absoF or
will be

the imagination
tuning of violin or the
barbaric instruments and such like.
between the fundamental and fifth
sound tolerntly bad to
the difference between a guitar
drum,
not
those who are skilled in carrying
horse races during
sation on fashions
of a Beethoven Sonata.
Percy Goetschius,
his system of
says :
pro·
degree iri which this disagreeable
exactly proportionate to the prominence of

W, S. B. MATHEWS,

experimenting with
m~wn hands
not only justibut have also
the road to a
of facilitating
purposes by means
m1ect1arnc:&I apparatus not new with Mr. Brotheron
contrary_, Henri Herz had it, Logier, and
many others. But Mr. Brotherhood's apparatus has,
nevertheless, the merit of novelty in several respects,
chief of which I comt its exact :relation to the anatomical
construction of the hand, and the psychologj.cal part of
piano-playing. I find that by means of this~ontrivance
it i1 possible to develop, exercise and strengthen any
part of the hand desired,-something which cannot be
done so completely by means of piano practice, no mllJ.t4tr
how assiduous, or how intelligently co-ordinated. "For
instance, the only exercises known to me al! having any
considerable influence upon the extensor muscles are
the slow "Two-finger exercises" of Mason.
In these we do not get any direct st~ngthening of
these muscles through the operation of calling them to
do what physici 8ts call '' work '' 1 because all that we ask
them to do is to raise the finger's own weight against the
pull of the fiexors. In Brotherhood's machiiie, however,
we have abundant means of strengthening them, by
causing them to move weights, just as the fiex:ora are con·
tinually doing and thereby make them an important acoossory to the work ofl~ming to play, The Technicon
jg also excellerit fo:r the wrist training it provides; but as I
said at the outset, the thing that pleases me most is the
thoroughness with which it provides for every part of the
hand. I should say, therefore, that for persons with weak
hands, stiff hands, or for any who desired to abridge the
labor of obtaining control over the band, this instrument
would be a boon. I find, also, that the claims of the
inventor are more than made good in the matter of its
conducing to. the intelligent sensitiveness of the. hand.
After using it the hand is not only more, flexible but also
more obedient, and more easily controlled for musical
.
pul"poses.
The question is, Does not this instrument mark the
begining of a new epoch in the art of piano-teaching? I
am inclined to think that it does, as follows: Pupils
spend time at the piano for three purpose!!.: First, to train
their muscl~¥> obey the will in the ma~rs required
• by piano playlng; second, to cultivate the musical conception, that is, to find out what the musical idea of the
piecein hand is; third, to unite the muscular obedience
w\h the ,musical conception. These three elemen'ts enter
into all grades of pupils' practice, and into mOl't of those
of advanced playen. ·Some artists, like She'fwood and
Josetr1., <lo most of their·practice slowly, theirimmediate
.ol>~t being t? esta.bli~l:l th~ part~cular order of muscular
motions req~1red ·by ~~e ptece m hand. They already
ha.-e the mu~~oal .con~~tion, !'nd they already ha~e the
f1111d~~e11taLhab1ta of:•teehmc~ All. they .want u1 the
~tl:of the
. . ..
. th~•.. .ltd~ e~iClent that .this
~
o~ p . . . . . .
l\U~i~d. ~PPlication only.in'~o
fttt > ..•· . ptl& &... (lO
ed.• 'lbe pup1l ~ to tr:&m'blS
· lia~c1•r3~t ;his ~uai
.a~tion, and uil1te it to tlle

"~~~~~;

