‘
vate halls and palaces to invited guests! -

When the public at large at last got a chance to &
hear operas, the production of them was greatly stimu-
lated. Venice began with one public opera hO_use e
1637, and before the close of the century it had
elez\;etlfew of the composers followed in_the line of
progress marked out by Monteverdi. For instance,

Cavalli taught the orchestra to mirror sights and B
sounds of nature—the sounds made by ocean, brooks

and storms. But for the most part the composers

Yo} k
catered only to the taste for tunes and trills. Operas
became mere concerts in costume. No one cared for L
A
|

text or plot. On one occasion a spectator, seeing the
hero of the opera stab the heroine, cxclaimed: “Great &
heavens! The tenor is murdering the soprano!” i
In France the degradation of the opera was less -
marked. There Lully not only upheld the best musical
traditions, but added new elements. Above all, he paid
careful attention to the text, and tried to make the
music conform to it. But in Italy and in Germany f,
(which for generations followed the lead of Italy)
the “concert-in-costume” style of opera flourished ex-* [
clusively until the great reformer Gluck called a halt
and curbed the monopolistic vanity of the singers.
After him, the florid aria again triumphed in the =
operas of Rossini and Donizetti, and it required the
genius and example of Richard Wagner to banish mere i
showy singing entirely from the opera houses and t8
convert the opera into a real music drama, in which &
recitative and melody, poetry and music, are of equal =
importance and united with scenery and acting into i
the most impressive and popular of all the arts. This &
is better than Debussy, for the same reasons thati:
Monteverdi was superior to Peri. 3
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HOW MUCH MUST WE KNOW OF MUSIC _

TO ENJOY IT? a

i

BY ARTHUR SCHUCKAI

How much of an art is it necccsary to know in
order to understand, appreciate anJd enjoy? What 4
must one know of painting, of architecture, of sculp- l
ture, of music? What is the relation of knowledge
to the enjoyment of an art? ]

There are ways of enjoying work without ,;'

spe_c1al. training or culture,. The sculpture fills the &

eye with pleasure without an exact knowledge, on

our part, qf the human anatomy.

thThe trained minq always has the advantage over
€ untrained—provided it does not permit its trains o

ng to smother its natural feeling and impulse. Even j
‘”rt“es,muSt be’ cultivated. ' Some understanding of ,;\'!
anTar.t 1S Very nmecessary to real enjoyment ‘!x
Wh:rlls knowledge must not be heas y and obvious: !
once you know the mech:
Vﬁly,lforget it, and think of the art
Zb?rugi\?:::tum-l and usual, never extraordinary and
concert Whos wgh the young lady at a symphonyss
did) the voj Sufdenly discovered (or thought ‘she L
' the ediﬁcgt' of the oboe, an(_l tittered her dehghtg
The finest ;On of all.her ne‘ghbors. ;
assobiation oi} e.a;ure arises from the suggestion and ;
violet, the 1il 11¢laas_. The hyacinth, the rose, theg
cannot happez;’ ta bring something to mind~wh_xch
by AbietSme OTohne unable to recognize the th‘mg
Gulidng Rapﬁa 1 e mere names, Rodin, Saint=i
el'myso‘n Schxft; Rubens, Cc_)rot. Jeethoven, Hugo s
wealth of’ thou hetrt, Browning, Chopin, bring 21
them, The s:il!‘l%r hto t].-lose knowing most about
the “Chopin Pl’elleldt lsg lsutme when we speak ij
thoven Symphon; ?f- the “Bach Fugues,” the “Bee-
nies” and the “Wagner Operas.”

i
i
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The Ten Most Famous Opera Singers

of the Last Century
By GEORGE

Author of “The Standard Operas”
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[Eprror’s Nore.—To ~Mr. Upton belongs the credit for
having written one of the most successtul and helpful of all
books upon the opera. Mr. Upton is mow seventy-seven
years young. For nearly sixty years he has been engaged
in musical life in Chicago. This has given him an enviable
vantage point from which to view the careers of the famous
singers of the latter partl of the last century. He was re-
quested to avoid so far as possible some of the great singers
who made reputations in the last century, but who are
actively engaged in professional work at present.]

Trom the twenty-six names of the famous opera
singers of the last century submitted to me by THE
Erupe 1 have selected ten for my rem-

Summed up in the fewest words, Jenny Lind, it Seems
to me, had a noble musical endowment, combined with
simplicity of manner, goodness of heart, high intel-
lectual quality, and a profound reverence for her art.

SONTAG'S CHARMS.

Induced by Jenny Lind’s success, several other Euro-
pean song birds flew over here. Among them Sontag,
Alboni, Anna Thillon, a fascinator, for whom Auber

—_—
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her demeanor, and a fascinator. She had hosts of
admirers in Europe, among them Liszt, Rossini, Cheru-
bini, Auber, DeBériot, Von Biilow and others, and li}*r—
lioz, Weber and Beethoven were good friends. She
also had admirers who pursued her but she was finally
saved by Count Rossi, an Italian diplomat, who marr_lwl
her and came to this country with her in 1852, figuring
thereafter  in scandals which attributed the countess
death and that of Pozzolini, her tenor, to his hand,
though it was subsequently established that she and the
tenor died of cholera in Mexico. In archness, coquet-
tishness and personal appeal she was the ideal soubrette.

ALBONI’S DIGNIFIED CAREER.

There was a wide difference between Sontag and
Alboni, for whereas Sontag was willowy Alboni was
corpulent to a degree, which might be called cxcessi\;c,
and her emhbonpoint was accentuated by the hoopskirt
of the period.. What she would have looked like in
hobble imagination fails to conceive. But once the
noble contralto’s voice was heard her physical misfor-
tune was forgotten. She was the greatest of contraltos
of her time., She came to this country after an extra-
ordinary career in Europe where she was the rival of
Jenny Lind in popular favar before the latter left the
operatic stage. Her voice, two octaves in range, was
not only large and sonorous but absolutely mellifluous
and even throughout its entire register, and had unusual
flexibility for an organ of such dimensions. She sang

with great dignity and with brains, as was

iniscences with whom I had more or less
intimate acquaintance, both personally and
musically. They are Jenny Lind, Hen-
rietta Sontag, Marietta Alboni, Anna Caro-
line de la Grange, Adelina Patti, Amelie
Materna, Euphrosyne Parepa-Rosa, Chris-
tine Nilsson, Pasquale Brignoli and Karl
Formes.

JENNY LIND, THE INIMITABLE.

Of Jenny Lind, George William Curtis
once gracefully said: “The youth of her
day have borne her in their hearts across
a generation and their hearts still rise at
the mention of her name, as the Garde du
Roi sprang up cheering to their feet when
the queen appeared.” I was one of those
youths, and to-day, as on that day, October
7, 1850, when I first heard her sing, she is
the one incomparable artist of her time.
And this after making all the allowances
for the enchantment which distance lends
to the view, for the fact that she was the
first of the great European singers to come
to this country, for the additional fact that
no singer from her time to the present has
created suchea public furore—a furore
which was a frenzy, and for the exuberance
of enthusiasm which characterizes student
life—for it was in my student days that I
heard her.

Jenny Lind did not sing in opera in this
country, so my remembrances are limited to
her appearance upon the concert stage.
She had a girlish figure and the Scandi-
navian fair hair and blue eyes. Her dress,
that night, was quiet and her adornment
just a rose in her hair. She came upon
the stage with consummate gracefulness,
a glide rather than a walk to the footlights,
which the young ladies of that day sought
to imitate. Jenny Lind’s rose also became
as fashionable as Oscar Wilde’s sunflower
later. She was not surpassingly good-
looking but she was good to look at, for
her wholesome face was an index to her

shown by her adaptation of sound to sense.
Her tour in this country was not marked
by the popular frenzy which characterized
Jenny Lind’s, possibly because she had not
an inspired charlatan for a manager, but
she was everywhere welcomed by great
audiences whom she captivated by her
splendid exposition of the masterpieces of
Donizetti, Auber, Meyerbeer and Rossini,
the last named her only teacher. Her
mantle nearly fits the generous shoulders
of Madame Schumann-Heink to-day.

A FORGOTTEN STAR.
It might almost be said of La Grange,

Nominis umbra. Who remembers her?
Baker, in his dictionary, has a few lines
about her; Grove, supposedly a universal
reference, apparently never heard of her
—but that may be excused, at least may not
be set down as intentional, for there ar
numerous other errors of omission and
some of commission in that work. So let
it be said, to establish her identity, that
Anna Caroline de la Grange was born in
Paris, July 24, 1825, made her début in
1842, sung in Italy until 1848 and after-
wards in Vienna and Paris, and made
artistic tours in this country between 1855
and 1865. Let it be further said that while
her voice was not one of excessive power
or brilliancy, and while she did not display
extraordinary dramatic ability, vet she sang
like a true artist and showed the results of
thorough schooling, and her acting was at
least adequate. Tt never offended. The
charm of La Grange was her artistic
honesty and the evident love and reverence
which she had for her art. Personally she
was a high bred lady, elegant in her ap-
pearance, but somewhat reserved in man-
ner. Possibly if she had had a press agent
or had blown her own trumpet at every
opportunity, as seems to be the practice
nowadays, the encyclopedists might have
heard it. :

character and attracted every one. Her
nobility of spirit was mirrored in her sing-
ing. Her voice was full, rich, clear and
penetrating and of such purity that the
softest pianissimo was audible in the remotest corner of
the concert-room. Her resources in fioriture, absolutely
essential in those days, were boundless, and her upper
tcnes were bird-like in effect. The embellishments were
fluent, graceful and finished.

She was heard at her best, however, not in vocal pyro-
technics, but in such numbers as the Casta Diva and
particularly in the Messiah aria, I Know that My Re-
deemer Liveth. Her singing of the latter was well
nigh sacramental, for she was very religious by nature.

. Benedict, her leader, said she made “a conscience of
her music”’—a characteristic in significant contrast to
that of some of the widely advertised artists of the
present day who make a commerce of their music.

HENRIETTA SONTAG.
MARIETTA ALBONT.