in order to develop this faculty of thinking music
that make so much of a poin.t of the pupil's memorizing
the pieces she studies. If the musical faculties had pre·
viously been developed in her, the memorizing would not
have been difficult; she would have taken in the piece1<
by'' unconscious absorption". I have the idea that thil'
development of the musical conception. within the pupil
might be carried on more successfuHy away from the piano
than
it It is quite possible to memorize a piece away
from
piano, just as possible as it is to write one away
from
piano, o:r to write a letter without talking th<'
contents aloud. Whenever there is Phantasy within,
there is something which is independent of outside
interpretation. Now why not have the pupil study the
piece away from the piano? Let it be. within her
~owers at first, easll. Let her look upon the notes and
endeavor to form within herself a conception of i.t11 sound
when properly performed; very likely the conception will
be imperfect. The plain passages of melody- and the
obvious harmonies she will realize in her mind; but the
more involved passages will exist for her only as confused
and meaningless successions of notes.; what is wanted is
to persevere until the process is complete; until the pupil
reads a piece of music away from the piano, just as easily
and. certainly as she reads a book without having the words
audibly spoken.
·
Whatever gains can be made for piano teaching in this
way will improve the quality of the playing more than
any other form of progress that can be mentioned, because it strikes at the very root of the matter. It cleanseei
the fount.a.in. It is the great vice of American teaching
that it ra:rely does this. Nor are the faults of the teaching
supplemented by the necessary amount of hearing music.
This work ofidealizinginstruction wiU be great11 helped by
a proper administration of the technical exercises, which
show how pa88ages are made up, and familiarize the pupil
with pianoforte etf~cts.
, , ...
I think that elementary instruction might be sborten~d
half in this way ; i. t. by using the reading exercises I
~ave mentione.d, and ~he Tecbnicon; and therapy le~ve
time for work m the higher departments of' music whtch
.now hastto go un~one. It wouJd also relie~e a sutfei;ing
comlJ).un1ty from its J>&.rl8 of' the b1,1tden of' p1ano practice,
and those the moat objectionableJ>&rta it ;-namely1 the
mecli.anical exe~ises f?r strengt)\eni~ the.6,nget'S, and
the. Jl\U~erous )\&VOC with tJ!e second mte'Qtipns Of great
uuwtet'S. ·
··
·
··

This prominence weakened or disappears
1. When ·the fifths appear
other
the outside
voices.
2, When another interval (for
added to the 2d fifth.
3. When they appear
arpeggio form.
4. When
fifth is not harmonic.
In this
Mr. G. says "the evil is entirely
moved." There are some
which
_tive fifth may be harmless,
enumerate and explain them. Any coimriostor
learned how to avoid them will easily
thew: first the rule, then the exception-for you
think as you please, but exceptions they
ever, and because the greatest masters have used them
occasionally, it does not follow that anybody
indiscriminately.
K VoN ADELUNG, Oakland, Cal.

NEW YORK.

in our country; you care to
age of musical progress, you
Music Teachers' National As:so~~1a1t101n.
of two dollars is all thii.t is
you to have your name,
m the annual
circulars, and 0 • 1~''"" '""ntarl
free of charge.
Whether you can attend
will you kindly coi.iperate
Treasurer? He will mail you a m~nnlt>m·sn1p
1ou will thus beco&e identified
m the Nation, and they in turn
their arduous efforts to place our pr1o!e:ss1:on
sphere of usefulness.
The Treasurer is Ma. H. S. PERKINS, 162 State St,
Chicago, m.'l..tRwhom all fees should be paid, and who
will\ cbe~rfuHy atlswer all questions re~ar'ding red.u~ed
railroad fares, routes of travel, boardrng places, etc.
Those who are mem.ben and have not paid this year's·
dues, will kindly send the same to the Treas'lrer lit once.
All who can do so should attend the Chica.g0 Meetings;
a fine program of exercises h.as been arranged, am:l the
)eetures, di'scussions,,recitals} concerts, etc.~ ;will a.~pb'
repay the time and t:roub . .
ed~ · ·
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ETUDE
M. T. N;A.
THE COMING MEETING.