Jenny Linb.

wrote the Crown Diamonds; Katharin Hayes, Teresa
Parodi and others, but of this somewhat numerous flock
Sontag and Alboni were the really great artists. Sontag
had much of the vocal charm of Jenny Lind, her voice
heing a high soprano with a sotto woce effect which
she frequently used, as did Christine Nilsson after her.
She was very graceful and beautiful, slender of figure,
with beaming blue eyes and Titianesque hair. Among
modern artists Sembrich reminds me of her in her en-
gaging manner. Her most successful rile was that of
Rosina in The Barber of Seville, though she won much
applause in Euryanthe and Lucrezia Borgia. In her
class she was the first, but it was not the class of Lind.
She was high bred, a countess by marriage, elegant in

ApeLINA PaTTI
MATHILDE MATERNA. And Adelina Patti! Was it

PATTI, THE IMMORTAL.,

last week

I heard a little girl in rose colored silk
gown, pink stockings and pantalettes, ten or eleven
years of age, singing the Ah! non giunge? And
can it be true that this is the almost old ladv of
sixtv-eight who only last week, out of the mm(.lm.“
of her heart, sang for the'benefit of Albani, 1 charm
ing girl, nine years her junior, who is said to bhe
nearing impoverishment and old age together? \What
need be said of Patti? Everyone has heard hes
sing and attended her numerous farewells. Except t'n‘--
the maturity which the voice gains as the years go ].~:
she is the same Patti as of old. "She sang vus pcr.fm-”'\
at twelve, when I first heard her, as she did at forty-
one, with Mapleson’s company in 1284, when Nilsson
and Sembrich were her rivals in the Abbey cumﬂmn
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or as she must have done last week in London, at sixty-
eight, and she probably will go on singing well as long
as that marvelous instrument, her throat, lasts. Was
she, or is she, a great artist in the comprehensive sens¢
of that term? I should say not, but the most consum-
mate and brilliant vocalist of her time, with a voice
and method which can deliver a melody and its most
ornate embellishments with the facility and perfection
of an instrument. The parts in which she has excelled
are those which require the Patti qualities, like Rosina
in The Barber of Seville, Zerlina in Don Giovanni,
Amina in Sonnambula, and Violetta in Traviata, She
was not at home in great dramatic rdles. She once
said that Wagner wrote the rdle of Kundry for her,
but she would not sing it. He may have written it for
her but it is fortunate for her she did not try to
sing it. It is impossible to think of Kundry and
Patti at the same time; as impossible as it would be
to think of Frau Materna and Violetta. Theodore
Thomas aptly summed up Adelina Patti in his terse
way : “Patid’s voice was of delicate quality and great
charm, easy in delivery and true, like the song of a
bird, but it expresscd no more soul than the song of a
bird” And yet, if she should come here again at
seventy, or at eighty, for just one more, unwiderruflich
allerletste farewell, we would all rush to hear her just
the same as we did in the days of yore, for the name of
Patti is still one to conjure with. How many hundreds
of thousands she has delighted in her busy stage life!
How well she has earned her pleasant and honorable
leisure to her Welsh castle!

AMELIE MATERNA.
It is a long step from Adelina Tatti to Amelie Ma-
terna or Frau Materna, as she is usually designated, 2
step from the bel canto to the “continuous melody” of

the music-drama, and what a long step Frau Materna.

took herself from the comic opera of Suppé and the
opera bouffé of Offenbach to the master works of Wag-
ner, which made an epoch in operatic history and pro-
foundly influenced, if not revolutionized, the operatic
music of his time! She was not as great a Wagnerian
singer as her immediate successor, Lilli Lehmann,.for
she had not the fluent delivery, or the quality of-wvoice;

or personal charm of the latter, but she had the aa-
vantage of study with Wagner and of obtaining his"

method and ideas at first hand, and she was his choive

as Brunhilde and the creator of his Kundry. She made

us acquainted with the Bayreuth master’s conceptipns
and faithfully, too, for she was an artist with a"con-
science. Her conscience, indeed, brought her in con-
flict with Cosima Wagner and the story will bear re-
telling, The latter took exception to some details of
Materna’s interpretation, but the artist cited Wagner
as her authority. I learned these things from the
master himself,” she retorted, thinking thus to ena
the matter. But not thus was Mme. Wagner to be
squelched. She closed the incident with the quiet re-
mark: “Poor Richard didn’t always know himself what
he wanted,” and dismissed the singer.

PAREPA-ROSA.

Euphrosyne Parepa-Rosa was a prime favorite in the
last century and was specially conspicuous by her im-
portant share in the advancement of English opera as
well as opera in English. I think she was the first to
produce Mozart’s Marriage of Figaro in English in this
country. She had a large, pure and richly melodious
soprano voice. Its freedom from exaggeration bespoke
conscientious training; its purity reflected the soul of
the woman herself. Like Alboni, she was of most gen-
erous girth, but she did not hesitate on that account to
appear in such rdles as that of the Countess in The
Marriage of Figaro, Arline in The Bohemian Girl, and
others to which one might think embonpoint would
prove embarrassing. All suggestions of physical in-
congruity, however, were silenced by the beauty of her
singing, the excellence of her acting and the magnetism
of her personality. She was equally at home in Eng-
lish opera, grand opera, orations or song and ballad
singing. We remember her Five O’clock in the Morning
just as one recalls Patti’s Sweet Home or Nilsson’s
Suwanee River. Her singing of I Dream’t I Dwelt in
Marble Halls was as convincing as her Carta Diva in
Norma, or her triumphant delivery of the great Han-
del arias, all because they had finish. The finest tribute
to her memory was that of Madame Rudersdorf,
shortly after her death: “A woman of the highest
culture, endowed with innumerable talents; a pure
minded woman; a sparkling, clever companion; a true
friend ; a most loving and devoted wife; a very woman
longing for the joys and blessings of motherhood, and
dying because fate snatched them away from her.”

THE ETUDE

CHRISTINE NILSSON.

Christine Nilsson, an entrancing singer, Wwas the
seventh child of a seventh child of Swedlsh.peasantr.y
and used to attribute her artistic success to this numeri-
cal fact in heredity. Like Parepa, she was at h?me n
opera, oratorio or ballad singing. Her great roles, as
| remember them, were Valentine in The Huguenots,
Alice in Robert the Devil, Marguerite in Faust gn(l the
title réle of Mignon, which Thomas rewrote for h}’ﬂ
Her singing in Elijah, The Messiah and The Creation
made a profound impression by the devotional manner
in which she produced them, as well as by her oratorto
method. which was strictly differentiated from her
operatic. As to ballad singing, no one had the temerity
to question her right to The Old Folks at Home and
others in Rer repertory. Her voice was remarkably
sweet and pure and had a caressing quality as well as
a sotto woce, which gave her singing a kind of mystic
charm. Upon the concert stage she seemed to me most
effective as she was there her natural self, and ll'lat
natural self, with its personal appeal, her Expresst\‘e
cyes, the supple figure, graceful pose and dignified move-
ment, added to her brilliant vocalization and mysterious
charm of style, carried audiences off their f;et and
made her a universal favorite. She has long since re-
tired from the stage and is now in her sixty-eighth
year, but every year she celebrates her birthday in tl_]e
Swedish village of Loka, where she sings to the vil-
lagers. Upon one of these occasions she sang a ba.llgd.
I Think I am JTust Fourteen. Her sunny disposltlon
and optimistic temperament will never permit her to be
old in spirit. With all her dignity among the great
folks of her own kin she is a Bohemian of the most
rollicking and unconventional sort.

BRIGNOLIL

I have selected Brignoli among tenors, not becatise
he was the greatest of the last century but because
he seems to me the best exponent of bel canto of his
time. He was the Caruso of his day, just as indif-
ferent to action and just as richly voiced, though his
voice was more metallic. He was not without some
little tricks, such as forcing his voice to a climax so
that it carried everything before it, and closing an aria
with a wonderfully perfect sforzando. But as a rule
he never allowed himself to strain his voice beyond a
pure musical tone and eschewed high C’s. He was a
bundle of superstitions, a famous gourmand, made a

! handsome fortune, flung it away and died in New York

penniless.
FORMES. g

Karl Formes arrived in the United States in 1857
and the first song I heard him sing was Schubert’s
Wanderer. 1 do not think I have really cared to hear
anyone sing it since that time. In its depth and sonor-
ity his voice was like an organ pedal, and yet it could
express tenderness and pathos most impressively. He
had pronounced dramatic ability. His Plunket, Fal-
staff and Leporello were as humorous as his Sarastro,
Rocco and Bertram were heart-stirring. His voice
corresponded with his physique, for he was of massive
figure, and his leonine face, superb throat and waving
black hair added in charm of stately grace to every-
thing he did. He sang when an old man, in 1889, the
vear of his death, in San Francisco, attributing the pres-
ervation of his voice to “God’s grace and the Italian
method.” :

THE OPERA OF THE FUTURE.

In raking over these embers of the past one thought
occurs to me—what will the future of operatic music
be? I am only sitting by the wayside watching the
procession pass, and its music. sometimes seems harsh

.and cacophonous and its construction strange. We

seem to be in a transition period, and I wonder what
will come from the musical melting pot. Shall we re-
turn to melody and to old forms or shall we have to
accept the schools of Strauss, Debussy, Reger and th0
other impressionists? Tt is not for me to answer e[
simply sit by the wayside, and as I sit there cém

memories of Brignoli's Spirito Gentil, Formes me
jestic intonation of In diesen heil’gen Hallen Jeb a-’
Lind’s Casta Diva, Materna’s Valkyr shout l\iil n’)

jubilant delivery of her part in the great’Hu ik
duet as well as the non conosci il bel suol of M.{l"eno.t
:—\delina Pa.tti's Ah! fors e lui and her inter: 11?’l~07l’

in the music lesson scene of Il Barbier: and %?Adtlmzs
Fidelio. In this storm and stress shall )I be bl arepa.s
I think with a sigh of S g i

“The days when we went gypsying a long time ago.”

1 believe that music should
;x_ddmon of color is to a drawi
light and shade.—Giuck,

be to poetry what the
ng, a happy mixture of

_ rather than to

VE YOUR PUPIL A CHANCE,

—_—

GI

BY ELIZABETH C: COBB.

Give your pupil an opportunity o do thi;(zigs for him-
self. It is a great mistake for a teacher to do too much
for his pupils, as it le:}ds them to depend on him
o do their own thinking. Not long

upils told me that her former
?egaoch(c?;]ewx?often;};tpalll the scales and their fingering
for her. This teacher could not have had a very
great number of pupils or he could never have four}q
the time for work wh}ch is ent%rely unnecessary in
these days of well-edited teaching 1"natcrml, 4

Give your pupil @ c/zauc.e to find /u_s own mistakes,
[t is better to call attention to t_hc fact that a .rnis-
take has been made, and to wait }tor 'the pupil to
discover what it was, than to point it out every
time. The mistake should oyly be pomte.d out as a
last resort. Of course. it is much easier to say.
“That is C, not D—why do I have to keep telling
you?” or words to that effect; but the consequence
of this is usually that both teachpr.nnd pupil get
nervous and irritable. If the pupil is very young,
she probably weeps, and the rest of the lesson—
well, there is no rest to that lesson.

Give praise whenever possible. A word of commenda-
tion helps and encourages, €ven though it is not

entirely deserved. Human nature rc sents too much
correction. Be honest, of course—flattery never
pays; but neither does indifference or unkindness.

Give wyour pupils musical independence. Let your
pupils develop their own ideas : ar as possible.
All you can do is to give them ideas to work on.
Do not try to make them mere imitations of your-
self. They have minds as well as you. You can-
not force them, you can only lead them.

Give your pupils pieces they L} If pupils have
music they like they work ten times as hard, though

it is not always possible to give them what they
want. Play their pieces over occasionally so as to
give them an ideal to work for.
Give a reason for everything. Tt is n¢
“Do this. because T say so.” Thi
telligent cooperation. The pupil h 1 right to know
why he is doing certain things. The teacher who
cannot give a real reason is incompetent to teach.
A good teacher is a “guide, philosopher and friend.”
He leads his pupils from the very beginning with
careful discrimination. If they sti from the path
it is his business to help them ck numberless
times until they are finally sent
joicing.

't enough to say,
is an age of in-

their way re-

FORCING A CHILD TO BE MUSICAL.

BY STELLA B, SIMMO

DoN’t force your child to be m:
him spend valuable time and ene:
doesn’t care for it. Find out in
taste inclines and let him spend
he does like. Tt is only a waste
and precious time to force a chi
Emd practice each day, resorting of
1§h'ment in order that the allotte
ticing be done. The parents ar
cor_1ﬂ1‘ct, and so is the child, and -
pointing of all is the fact that pr
accomplished after all.

It is safe to say, in nine out
tha? a child actually made to tal
agamnst his will never “amounts 1 anything.” Why
should he? It has merely been 2 wr-riml of 1“““-'
dra\yn—out torture to him and to the rest of the
family. Why parents commit this
blunder is a myste .

Don’t make

on music if he
direction his
hought on what
money, patience
to take lessons
to severe pun-
mount of prac-
orn out in the
is most disap-
ally nothing is

very ten cases,
music lessons

most common

Yo : rious problem
~0n)q reason is that their friends’ children take les-
: ; :

S, and so their own must do like

not want their children to be obliged

Seati st : " a
for muq-.f i Ch]l(l. has a genuine talent, a real love
ook th:t do alhl‘ In your power to strengthen this
by no c¢ : : ,
sk ild can be made to love music by 1

——
: [ have often
imperishable, that it wi
centuries after by

do T think it but body has gone to decay. Not only

T believe it—W. 4 Mozart.

Very often the A

vise, as they do'
“to take a back §

thought th:_\t my musical soul will D¢
Il live on and on through the ®

[
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SHOULD AMERICAN OPERA ASPIRANTS STUDY ABROAD?2

Discussed by Six of the Most Distinguished Men in American Opera :

Witk the idea of gaining the opinions of many of
the best-known American Operatic Artists upon the
subject of the desirability for foreign study at this
time, THE ETUDE wrote to the following singers, who
have been good enough to honor us with their advice.
The arrangement is in alphabetical order.

DAVID BISPHAM.

(Eminent Operatic Baritone and Concert Singer.)

I regard your query as being applicable as well to
other arts as to that of the opera singer. Take, for
instance, architecture; it may be studied in America,
but the serious man will, after acquiring the essentials
of his profession here, go to Europe to study the mas-
terpieces to be seen there. The painter and sculptor
will do the same. The linguist can learn languages
at home, but he is aware of the great advantage to
be obtained by going abroad and mixing with the
natives of the country whose speech he wishes to
acquire. So it should be with the singer.

The long-established, concrete nations of Europe
have evolved a musical art that we should revere, and
opera is one of its forms that flourishes there more
sedately and more naturally than in America; and, to
my mind, it is advisable that the student, having re-
ceived a thorough all-round education, and having been
well grounded in music and vocal art at home, and—
if fitted for the stage—having devoted much attention
to operaiic roles, and to language—our own as well
as others—should go abroad to perfect himself in the
very difficult profession of the opera singer.

But, as this is a time of specializing, I must advise
aspirants to the stage not only to begin young, but
to find out at once what they can do best; to work
carefully at the technique of singing and acting, and
if they have only a mediocre talent, to give it all up!
If, however, in the judgment of unprejudiced people
their gifts are such as_to be likely to lead to success,
then let them persevere under the best available mas-
ters here, and later go abroad to study harder than
ever; to gain experience, as wide as possible, upon
the stage; and, if successful, then to return to Amer-
ica, to work harder still, but to reap the full reward
of their labors! All of this is just what I did, and
I can only advise the student to do the same.

Yes, opera singing certainly can be studied in Amer-
ica, but it can be studied better, and to better advan-
tage, in Europe.

GEORGE HAMLIN.

(Distinguished Concert Singer who will make his début
as an Opera Singer this season.)

I believe it is at least very essential for a student to
go abroad if he contemplates an operatic career.

It is possible, perhaps, for a singer of extraordinary
ability to secure an appearance and meet with success
in opera without the experience of European training
and all that goes with it, but, just as a man of no edu-
cation may be a great success in business in spite of
this lack, it does not prove that the education is not
an advantage. Tn fact, for an operatic career, it is

almost indispensable if the student expects to make
himself an artist of the first rank.

True, we have here in America vocal teachers quite
as good as those found in Europe, but there is much
more to consider than just the vocal side for an oper-
atic career, and that is the histrionic side and the mat-
ter of interpretation and the experience of doing and
seeing, for this is the best teacher of all. Therefore,
since the opportunity for hearing and for gaining ex-
perience in operatic work is so much greater in Europe,
[ say the study abroad is most essential.

In Germany, for instance, there is an opera company
in nearly every small town, and although one will hear
some very bad singing in most of these, still the op-
portunity is there to hear the operas over and over
again at a very reasonable cost and to come in con-
{act with those who are associated with the orera
and who are competent to coach a singer in the various
roles, and it is the opera coach of ability that is hard
to find in America. Then in Europe much more at-
tention is givcn to interpretation and, especially, to
diction, something which is sadly lacking in the teach-
ing here.

Then in this connection, too, a residence abroad gives
much better opportunity for mastering the languages,
and all opera singers with any repertoire to speak of
must be familiar with French, German and Italian,
especially at the present time.

Now that there is agitation for opera in English,
perhaps the necessity for the languages may be less in
the future, but that remains to be seen. For some
time at least the principal operas from the French,
German and Italian will be sung in the language in
which they were written by the leading opera compa-
nies.

However, I believe it will not be long before all
our operas will be sung in-English, and because of
the large number of Americans who are and will be
available for opera, and because the public is becoming
more and more independent of Europe and things
European, this will help to bring this about, and then
the demand for English opera will stimulate the crea-
tive musicians here. When that time arrives, perhans
Europe will have to send here for their operas and
opera singers—stranger things have happened before.

RICCARDO MARTIN.

(The exceptionally successful American tenor of the
Metropolitan Opera Company. Mr. Martin was
a piano pupil of Edward MacDowell.)

The question has so often been put to me as to the
proper course for the American singer to pursue who
is ambitious to shine in opera that I feel the detailed
consideration given the matter by THE ETUDE to be
particularly fitiing. The future of the American opera
singer is a broad subject. In so far as it pertains to
the necessity of the young student to visit Europe
for further perfection or to ob*ain a successful début,
I feel that individual cases require individual treatment.

In the main, to take first the simple question of
study, there is liitle doubt that there are competent

teachers of voice production and style in our own land
who measure up to the abilities of those who hold
forth in European music.centers.

Primarily, the student who has the apparent quali-
fications to prcpare for an operatic career should
learn how to sing in America and through the help of
American instructors. When the voice is well de-
veloped, reasonably well contro’led and a knowledge
of foreign languagcs obtained, it is right to look toward
the country beyond the Atlantic.

I believe that the student who has memorized sev-
eral roles before sailing for Europe is better qualified
to take up the practical s'de of operatic study uron
arrival. But the practical study, and the experience
coming from it, can be had in Europe alone. Our
opera houses are not for the operatic beginners, as
most music students who have followed the question
carefully know.

Our singers who are seeking operatic careers must
have the practical training to prepare them for posi-
tions. The education of the opera singer begins with
a first appearance before an audience. It is not suffi-
cient merely to sing an aria capably, or to indulge in
a passionate love scene with a chair—representing a
prima donna—or to fight a duel to the death with one’s
teacher. What really is needed is a rehearsal in an
opera house with experienced principals, a stage man-
ager ready and able to criticize every movement and a
chef d’orchestre whose ambition in life seems to be
to discover faults and to remind the singer of them

Just now there are no opera houses in this country
where such expericnce is to be had, and this makes it
imperative for the American opera student to go abroad
o find it. As for the European début, that, {oo, is re-
quired before the singer will even be considered by
the managers directing the affairs of our operatic
organizations. The stezdy increase in the number of
American singers who have succeeded in opera indi-
ca‘es that within a few years we shall be in the ma-
jority, and I fcel that intelligence, care in the work to
be done and in its method of accomplishment will
surely enable the naturally equipped American singer
to win in the difficult profession of opera.

MR. HENRY RUSSELL.

(Director of the Boston Grand Opera Company.)

The question of whether or not it is absolutely neces-
sary for the opera student to go abroad for s'tudy or
for a successful début has been asked very frequently
in recent years since the demand for grand opera has
begun to grow. Under the present condi‘ions, with
grand opera firmly established in but five cities in the
United States—namely, Boston, New York, Ch‘cago
Philadelphia and New Orleans—it would be indeed 1
daring man who would declare that the American singer
h‘ns the necessary opportunity for studying in prepara
tion for a grand opera career, for study in grand
opera embraces not only the perfecting of one’s s-1If
vocally, but the practical participation in performances
. I am very hooeful as to the outlook for e+and opnr\n
in America, and already there are plenty of indirntir:m\’




that in the near future nearly every large city in this
country will have an opera season of its.own; but as
matters are constituted at present, but few native sing-
ers have the opportunity of rising above the average,
and it is principally through lack of opportunity. Amer-
ican audiences, and 1 say this without any intent of re-
proach, demand celebrities in operatic casts. They are
unwilling to have the management “nurse” individual
singers until they develop to the full extent their latent
talents, and those in charge of the grand opera per-
formances have nothing left but to bow to the will
of the people.

To summarize, | would say that if you, young sing-
ers. have the voice and the ability, go abroad by all
means,

HENRI SCOTT,

(Now leading Basso of the Philadelphia-Chicago Grand
Opera Company. Seasons of 1909-10, Manhattan
Opera House, New York; 1910-11, Teatro
Adriano, Rome, Italy.)

Jeing a living example of the negative, my answer
to this question must be foreseen. If I had ever en-
tertained a doubt upon the subject, my personal experi-
ence and observations in Europe during the past year
and a half would have removed it.

It is doubtless known to the readers of TuE Etubt
that there is at present a number of American teachers

of singing busily engaged in prominent European:

cities, but I wonder how many are aware that Euro-
peans are nowscoming to America to learn the art of
singing? Such is true, however.