UNUSUAL preparations are going en at Chicago for the
twelfth annual meeting of the Music Teachers' National
Association, which will be held in that city :July 3d, 4th,
5th, 6th. This meeting will be, perhaps, the most brilliant in the history of the organization. Th~ programme
at this date is not yet complete, and even if published at
this time would be subject to changes. X. Scharwenka
was to have appeared at one of the concerts in connection with Theo. Thomas' orchestra, but his visit to this
· country has been postponed on account of a sprain in his
hand. It is understood that he will be connected with
the Cincinnati College of Music next year. The following list of artists and essayists is taken from the Indicator,
of Chicago, and must be considered non-official:
ARTISTS.
Vocalists-Mrs. S. 0. Ford, Cleveland, Ohio; Miss
Katherine Van Arnheim, of Chicago; Mrs. Jessie
Bartlett-Davis, of New York; Mr. Whitney Mockridge,
of New York; Mr. Henry Koecke, of New York; Mr.
Chas. A. Knorr, of Chicago; Mr. L. Gaston Gottschalk,
of Chicago; Mr. Homer A. Moore, of Chicago. Violinists
-Miss Maud Powell, of New York; Mr. S. E. Jacobsohn,
of Chicago. Pianists-Mme. Teresa Carreno, of New
York; Frl. Adele Aus der Ohe, of New York; Mr.
Edmund Neupert.ofNew York; Mr. Richard Burmeister,
of Baltimore; Mr. R. Zeckwer, of Philadelphia; Mr.
Emil Liebling, of Chicago; Mr. Walter Petzet, of Minneapolis. Organists-Mr. Clarence Eddy, of Chicago; Mr.
Harrison M. Wild, of Chicago; Mr. Samuel M. Baldwin,
of Chicago; Mr. Morse, of Minneapolis; Mr. A. F.
McCarrell, of Evanston, Ill. In addition to the above
the Jacobsohn String Quartet will participate. It consists of S. E. Jacobsohn, 1st violin; Theo. Binder, 2d
violin; Joseph Ohlheiser, viola; Meinhard Eicheim,
violoncello. Theo. Thomas' orchestra am('the festival
chorus of 400 voices, with Theodore Thomas as con·
ductor of concerts and S. G. Pratt as chorus master,
concludes tlie catalogue.
ESSAYISTS.
J. S. Van Cleve, Cincinnati, O.; J. Brotherhood, New
York City; C. B. Cady, University of Michigan; N.
Coe Stewart; Cleveland, 0.; Rev. J. H. Knowles,
Chicago; J. E. P. Aldous, Hamilton, Ont., delegate
from the Royal Canadian Society of Professional Musicians; F. Grant Gleason, Chicago; Mrs. Sara Hershey
Eddy, Chicago. Pianists-Emil Liebling, Chicago; R.
Zeckwer, Philadelphia; Walter Petzet, Minneapolis;
Richard Burmeister, Baltimore; Edmund Neupert, Adele
Aus der Ohe, Mme. Teresa Carreno. Organists-A.
F. McCarrell, Evanston ; Mr. Morse, Minneapolis; Mr.
Clarence Eddy, Chicago; Mr. Harrison Wild, Chicago;
Mr. Samuel A. Baldwin, Chicago. Vocalists-Mme.
Cappiani, Henry Koecke, Homer A. Moore, Mrs. S. C.
Ford, the Apollo Club of Chicago, and others.
Three concerts of American compositif>ns, orchestra
and vocal, with chorus of 400 voices and gramd orchestra
under the direction of Mr. Theodore Thomas, will be
given at the Exposition Building on Tuesday, Wednesday and Thursday, the 3d, 4th and 5th July, at 8 P. M.
each evening, the programmes being as follows: Pro·
gramme of the Tuesday concert-a, ;Interlude from the
lyric drama" Vlasda ;" b, Festival March, motto, "Eccrequam bonum quanque jocundum habitare fratres in
unum" (Franz Van Der Stucken); symphonic poem for
male chorus, soli and orchestra (Frederick Grant
Gleason), Mr. Homer A. Moore, baritone; concerto for
pianoforte and orchestra, _A. mill;or (E. Grieg), pianist
Mr. Edmund Neupert (dedicated to Mr. Neupert);" Will
o' the Wisps," for female chorus and orchestra (Louis
Maas); suite for strings in E major, Op. 12 (Arthur
Foote); 126th Psalm for chorus, soli and orchestra (C.
C. Converse), vocalists. Programme o( the Wednesday
concert:-Two movements from symphony in C, a,
Theme and variations, b, Tempo di Minuetto (G. Whiting) ; Elegy for chorus and orchestra, (S. G. Pratt) ;
Concerto for piano and orchestra, A minor (Schumann),
pianist, Miss Adele Aus der Ohe; Ave Maria, for
female chorus with soli; Op. 4 (HeQ!'y Holden Huss);
. harp, violin and 'cello, o,bhgato and stnngs, soprano,
, Mrs. S. C. Pbrd, of Cleveland, 0., atl~contralto;
Ballade and Polonaise for violin and orchestra (Vieuxtempis), violinist, Miss Maude Powell; andante and
scllfarzo for strings, Willard Biur; Japanese ,0Ye.rture, C.
V. 'Lahmund ;•''The Crusaders," cantata for soh, chorus
and orchestra (H. Hiles), sopra?lo, Mrs. S./C. Ford,
tenor, Mr. Henry Koecke. Programme of the Thursday
concert: "Skirnis-mal," Frey~s Longing, from "The
Elder Edda,'' irst movement (M. 8.) {S. Beck); a,'' Two
Lovers" (Hecht), b, . "Matone., Lovely Maiden"
(Lassus), c, "Judge me,'O God" (eight part motette)
(Mendelssohn), the Apollo Club of Chicago, (W. L. Tom·
lins, conductor); concerto for .'t'iolin and orchestra, Op.'
18 (Louis Maas), allegro, romanza, allegro con brio,