Therefore, the fact being known (and it is a fact)
that the world's best vocal teachers to-day are in Amer-
ica, together with the knowledge that the study of for-
eign languages with nalive teachers, giving the correct
pronunciation, is within the reach of everyone; also
that competent teachers of stage deportment abound in
this country, why is it necessary to go abroad to
s‘udy?  You say for “atmosphere”—for experience.
But vou have the “atmosphere” right here at home,
if vou will but look around you. And how often sing-
ers. ambitious for an operatic career, voluntarily lose
chances for gaining experience by refusing to take pan
in some amateur organization, or with a small profes-
sional company. [ have seen professional companies
in Furope whose work fell far beneath that which is
often presented by amateurs in America.

A number of cases came to my notice while in Italy,
of students who should take to heart the advice con-
tained in a statement made by Mr. Tito Ricordi,
of the famous Italian music publishing firm, on the
oceasion of his visit to the United States last winter;
that it was a great mistake for foreigners to go to
his country in the hope of making a career there, they
being either oblivious or regardless of the fact that
the Italian audiences are prejudiced against foreigners,
and the difficulty of correct pronunciaiion of the Italian
language is sometimes too great for them to overcome.

A certain railway advertisement reads: “See Amer-
ica first.” How much better it would be for many
of those American students who have been working in
Europe for four or five years without accomplishing
anything definite towards reaching the goal of their
ambition, if they had “studied in America first!”

Impresarios of our prineipal opera houses are con-
stantly hearing singers with beautiful voices, and they
frankly admit that there is nothing in Europe like the
American voices. But what use are they to the im-
presario? Even supposing they know one or two, or
even five operas, if they have had no experience what-
ever on the stage, he is obliged to pass them hyv—for the
present.

To the serious student with ambitions for an oper-
atic career, | recommend the familiar saying. slightly
modified, which has bheen my motto for many years,
viz: “Opportunity knocks at everyone's door—w/io is
l'(‘t!d_\'f”

Given a good memory, patience, a capacity for work,
ability to withstand the flattery of admiring friends,
and a willingness to dispense with false pride in the
matter of experience, there is absolutely no necessity
for the opera student to go abroad either to study or
for a début. /

HERBERT WITHERSPOON.

(Leading Basso of the Metropolitan Opera Company.)

I believe the art of singing can be studied as well
in America as anywhere else. There are few excel
lent vocal teachers, and we have our share of the good
ones, while there is less danger of falling into_ the
hands of a charlatan in one’s home country than abroad.

In our large cities we hear the hest artists, and in the
Metropolitan Opera House of New York we have the

“other hand, has many sma
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largest aggregation of great singers in the world, ?)ndé
since the remarkable improvement in ensemble, the est
opera to be heard anywhere. Therefore, th.e studen(;
in New York and now also in Boston, Chicago an
Philadelphia, has the privilege of hearmg.the best~
a matter of vital importance—and of studying with as
good teachers as are available to-day.

"~ Where we are lacking is in the acquirement of for-
eign languages. | know of no country where lan-
guages are so badly taught as in America, and few
of our students possess even a moderate degree of
practical fluency in any foreign tongue.

As for début, 1 say without hesitation, go to Europe.
Here we have only great companies in which begin-
ners can get no chance. Our attempts along lgss am-
bitious lines are not of such a nature as to give the
young singer any valuable experience. Europe, on the
! Il opera houses in which the
nce—the best of all teac.h—
1 repertoire
ng with-

débutant can gain real experie
ers after the voice is developed and a small 1
learned. In these houses the beginner can Si i
out fear of unfair comparison wi:h old and tried artists.
So study where you can find the best teacher, and hee.lr
the best singers; but début in Europe—preferably in
Italy. There you will sing the lyric repertoire, vsjlth
which all should begin, and there you will learn Ttalian,
the basis of correct diction and enunciation.

A WARNING TO AMERICAN GIRLS.
BY ALICE NIELSON.
(Prima Donna Soprano of the Boston Opera Co.)

I THINK it was Oscar Wilde who once said that all
advice is stupid, and that good advice is absolutely
fatal. 1 have often realized the pathetic truth con-

Avice NirLson.

tained in these words when I have endeavored to per-
suuglc some of the innumerable students who ask mv
advice not to go to Europe, but the determination and
strong will which, when used in the right direction
produces such admirable results for the Americaﬁ
woman, proves their worst enemy when it leads then
as it a}ways does, to sail for those shores with th1
conviction that a great operatic future await,s th :
the other side of the ocean. T

It is in vain that one quotes the innumerable

bins 2l S cases
of failure, misery and even starvation which haye been
thrust under our notice as the result of these European

adventures, and it even serves no purpose when |
tempted to outline some of my own bitter S
on the other side; and yet, T was more for
111_c rest. I did not go to Europe, as everybody know
with a view to taking up the study of —gran-d nO“-S.
hut went there as a full-ledged c—umic oper: Ol)f‘lii.
donna at the head of my own company 1:_1ud‘l i
what was considered by the London puhlin e
success at the Shaftesbury theatre, C
[t was there through the late Gonsuelo, D
of Manchester, that I made the acquaintan‘ce ol}dl\elss
Mr,

experiences
tunate than

a4 great

e of the most eminent teachers

. ioing in London. He heard my voice and told
of singing sting my career and my strength in sing-
me I was waind s 2 form of entertainment which he
ing and danccon:ider legitimate art. To "be brief, Mr.
refuse1d tc;fered to educate my voice and refused to
itésespet la:y compensation for doing so. He intr'n(l_uCed
oiis padi Tosti, who also gave me SOme \alual?le
instruction and I was soon br_ou.ght into contact with
such composers as Boito, Puccini and other prominent

Henry Russell, then on

men.

Nothing could have looked more like a royal road

to fortune, and yet with all this influence T had to
the great question of where I was to make a

Mr. Russell, although 2 teacher of vast experi-
ledge of his art, like other singing

face
début.
ence and great know
masters,
getting singers la
that sheer merit was .
discovered that in Europe if an :\mcrfc:m woman was
to get a hearing at all, 1t was perfectly useless to
depend upon merit alone. |

Fortune, however, continued to smile on me, and
with the aid of high influence I was (ing‘agcd to open
the grand opera season .at Covent Garden of 1904,
Madam Destinn and I made our bow together to the
London public for the first time; she sang Donna Anna
in Don Giovanni and 1 sang Zerlina, while Renaud was
the Don. I made a great success, but notwithstanding
this brilliant beginning it took me five years of hard
work to obtain the position which the American public

unched into opera houses, but thought
in itself sufficient. But I soon

has been good enough to give me in the opera and
concert field to-day. Although, as I have previously
stated, T was much more fortunate than the majority
of American girls who go to Europe for the first time,
I do not hesitate to tell them that if | could have my

experience over again, instead of waiting around Eu-
rope and fighting the undisguised prejudice which
there is against American débutantes, | should aim at
cetting an engagement right away in one of our lead-
ing American opera houses.

Of course, six years ago it was not so easy as it is
to-day. First of all the Metropolitan Opera House
was the only operatic institution in America, whereas

to-day there are four fully equipped opera houses in
the United States and a complete ope ic organization
in Montreal. If one looks down the lists of singers
engaged in most of these opera houses a very fair per-
centage of American names is to | und, and 1 be-
lieve the Boston Opera Company, « vhich for two
years I had the privilege of being a member, has given
opportunity to dozens of Americ ind women to
make their operatic bow Bostor moreover, is
equipped with a complete operatic scl which is run-
ning in connection with the New ind Conserva-
tory and which is under the directi f no less a man
than Arnaldo Conti, who was for me time leading
f/tef_ d’orchestre of the Boston oper ouse. i

\\"hgt more ideal conditions for st can an Ameri-
can girl desire? Here at least she will he sure of a
square deal, as we say. If she has not the necessary
talent she _\\'ill not be accepted, whereas in Europe 1
g? not hesitate to say that there is no singing master

singing sc ‘herei 1l recei
P g s o e
are demanded of her. Asg ln‘li‘qm“.’ ,l: :VI::‘“\:iH“v\"vr

get the. trl[th about her qualifications for an operatic
career in Europe she never will, at e while she has
eno\ugh money to purchase unfulfilled promises.

"”1(' streets of Paris and the streets of Milan are
literally watered with the tears of \merican girls
\\'h_ﬂSc dreams are unfulfilled. whose hopes are disap-
pointed and whose ambitions .
of them remain over there fr
to return to their pare
1he§' dare not tell.

The conclusion is obvious,

are unattained., Many
from sheer lack of courage
nts with the sad stories which

i and let parents take warn-=
inga . 4 : par take wi
n(i to (llllc-Amenm" girl of voice and talent who can-
not he ‘;‘l procure a hearing in her own country will
tﬂd)e to do 5o eleevhore and she will be 'h(‘tl('l‘

a th A . and sl
ousand times if she devotes her life to some

other purpo )
se for . X
her, which undoubtedly nature has fitted

THERE is no limit outside

and energy as to wh
of music to-da

of your own will power
to at you may achieve in the world
Y 1t you so cl
th‘ 2 Y ) S0 ChooSse,
w‘i"(tm]_y thing that holds us b
at men > dc
e ndz:rt»d(‘!'“'h:” men may do! what men
thc.Bard' fo\ knowing what they do!” So sings
i pLaAvon, and it behooves us
.are about if we
while,

For most of us,

to know what
would attain anvthing worth
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entirely. Think that if you fail in your efforts, thoula-
.nds of singers have failed in a similar manner in
their student days. Success in singing is at the end
of a tall ladder, the rungs of which are repeated
failures. We climb up over our failures to success.
Learn to fear nothing, the public least of all. If
the singer gives the audience the least suspiciog that
she is in fear of their verdict, the audience will de-
tect it at once and the verdict will be bad. Also do
not fear the criticism of jealous rivals.

b |

THE‘ STORY OF THE G,.[.:IA];LE}]:IC}]R meYt with immediate and enormous appreciation, 1

In February, 1909, THE ETUDE commenced the first of this series of ports ait-biogra.phies. _ The : The biographies have been written by Mr. A, S, 4
was an original project created in THE ETUDE offices and is entirely unlike any previous journalistic mventéon.f o ohd idéats oo 1 teachers. More tfgan e
Garbett, and the plan of cutting out the pictures and mouniing them in books has been followed by thotgan st - wigt)h  fexmation which cannot be obtaitad
hundred of these portrait-biographies have now been published. In several cases these have provided rea eThe o lery wil be continve d as long #s practical’

even so voluminous a work as the Grove Dictionary. The first series of seveaty-two are obtainable 1n book form.

> (@)
o
F®

“BEL CANTO™

The Foundation of All Successful Operatic Singing
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GUSTAVE CHARPENTIER.
(Shar-pahn’-te-ay)

CHARPENTIER was born at Dieuze,
Alsace-Lorraine, Jume 25, 1860. At the
age of fifteen he went into business
for two years, but studied music at
the Lille Conservatoire. After carry-
ing off many prizes he went to the
Paris Conservatoire in 1881, and stud-
ied violin under Massart and composi-
tion under Pessard. In 1885 he en-
tered Massenet's composition class,
and two years later won the Grand
Prix de Rome. Among the works he
brought back with him from Italy was
the orchestral suite, Impressions d'lta’ie,
which rapidly became famous, and is
frequently heard in America. He also
composed his La Vie du Poéte, a “‘sym-
phony-drama” for orchestra, solo ¢nd
chorus, to words of his own. He
wrote other works, including the opera
Orphée, and much choral and orches-
tral music, but the most remarkable
work Charpentier has yet accomplished
is his “musical romance” Louise, which
was produced at the Opera Comique,
Paris, in 1900, This work was first
heard in America in 1908, when it was
produced in New York under Ham-
merstein’s management. Here, as else-
where, it created a great impression,
and is one of the most notable ex-
amples of modern French opera. Char-
pentier is deeply interested in the
social problems of the day, and has
voiced many of his opinions in this
work—its remarkable libretto is his own

work. (The Etude Gallery.)

- Cut out on heavy black line, paste along this margin and insert in scrap book.

CHARLES LOUIS AMBROISE
THOMAS.
(Toh'-mas)
THoMAS was born at Metz, Lorraine,
August 5, 1811, and died in Paris, Feb-

ruary 12, 1896. He was the son of a

musician, and played the violin and
piano while still a child. At the Con-
servatoire he won the first prize for
piano, 1829, for harmony, 1830, and the
Grand Prix in 1832. He also studied
piano with Kalkbrenner, harmony with
Barbereau and composition with the
venerable Lesneur—who used to call
him his “leading-note,” because he was

so sensitive and because he was Le-

sueur’s seventh pupil to win the Grand
Prix. He returned from Italy with a
cantata, a mass, a fantasia for piano
and orchestra, and other smaller
works. Very soon, however, he com-
menced producing works for the Opéra
Comique, and it was here that his gen-
“ijus found full scope. He produced
many tuneful operas, most of which
are now forgotten. The overture to
Raymond is still performed, but Mig-
non (1866) is frequently given entire
in France and elsewhere. The deli-
cate en:ir'acte from Mignon is very
popular, and coloratura sopranos re-
gard the polonaise from this work
with the same veneration they have
for the Jewel song from Faust. His
greatest operatic work, however, is
Hamlet (1858). Thomas succeeded Auber
as director of the Conservatoire in 1871,
and instituted many reforms, and did a
vast amount of most valuable work.

(The Etude Gallery.)
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CLEMENT PHILIBERT LEO
DELIBES.
(Day-leeb’)

DELiBES was born at St. Germain du
Val, France, February, 21, 1836, and
died in Paris, January 16, 1891, ' He
went to Paris in 1848 and studied sol-
fége at the Conservatoire, also singing
in the Madeleine choir and elsewhere.
He studied piano, organ and harmony
under Le Coupgpey, Bénoist, Bazin and
Adolphe Adam, and in 1853 became or-
ganist at the church of St. Pierre de
Chaillot, and at other churches, before
finally becoming organist at St. Jean St.
Frangois, 1862-71. In 1853 he was also ap-
pointed accompanist at the Théatre
Lyrique, and soon devoted himself to
dramatic composition. He was so suc-
cessful in this that, in 1863, he was
appointed accompanist at the Opéra,
and two years later became second
chorus master. It was during this
reriod that he wrote his best works,
in the form of ballet music, including
the delightful Coppélia ba'let. He also
wrote a three-act orera, Le Roi l'a dit,
which was produced in 1873. In spite
of much charming music, it was not a
great success, and he returned to the
lighter form, producing the Sy/zia bal-
let and other tuneful works, His
Lakmé, a dramatic work produced at

the opera in 1883, has attained con-
sideratle popularity. Délibes became
professor of advanced composition at
the Conservatoire in 1881, As a com-
poser his fame chiefly rests upon Lis
ballet music. The ‘B Gallsiy3

Cut out on heavy black line, paste along this margin and insert in scrap book.

FRANZ VON SUPPE.

Suppe, whose complete name was
Francesco Ezekiale Ermenegildo Cava-
liere Suppe Demelli, was born at Spa-
lato, or aboard ship near it, April 18,
1820, and died May 21, 1895. He
played the flute at his eleventh year,
studied harmony when he was thirteen,
and produced a mass in his fifteenth
year. In spite of this musical ability,
his father was opposed to his follow-
ing a musical career, and sent him to
the University of Padua. Supre con-
tinued to study music, however, and
progressed rapidly,. When the death
of his father occurred, he joined his
mother in Vienna, and after dividing
his efforts befween ‘practicing medi-
cine, teaching TItalian, and following
his musical bent, he finally confined
himself to the last named career, and
accepted an honorary post as conduc-
tor at a Vienna theatre. Similar but
more profitable posts were obtained
at Pressburg and Baden, but Suppe
finally returned to Vienna, and in 1865
became conductor of the Leopoldstadt
theatre, where he remained until his
death. As a composer he produced
a very large number of light operas,
farces and other similar works. Au-
thorities differ as to the éxact num-
ber of his works, but they include at
least two grand orperas, and many of
them achieved tremendous sucéess.
His operetta, Fatinitza, is still occa-
sionally heard in America, but Suppe

Cut out on heavy biack line, paste along this margin and insert in scrap book.

ANNA OLIVIA FREMSTAD.

Ovrive Fremstap was born in Stock-
holm, Sweden, but was brought to
America at the age of 12. Her parents
settled in St. Peter, Minn., but in 1890
Mme. Fremstad came to New York.
She had played the piano at the age
of nine, and soon organized a piano
class. She became soloist at St. Pat-
rick’s Cathedral, but in 1893 gave this
up to go to Berlin, where she remained
for eighteen months as a pupil of Lilli
Lehmann. She made her début in 1895
as Asucena in Il Trovatore with such
success that a year later she sang in
the Bayreuth Festival. In 1897 she
appeared at the Royal Opera, Vienna,
as .B'rangane in Tristan and Isolde, re-
maining in Vienna for three years.
She then went to Munich and became
very popular as Carmen. While she
was at Munich she appeared for two
seasons at Covent Garden, London
Yvhere she first sang the rdle of Venus:
in Tannhduser. Mme. Olive Fremstad
first appeared in New York in 1903
ar.l[d renewled her triumphs in the ab0ve'
role, at the same time i
Fricka, Briinnhilde, Kundr;p?;?{lsggass
Santusza.  She also created a ré)e of
Salome in the American production
of Strauss’ opera of that name She
played the part of Salome in Paris
with success, and also as Veronique in
Bruneau’s opera of that name, and the
French government made her an offi-

is best known by his overtures, Poet Rk of the Academy. As a Wagner
i sin :

and Peasant, etc. (The Etude Gallery.) ger Mme. Fremstad is supreme,

(The Btude Gallery.)
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JACQUES FRANCOIS F. E.

HALEVY,

(Ah-lay’-ve.)
Hartvy, whose real name was Levi,
was -born in Paris, May 27, 1799, and

died at Nice, March 17, 1862. He entered
thfe Conservatoire in 1809, and gained a
prize in solfége in 1810, and a second
prize for harmony in 1811, He then en-
tered Cherubini’s class, and eventually
won the Grand Prix de Rome. He had
tbe usual_ difficulty in obtaining recogni-
tion on h\ls return from Rome. In 1827
his L.firnsan was successfully pmduced'
and this pa‘ved the way for other up(‘ratic,
works._ His reputation increased, but he
;Ylisl still obliged to write whatever was
1kely to attract attention, often to very
%oor hlxbrettos._ In 1835, however, he
];?:eg__t’“:)ut his best known work, La
e e Jewess—and ten months
prie s su’c;;essft.:l comcjdy opera called
St ex. i 1€ 1mpression created by
establish‘“ ent \vc’>rk§ resulted in finally
procuredm}g1' Halévy's _reputation, and
LT, is entranc.e into the Institut.
Rt er dramatic works followed,
othing to equal Lg Juive

zrfld hgeneral excellence,
toirte eail;t Drpfessqrs of the Conserva-
teachve'r f“'l”‘? still a student was a
professoo fsolfcge_ He was appointed
A an::l °f harmony, 1827, of counter-
1840, Tn th?sgue‘ 1833. and composition,
infachie manfraﬁc‘}:y he exerted a great
becoming fam'ous les pupils afterwards
ing. s Bazi'ntf most flotable be-
) and Massé, He also

taught By
‘ et—wh A :
his daughter. 0 afterwards married

in power
He became one
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[Ep1TOR’'S NOTE, Mme. de Pasquali, who succeeded Mar-
celle Sembrich as coloratura soprano at the Metropolitan
Opera House in New York, is not an Italian, as her name
suggests, but an American. She was born in Bostm_z, m%d i8
a member of the “Daughters of the American Revolution.
Her career is particularly interesting 1o I*.]TUDE.r(’ad_C‘TS ?be-
cause all of her musical training was received right in f\ew
York City. She has sung with great success in Elf?Ope,
Mexico, Cuba and South Africa a_n(l has been engaged fm. four
successive years at the Metropolitan Onera House. Her {7}1{8-
vand, Signor Pasauali, is an ardent exponent of the Bcl
Canto” school of singing, and together (01!(» his awife has
made a deep philosophical study of the principles underlying
the most widely discussed vocal methods.]

CENTURIES OF EXPERIMENTAL EXPERIENCE.

“In no land is song so much a part of the daily
life of the individual as in Italy. The Italian peas-
ant literally wakes up singing and goes to bed sing-
ing. Naturally a kind of respect, honor and even
reverence attaches to the art of beautiful voice pro-
duction in the land of Scarlatti, Palestrina and
Verdi that one does not find in other countries.
When the Ttalian singing teachers looked for a
word to describe their vocal methods they very
naturally selected the most appropriate ‘Bel Canto,’
which means nothing more or less than ‘Beautiful
Singing. :

“Probably no words have been more abused in
music teaching than ‘bel can‘o, and probably no
words have a more direct meaning or a wider sig-
nificance, ‘What then is ‘good singing’ as the Ital-
ians understand it? Principally the production of a
perfectly controlled and exquisitely beautiful tone.
Simple as this may seem and simple as it really is, the
laws underlying the best way of teaching how to secure
2 beautiful tone are the evolution of emp.rical ex-
periences coming down through the centuries.

“It is a significant fact that practically all of the
great singers in Wagner roles have first been trained
in what is so loosely termed ‘bel canto’ me.hods.
Laili Lehmann, Schumann-Heink, Nordica and others
were capable of singing fine coloratura passages,
before they undertook the works of the great master
of Beyreuth.

THE SECRET OF CONSERVING THE VOICE.

“In the mass of traditions, suggestions and advice
which go to make the ‘bel canto’ style, probably
nothing is so important to American students as that
which pertains to conserving the voice. Whether
our girls are inordinately fond of display or whether
they are unable to control their vocal organs I do
not know, but one is continually treated to instances
of the most ludicrous prodigality of voice. The
whole idea of these yotng singers seems to be to
make a “hit” by shouting or even screeching. There
can be no milder terms for the straining of the tones
so frequently heard. This prodigality has only one
result—loss o1 voice.

“The great Rubini once wrote to his friend, the
tenor Duprez, ‘You lost your voice because you
always sarg with your capital. I have kept mine
because I have used only the interest.” This his-
torical epigram ought to be hung in all the vocal
studios of America. Our American voices are tco
beautiful, too rare to be wasted, practically thrown
away by expending the capital before it has been
able to earn any interest.

“Moreover, the thing which has the most telling
effect upon any audience is the beauty of tone
quality. People will stop at any time to listen to the
wonderful call of the nightingale. In some parts of
Europe it is the custom to make parties to go at
nights to the woods to hear that wonderful singer of
the forests. Did you ever hear of any one forming
" party for the express purpose of listening to the

From an interview obtained especially for THE ETUDE from the prima donna coloratura soprano of the
Metropolitan Opera House, New Yoik
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One is a treat to the ear,

crowing of a rooster?
the other is a shock. When our young singers learn
that people do not attend concerts to have thei'r
ears shocked but to have them delighted with beau.tl—
ful sound, they will be nearer the right idea in voice
culture.

“The student’s first effort, then,

should be to

preserve the voice. From the' very first lesson

he must strive to learn how to make the most
with little.

MmE. BeErNICE DE PASQUALL

“How is the student to know when he is strain-
ing the voice? This is simple enough to ascertain.
At the very instant that the slightest constriction or
effort is noticed strain is very likely to be present.
Much of this depends upon administering exactly the
right amount of breath to the vocal chords at the
moment of singing. Too much breath or too little
breath is bad. The student finds by patient experi-
ment under the direction of the experienced teacher
just how much breath to use. All sorts of devices
are employed to test the breath, but it is probable
that the best devices of all are those which all sing-
ers use as the ultimate test, the ear and the feeling
of delightful relaxation surrounding the vocal organs
during the process of singing.

COURAGE IN SINGING.

“Much of the student’s early work is marred by fear.
He fears to do this and he fears to do that, until
he feels himself walled in by a set of rules that
make his singing stilted. From. the very start the
singer, particularly the one who aspires to become
an operatic singer, should endeavor to discard fear

succeed if I persevere.’ th .
quire those habits of tranquility which are so es-

sential for the singer to possess.

“Affirm success. Say to yourself, ‘I will §urely
In this way you will ac-

THE REASON FOR THE LACX OF WELL TRAINED
VOICES.

“There are abundant opportunities just now for
finely trained singers. In fact there is a real .dearth
of ‘well equipped’ voices. Managers are scouring the
world for singers with ability as well as the natural
voice. Why does this dearth exist? Simply because
the trend of modern musical work is far too rapid.
Results are expected in an impossible space of time.
The pupil and the maestro work for a few months
and, lo and behold! a prima donna! Can any one
who knows anything'about the art of singing fai.l to
realize how absurd this is? More voices are ruined
by this haste than by anything else. It is like expect-
ing the child to do the feats of the athlete without
the athlete’s training. There are singers in opera
now who have barely passed the, what might be
called, rudimentary stage.

“With the decline of the older operas, singers
evidently came to the conclusion that it was not
necessary to study for the perfection of tone-qual-
ity, evenness of execution and vocal agility. The
modern writers did not write such fioratura passages,
then why should it be necessary for the stud.ent
+6 bother himself with years of study upon exercises
and vocalises designed to prepare him for the operas
of Bellini, Rossini, Spontini, Donizetti, Scarlatti,
Carissimi or other masters of the florid school? What
a fatuous reasoning. Are we to obliterate the les-
sons of history which indicate that voices trained
in such a school as that of Patti, Jenny Lind, Sem-
brich, Lehmann, Malibran, Rubini and others, have
phenomenal endurance, and are able to retain their
freshness long after other voices have faded? No,
ii we would have the wonderful vitality and longevity

of the voices of the past we must employ the
methods of the past.

THE DELICATE NATURE OF THE HUMAN VOICE.

“Of all instruments the human voice is by far the
most delicate and the most fragile. The wonder is
that it will stand as much ‘punishment’ as is con-
stantly given to it. Some novices seem to treat
it with as little respect as though it were made out
of brass like a tuba or a trombone. The voice is
subject to physical and psychical influences. Every
singer knows how acutely all human emotions are
reflected in the voice, at the same time all physical
ailments are immediately active upon the voice of the
singer.

“There is a certain freshness or ‘edge’ which may
be worn off the voice by ordinary conversation on
the day of the concert or the opera. Some singers
find it necessary to preserve the voice by refraining

from all unnecessary talking prior to singing. Lon«
continued practice is also very bad. An hour fs
quite sufficient on the day of the concert. During

the first years of study, half an hour a day is often
enough practice. More practice should only be done
vnder special conditions and with the direction of a
thoroughly competent. teacher.

“Singing in the open air, when particles of dust
are blowing about, is particularly bad. The throat
seems to become irritated at once. In my mind
tobacco smoke is also extremely injurious to the
voice, notwithstanding the fact that some singers ap
parently resist its effects for years. I once suffered
severely from the effects of being in a room filled
with tobacco smoke and was unable to sing for at
‘least two months. I also think that it is a bad plan
tc sing immediately after eating. The peristalic ac-
tion of the stomach during the process of digestion
is a very pronounced function and anything which
might tend to disturb it might affect the general
health.

“The singer must lead an exceedingly regular
life, but the exaggerated privations and excessive
care which some singers take is quite unnecessary.



24

The main thing is te endeavor to determine what
is a normal life and then live as near to the normal
as possible. 1f you find that some article of diet
disagrees with you, remember to avoid that article,
for an upset stomach often results in a complete de-
moralization of the entire vocal apparatus.

“1 have given quite a little consideration to some
things which some of the readers of Tue ETupeE may
consider a long ways from ‘bel canto,’ but as the
singer advances in experience, he learns that the
condition of the body is a matter of the very greatest
importance.

SOME PRACTICE SUGGESTIONS.

“No matter how great the artist, daily practice,
if even for not more than forty minutes a day,
is absolutely necessary. There is a deep philosophi-
cal principle underlying this, and it applies particu-
larly to the vocal student. Granting that the practice
is conducted in a successful manner, each minute in-
telligently spent in practice makes the task eas’er and
the voice better. The power to do comes with doing.

“A part of each day’s technical practice should be
devoted to singing the scale very slowly and softly,
with perfect intonation. Every tone should be heard
with the greatest possible acuteness. The ears
should analyze the tone quality with the same scrut-
iny with which a botanist would examine the petals
of a newly discovered blossom. As the singer does
this he will notice that his sense of tone-color will
develop. He will become aware of beauties as well
as defects in his voice which he may never have
suspected.

“Much of the singer’s progress will depend upon
the mental model he has before him. It stands to
reason that the singer who has the best of singing
continually within hearing will have a much Detter

“ chance to progress than the one who has no model

to form his opinions upon. This does not imply
imitation in the full sense of the word, but it does
imply that the students should hear as much fine
singing as possible. Those who have not the means
to attend concerts and the opera may gain much
from the records of great singers heard in the sound-
reproducing machines. Little Adelina Patti playing
ns a child on the stage of the old Academy of
Music in New York was really attending a conser-
vatory of music unaware.

“The old Italian teachers and writers upon voice,
notwithstanding the florid style in which their
pupils were expected to sing, did not have much to
do with fanciful exercises. They gave their lives in
the quest of the ‘bel canto,’ and many of them had
difficulty in convineing their pupils that the simplest
exercises were often the hardest. Take for instance
the invaluable scale exercise:

DR
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“Sung in this manner this exercise is one of the
most difficult things to sing. - Nevertheless some
stupid pupils will rush on to florid exercises before
l'hcy can begin to master this exercise. To sing it
right it must be regarded with almost devotional rev-
erence. It must be practiced diligently for years.
Every tone is a problem, a problem which must be
solved in the brain and in the body of the singer and
not in the mind of the teacher. The student must
h‘ulrl up every tone in comparison with his ideal.
]:,\'cr_\' note must ring sweet and clear, pure and free.
Every tone must be as susceptible to the emotions
as a mobile face. Every tone must be capable of be-
ing lnil.(l(‘ the means for some human expression
%omc singers practice their exercises in such a per-
functory manner that they get as a-result voices so
hard and so stiff that they sound as though they
come from me'allic instruments which could only be
:lltcro.(l‘ in a factory. Flexibility, mobility m'.su\'-
ceptibility to expression a-e quite as iml;ur‘;m' as
mere sweetness. After the above exercise has been
mastered the pupil may pass to the chromatic scale
(scala semitonata sostenuto) and this scale should

he sung in the same slow, sustained manner as ‘the
frreeoing.

THE ETUDE

STRENGTHENING THE VOICE.

“] am continually asked how the voice may be
strenythened. Some students seem to think that 1
must have some wonderful formula whic.h they can
inject hypodermicglly and which will bring them a
full round voice at once. 1 have no secret, 10
mystic plan, nor do 1 believe that any other singer
possesses a secret. If the breathing is'right and the
vocal organs are in a normal condition, the onll‘y
thing which will develop strength 1s regular daily
practice of such an exercise as the above. The great
trouble is precisely that which 1 mentioned at the
cutstart. Pupils expect results too quickly. [If the
results do ‘not come at once the pupils are disap-
pointed and their slender enthusiasm commences to
wane. The exercises are practiced with less care and
ere long the pupil condemns them as worthless.

“Of course it would be idle to say that any ex-
ercise will produce a very strong voice where nature
has not provided the rght basis. But persistence,
particularly persistence under the direction of a good
tcacher will often accomplish wonders.

«Bel canto, then, is the style of singing which
cdmes as the result of a natural growth and not
artificial forcing. Some singers have voices ‘which
mature much more rapidly than others. ~Again some
singers have such well poised intellects that they are
able to grasp the vocal truths more rapidly. TFor
the ambitious students who aspire to become great
in the vocal world, T can offer no. more useful motto
than the following from the great aesthetic philos-
cpher and poetical teacher, Goethe:

“ “Without has‘e. without rest, the longer
the study of preparation, so much larger and
richer will be the success crowning the
artist’s carear. On the other hand, nothing
is more certain to bring dismal failure as
insufficient preparation.’

“ 5 this 1.t me add the old Italian motto: ‘Chi
va piano, va sano e va lontano. ‘He who goes slowly,
goes safe and far.”

A PROLIFIC OPERA COMPOSER.

AN interesting but forgotten composer of opera is
Reinhard Keiser. In his own day—he was contem-
porary with Handel—he was regarded as a very
creat master, and und-ubtedly he possessed high
artistic attainments. Ile composed 116 operas for
the Hamburg theatre, cach containing from 40 to
50 airs, besides operas in collaboration with others,
and sacred music. Grove's Dictionary gives the fol-
lowing interesting account of him:

“Keiser was luxuricus and self-indulgent, and led
an adventurous life, but without sacrificing his love
of art or his taste for intellectual enjoyments. In
1700 he opened a series cf winter concerts, which
formed a remarkable combination of intellectual
and sensual gratification. The most accomplished
virtuosi, the finest and best-looking singers, a good
~rchestra and carefully selected programs furnish-
ing the former, and a banquet of choice viands and
\-:vimis the latter. In 1703 he assumed the direction
of the opera in conjunction with Driisick i
partner absconded, and the whole 1)ur(lenetieiblu1t1p}2)1§
the shoulders of Keiser. He proved equal to the
cmergency, for in one year (1709) he composed
mgh.t operas, married the daughter of a Hamburg
]):ltl‘l(;lilﬂ. and mtlsician to the municipality ‘Olden-
burg, :m'(l. h:lvmg' completely reinstated his affairs,
plunged into all his former extravagant indulgence.”

AN IMPORTANT EXAMINATION.

Mwye, Evmma Eawmes, the famous operatic soprano
suggests that all operatic aspirants, before oroinf;'
abroad for study, should have their voices exar;in:l
by a competent and impartial committee, and Shﬂlli(l
be insured sufficient funds to guarantee a livine i
\\.'hatever European capital may be selected Sh: e
sists that many of the American students whovgo al mi
have to live under conditions of greatest )ri\')'rt(?a(
and that many have so little real vocal talent tlhat ‘tlhm'IT
work will be wasted. She continues : 5

"()nll_v this morning my doctor told me he had 1
ca]lc.d in by a young American woman who a l? i
to give her a tonic. The doctor made an in(S ;
as to how she had been living,
cooked enough rice to last her a
Meanwhile she had been taking si
practicing.”

d him
vestigation
He found that she
we.ek on Sundays,
nging lessons and

—_—

“I can find the soul” (Geist) of mu
place but in love.”—Richard Wagner.

sic in no other

READING AHEAD.

BY HARRIETTE BROW ER.

The importance of readin.g ahead cannot be. 0"el‘e§ti~
mated, but our efforts to mdugc the l'earner' to think
ahead may sometimes be \\'uclull'}' misapplied. One
pupil said: “You say 1 muSt.thl.Ilk :?\head—an(-j 50,
from the very first measure Of .thls piece 1 begin to
think of that passage on the third page. \Yhere I am
apt to fail.” It was explained tl-lat i‘t}llhkmg ahead”
did not involve looking ahead for failure. Another
instance is that of a young girl who has great diffi-
culty in keeping time, even with the metronome—
1)eca-use she doesn’t know what is coming next,
When reading at sight she was advised to look
ahead in order to be ready for the next note or
chord. Her reply was that she never could look
ahead, because then she would forget to do what she
had to do at the right moment. The same child,
when urged to look quickly at both parts when
playing hands together, said that would also be
impossible, as she had been instructed at home to
do but one thing at a time!

IMPROVING ARPEGGIO CHORD PLAYING
BY EDWARD ELLSWORTH HIPSCHER.

WHyY do we so often hear arpeggios done in such a
slovenly way? The arpeggio, really one of the most
beautiful embellishments capable of e¢xecution on the
plano, is quite commonly nothing more than an
unintelligible blur of tones. It is not the measured
arpeggio, written out in so many cighth or sixteenth
notes, that suffers most, but the truc arpeggio indi-
cated by a wavy line before the chord
effect borrowed from the harp and should be ex-
ecuted in im‘tation of it. Everyone who has heard
a harp well played will recall with what clearness
each tone of its arpeggios was heard., There is a
crispness about its arpeggios which at once attracts
the ear, even though the tones be sounded in the
midst of a large symphony orchestra. Except for
the individuality of tone of the two instruments, the
piano is capable of reproducing this effect to a re-
markable degree.

Usually, the blurred effect is caused by the fingers
being placed on all the keys to be pressed down.
After this the hand is pushed from left to right, and
the. whole chord is given a “mashed.” '
cution which is anything but an wsthetic joy. To
correct this we must have that crisp “clear-cutness”
which so distinguishes the parent instrument of this

This is an

embellishment,

Select a chord with four notes for each hand.
Sound these notes from lowest to highest. counting
one, two, three, four, five, six, seven. eight—one

count to each note. Count slowly [ave the fingers
11fted well above the keys, and at the proper time
et each one fall with a quick, sharp stroke on its

key. When this can be done with perfect evenness
a J g i

.nd clearness, gradually quicken the rate of execu-
tion,

i 'OLet‘ the t?me grow more rapid and more rapid,
you can no longer count to the single notes.
T.hen play two notes to a count; then four; then
Clgl'ltf and finally play all the notes with the utmost
rapidity, allowing for all only a small, initial part
of a count in moderate movement
The one essential is that all the

: time each tone
must stand out clearly

in 1 ' by itseli—not staccato, but
a2 LAy legato. If the tones become in the least
dlurred—and, for som

. e time, thev wi i BACHE
begin e, they will be blurred

\'elﬂcit\?_gngo st]{'l).wl,\»_ n’nd gr:nh’l‘;ln\ work up the
many times L )'1]isl iEncdtedly. H"f trouble will l_)e
get from this 11‘1 A the ‘“hlo(-l enjoyment you will
Occasijon: il Sk 'm."h('”“h”“"“

eckioh st o 1 seth, e S
beginning ;Vitl{ ‘tl)l $ lm }‘1:‘3' the two hands together,
Siml!lt:m(,ml;l’ / e (‘r\\t'st tone for each hand and
Put the sam Yy sounding one tone with each hand.

same method of execution must be observed,

if we are to attai
attain that cric R ] .
charm of the Midet t crispness which is the chief

Do not beco i
me discourag
the feat at the first trial, g

technica] 3 .
; point brin
artist’s goal. gS us

if you do not master
Each new victory over @
just so much nearer the

indistinct exe-*

i

HOW WAGNER WROTE «“PARSIFAL.”

Wagner a “Buhnenweil-
festspiel,” or consecra-
tional stage festival play.
He has preserved the
religious ‘element in a
remarkable manner. The
play was first produced
July 28, 1882, at Bay-'
reuth.. While it pre-
serves the ‘leit-motiv”
scheme  of construction,
the *versification differs
from Wagner’s previous
masterpieces: :in T he

Ring. The legends of {
i madatk the Holy . Grail - which
_ R: WAGNER. . -~ = form the basis- of the

‘ . . opera :’ were ; always
uppermost in- Wagnér's mind.. In' the legends, fpe
instance, Lohengrin is the son of Parsifal. Wagner
began to. write the music of Parsifal in- his sixty-
fifth year. ‘It took nearly five years to complete the
work for. performance, although the' poem Jtself
Was ‘finished" in- 1877, and ‘the music in’1879.5" By
the terms of Wagner’s will {his opera was restricted
‘to‘the Bayreuth Opera House until 1913. However,

in 4993 the opera was produced in New York unaer -

the direction of-Alfred Hertz with the following
singers in the cast: Ternina, Burgestaller, Muehl-
mann, ‘Blass and.Van Rooy. “The Parsifal legends
are founded upon the semi-epic poems of Wolfram
von Lschenbach, "written about 1204 An excep-

tionally good presentation. was ' given in English
under the direction of Henry W. Savage. The'
above illustration is from a picture of the Savage.

production. : ) -

Many critics fail. to class. Wagner’s Parsifal as
his greatest work. Some feel that his masterpiece
is Die Meistersinger.

" THE LAST WORK OF WAGNER,

Parsifal was called by L

THE ETUDE

(Scene from Act 1I1)

THE STORY OF “PARSIFAL.”

Act 1. Forest near the castle of the Grail Kights.
Amfortas;: keeper of the Holy Grail and sworn to
abjure women, has fallen to the charms of Kundry,
thus losing the Sacred Lance. Klingsor, the ma-
gician, secured the Lance and gives Amfortas an
incurable wound. Kundry brings balsam to relieve
Amfortas: ‘A swan -sinks to the ground pierced
by Parsifal’s arrow. This is thought akin to mur-
der by the Grail Knights. Parsifal tells them ‘that
he knows not whence he came. He savagely ‘at=
tacks Kundry for telling him that his’ mother is
dead. = The Knights assume that Parsifal is the
“ouileless fool” whom it has been prophesied was
the only one who could cure Amfortas. There is
a transformation of scenery to the Grail Temple,
where a “great  celebration is in’ ptogress. Here
Gurnemansz questions Parsifal. His answers are
unintelligible, and he is cast forth from the Grail
Temple. : :

‘Acr I1.° Klingsor's Magic Castle.. Klingsor -em-
ploys Kundry to overcome Parsifal: - The scene
changes to a beautiful Garden filled with lovely
maidens.. - Parsifal resists their enchantments and
spurns Kundry. Klingsor hurls the Sacred Spear
at Parsifal. A miracle occurs and it remains.-sus-
pended in the air. Parsifal seizes it and makes the
sign of the cross. The scene changes instantly to
a desert. - Kundry curses Parsifal and tells him that
he will ‘seek the Holy Grail in vain.

Act 111. Vale near the Grail Castle. Many years
have elapsed. It is the morning of Good Friday, in
the Spring. The aged Gurnemans attended by Kun-
dry now lives as a hermit. Parsifal enters with
the Sacred Spear. Gurnemanz recognizes him as
the real head of the Grail Knights. Parsifal pro-
ceeds ‘to the “Temple. There he heals Amfortas
wound with the Spear. The Sacred Grail is il-
lumined, 'and a dove descends from, the dome of
the cathedgal.” Parsifal proclaims himself King as
Kundry falls in the death which relieves her of her
cursed existence.

hearer. to

- posed by tradition to be,

“PARSIFAL”
FAMOUS SINGERS IN «“PARSIFAL.”
I is extremely difficult
to give an idea.of Parsi-
fal'in a condensed ver- "
sion, since the perform-
ance itself  occupies
several hours, and since
it is 'necessary for the
understand
several traditions ’con-
nected with the plot.
The. “Grail Knights are
a body of religious war-
riors sworn . to .protect
the -Holy Grail,. sup-

the “vessel from ~which

Christ drank at the Last

Supper, and - in -which ¢
His, precious  blood was, ;.
received- on Calvary. ' The sacred spear’is supposed
to be the spear with which Christ’s side was pierced.
Despite these religious symbols, the performances are
accomplished in such a churchly manner that there
is no  suggestion of' anything & sacrilegious. The
characters of the opera are Amfortas (baritone),
who: by falling ‘to the charms of one Kundry,
under the influence of the magician Klingsor, lost
the sacred spear and received an incurable wound
from ' it.  Titure! (basso), father of "  Amfortas;
Gurnemans (basso), an ancient knight; Parsifal
(tenor) ;. Klingsor (baritone), a magician,. and
Kundry (mezzo-soprano). Kundry is supposed to
be the woman who sneered at Christ upon the cross,
and who was thus condemned to a life of ' death-
less misery. The first: Kundry was Materna; and
the first Parsifal, Winklemann. Since then most of
the great Wagnerian sifigers have appeared ‘in the
opera.. The most recent Kundry is Olive Fremstadt,
, who appeared at thé last performances -given" at the
Metropolitan Opera ‘House, in New York.

BURGSTALLER.
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CEEICES

“MISERERE”. FROM “IL TROVATORE"—VERDI-
HOFFMAN.

Verdi’s “Il Trovatore” is oné of the most popular
of all operas. It holds its own despite the handicap
of a lurid and extravagant libretto, the ravages of
time, the snders of the critics, and the competition of
more modern works. A good melody will not down,
and “I1 Trovatore” is full of them. Possibly the finest
number is the celebrated “Miserere” and, no matter

what may be said of the remainder of opera, this

particular piece is a splendid bit of dramatic writing.:
There are ipnumerable arrangements of this numbet;”

but one of the most effective, for piano solo s that
by Hoffman, taken from his potpourri entitled “Sou-
venir de Trovatore.”

EVENING STAR—R: WAGNER.

Wagner's “Tannhzuser” contains a number of mel-

odies which have become widely popular. The “Song
of the Evening Star” has appeared in THE' ETupe

previously as an organ solo, for violin and for four
The present arrangement for piano solo is by

hands.
Lange. It is the best of the moderately difficult ar-

rangements.

GAVOTTE FROM “MIGNON”—A. THOMAS:

“Mignon” is the masterpiece of the celebrated French
composer Ambroise Thomas. A number of the mel-
odies from this opera have become very well known

and ‘liked. Of these the “Gavotte,” an instrumerntal
It is very effective in -
the piano arrangement and rather easy to play, hut”

number, is the most popular.

it requirés a dainty and tasteful interpretation.

CARMEN OVERTURE (FOUR HANDS) — G
BIZET.

The overture to Bizét's masterpiece sets  the key-
note of the whole opera; it is brief, but of strong
dramatic import. It starts off with the stirring, al-
most barbaric, military fanfare which is heard so often
in the opera, and it introduces the well-known song
of the toreador. Its modulations are striking, and
the wholg piece bristles with animation. The duet ar-
rangement’ for piano is by the composer himself; con-
sequently his original intentions are strictly preserved.
As this is an operatic number of Tur ETupr, possibly
no better four-hand piece could be offered.

ROMANCE—S. RACHMANINOFF.

This is a beautiful number by the well-known mod-
ern Russian composer and pianist. Rachmaninoff’s
“Prelude in C sharp minor” has become a standard
study and’ concert piece for advanced students and
players. . His “Romance,” arranged by Siloti, is less
difficult technically, but it will require extreme finish
and delicacy. It is one of those pieces which gain
an added charm with each repetition.

MEXICAN DANCE—L. JORDA.

Here is a decided novelty, an original Mexican
Dance by a native Mexican composer. This charming
piece is No. 1 in a set of dances. It must be played
in a languorous manner, and rather deliberately. The
rhiythms may appear rather complicated at first, but a
little close study will unravel them. This piece is
well worth one’s time and attention. It is decidedly
effective when well played.

THE MILL AT SANS SOUCI—H. SCHNEIDER.

“Sans Souci” is the palace erected by the architect
Knobelsdorff for Frederick the Great, in 1745-47, It
stands on an eminence overlooking the town of Pots-
dam, a suburb of Berlin. The famous old “Windmill”
within sight of the palace is the one piece of property
in the immediate vicinity which Frederick the Great in
nowise could acquire, the sturdy miller refusing to.
relinquish it either for gold or otherwise. The com-
position by Schneider is a descriptive piece suggesting
the whirr of the mill. It is a well-written number
and will repay careful study. It should be liked as a
recital number.

A REVERIE
~ of a polka-caprice.

' Delibes’ “Sylvia.”
instruments, means to pluck the strings instead of

THE ETUDE

CHIMES OF THE MONASTERY—F. SABATHIL.

This is another descriptive piece by a modern
weiter. The chiming effect is very pretty a.md the
closing measures in solemn choral style give just the
proper ecclesiastical touch. The bell effect should r}ot
be over-done. Let it sound softly, as though coming
from a distance, rather than cause it to be too promi-
nent. Play the closing passage softly and smoothly.

PETITE RAPSODIE HONGROISE—F. G. RATH-

. BUN.

This is a Hungarian rhapsody in miniature,
stvle of Liszt being imitated cleverly. It has the qsual
Lassu or low introduction in”A minor, and the \Yllder
and more rapid Friska in F major. Pupils of inter-
mediate grade will like this piece, and it should be-
come a favorite at recitals.

ENTREATY (FOR THE LEFT HAND ALONE)—
H. LICHNER.

Pieces for the left hand alone are much iq yogue
at the present time. Several have appeared in THE
Erube of late, and have been welcomed. We now
present another, moderate in difficulty and very me!-
odious. If the pedal be employed properly, as indi-
cated, the piece will go very smoothly, and it should
sound quite as well as though played by two hands.

MERRY CHIMES—N. DE BACKER.

This is a graceful drawing-room piece in the ma-
zurka rhythm, easy to play, but brilliant in effect. The
single grace notes in this piece will be more effective
if played immediately before the beat. They are not

“acciaccature or . short appoggiature, as they are not
.diatonically above or below, the principal melody notes
“which they
«n arpeggio style.

precede, but they are to be played more

AFTER THE BALL—E. BROUSTET.

This is another drawing-room piece, in the style
It is played staccato chiefly, some-
what in the manner of the famous “Pizzicati” from
Pizzicato, as applied to stringed

playing with the bow. On the piano this device can
be suggested only by playing with a brisk and con-
tinued staccato.

ALUMNI REUNION MARCH—R. S. MORRISON.

This is a lively march and two-step, winding up with
the tune “Auld Lang Syne.” It is from a set of char-
acteristic pieces devoted to “College Life.” Any pupil
in the early third grade should do well with this piece,

ATTENTION! MARCH—CHAS. LINDSAY.

This attractive elementary teaching piece is a de-
cided novelty from the fact that not only are both
hands in the treble clef, hut that only the white keys
of piano are employed. In spite of this latter limita-
tion, the piece is so constructed as to give the effect
of being in several related keys. This is characteristic
of the entire set of pieces from which this number
is taken. i

HUNGARIAN SKETCH (VIOLIN AND PIANO)
—G. HORVATH.

This is a bright and sparkling number for violin

ji ’

by. the well-known Hunga.nan composer. It will re-
quire neat and clean bowing,

CRADLE SONG (PIPE ORGAN)—E. GRIEG.

This number is to be found in its original form
among Grieg’s lyric pieces for piano solo. As ar-
ranged by Mr. Kraft, the well-known American con.
cert organist, it makes a most acceptable pipe organ
piece, and in fact seems just to fit the instrument, The
arranger has suggested an excellent registration which
should be followed wherever possible.

THE VOCAL NUMBERS.

Mr. Tod B. Galloway’s many admirer
to see him pictured in this issue, and t
t]‘]ing of his career. His song, “Dear Little Hut,” i
]ns'most recent composition, It is a quaint and » g
taking number, with a touch of Oriental color b

Mr. H. W. Petrie’s “Until the End of Time”
broad and expressive song, .
of his best efforts. It will m

s will be glad
o learn some-

i is 'a
which we consider one
ake an excellent number

for teaching purposes.

the.

Wel‘l‘v Known Composers

of To-day

J B S > L s s N O A N

g* TOD B. GALLOWAY.

Top B. GirLoway was born in Columbus, Ohio, in
1863. His- father, the Honorable Samuel Galloway,
was distinguished .in public life in Ohio for many
years; Mr,; Galloway was educated at the common
schools of ' his. native city and at Amherst College,
Massachusetts; after which he was admitted to the bar =
and practiced:;that profession before being elected
Judge of “Probate, in which capacity he served two
terms. Subsequently he was Secretary to the Governor
of Ohio. While Judge Galloway’s profession has been
that of the law, he has found time to indulge his: love
of music, and has composed a number of songs which
are individual and characteristic. e published first 8

“Seven .Memory Songs.” This included the exception- &
ally successful “The Gypsy Trail.” ILater he published
“Friendship Songs,” and a number others. 3

T i

PERSONAL MESSAGES IN MUSIC. .

BY MRS. R..H, HARDIN ]

WHAT you sing is what you are. The way in which
you play a rhusical ‘instrument is an unfailing index to
your character.

If some aspiring teachers realized what a vital part
they.have mn not only the musical training of children
but in the formation of character, they would rather
sell ribbon behind a counter - than l-m:'age in a work
for wl}ich they are so obviously unfitted.

'To illustrate. A girl of twenty who has studied the %
1(;1af110 for eleven years, and who has considerable ability, 8
megaize551:3?tc<syhe has no use for H]Y".K/UNv by which she i
7 e )ml)psm(.m‘s as Hamlﬂ s A/.drﬂu. Chopin’s

i ne, or. Rubinstein’s Melody in F. The teacher’s
?tnig‘edrretsd;nu{ ;lma?emcnt came f{nln-rinul_\'-——“l suppose
and I have t‘rie)gtto‘()fgml:lll‘\:”.\vS o e Ll
‘20’ to them.” “‘ImnmL(t,::f]"‘{'\ fff"l her with a lot of
favorite selection wit] o \”(-\mk ask for 0NEm
P g h cmn‘ulcm e in her eleven years

A .ad\:al[l){)0111tnxc}1t is generally their portion.
Foritn itk Sllcl:e:ncp~11”'”l"§n a worthy instructor pefs
and reading, byt \Vit?)l‘llm.m.ll perfection ot %cc_hnl.(nw
that a listener wond e it e el U Ta ot ey i’
More often stil] \\-u(it:rsl e i no heart nor s”}l[' o
recognized as g pupil 12: ﬂs“ ?“ iy ."T’lrl who ISAC:!S”-Y i
tation of the teacher’s me }h Tandi In-}';m:cc his 1

Imitation is 1) . U_1‘n(.l or personality is so exacligy
Bl e first fruit of instinct, but it o 48

ght on the blossom of individuali e & okl o

Remember e he 1‘~r\1‘ aua IIV\': : b
what you are al;le to “(:sun “ﬂr]fl is hungry for just 4§
SOmES fox Yoil 10%80in bn aeseiiind T U
occasion as a God-given O)al)plu!m]w ear, regard that
'ng of some soul, or to 11?5>tllln1ty to satisfy the long=
of goodness that may wwaken some dormant quality 3§

ay make the world a little brighter S8

and better; gt |
: y d €a . .
and if you St you will have given of your best,

“Give to the wor i
B best'vs;ili\ orld the best you have, i

come back to you.”

Transcribed by Richard Hof fman
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