violinist,
Jacobsohn; Be~ietas and Agnus Dei
(3d maBS, Gounod), the Apollo Club;· First Concerto for
pianoforte in A minor, Op. 15 (MacDowell}, allegro,
con fuoco, andante, tranquillo, presto, Mme. Teresa Carreno, pianiste; Symphony, B flat, No. 2, Op. 21
(G. Chadwick), andante, non troppo, allegro, con brio,
allegro scherzando, allegro molto con brio.
Complete arrangements have been made with rail·
roads centring at Chicago for reduced rates, also hotel
facilities, etc. The secretary, H. S. Perkins, 162 State
street, Chicago, will furnish full information to any one
who will apply to him. Go, if you possibly can, it will
repay you tenfold. The social feature alone is worth
the trip. There will be gathered at Chicago during those
days most of the leading musicians and teachers in the
land. Such a brilliant company of artists was never
heard before on any one occasion. The American Col·
lege of Musicians will hold its annual examination in
Chicago at that time. It will attract also a large number
of teachers who go for the special, purpose ef trying for
one of the degrees of that institution. A full report of
the meeting will be found in Tmi: ETUDE. We may hold
the July issue in order to give our readers the news in
that issue.

s./E.

leaving the pupil to supply the iµtermediate voice~; is an
excellent ·one.· While the supplementary exercises ·of
Richter present such abstruse complications of modulation, which render it of little use to a student for se)f.
instruction, this treatise of Dr. Ritter presents the same
scheme in a. way so practical and easily understood that
it can be used by teacher or self-student as a complement
to any good text-book on harmony; in fact, it is one of
the best pf text-books itself. We commend the book, for
its many practical merits will be obvious upon even a
casual examination.
W. G. S.
BOOK OF INTERLUDES. By_H. R. Palmer. Published by H. R. PALMER, New York.
This book contains much valuable material for organists. The interludes are short and far removed from the
commonplace. Every one shows some originality. We
had the pleasure of hearing Dr. Palmer play a number
of them from manuscript, and were struck with their
beauty and originality. The material is systematically
arranged into major and minor keys, and the different
time signatures. There are also added formulas for
modulation and examples illustrating the same. There
are in all 816 different numbers in the book. If an
or~anist, who is car,able of playing off-hand an appro·
pnate interlude, Wlll play this book through, he will
vastly widen his resources and greatly improve his style,
while those who lack the inventive faculty will find the
book a veritable boon.

NEW PUBLIOATIONS.

ANNOUNOEMENTS.

THE OAKLAND COLLECTION OF ANTHEMS.
S. R. MITCHELL & Co., Chicago, Ills.
Perhaps this new volume might be more appropriately
styled "H. W. Fairbank's Contribution to Church
Music," inasmuch as 87 out of the 46 numbers contained in it are his own compositions. The only other
name that occurs more ~ban once is that of E. 0. Excell-a name familiar to all who have kept pace with the
most recent developments in the field of Sunday-school
music. Mr. Fairbank is a composer of about the same
grade as W. F. Sudds, whose two volumes of Anthem
Gems have had such a widespread popularity.
These anthems are very simple and within the reach
of any ordinary village choir. Their simplicity would
be a great merit if they had more musical merit. Some
are very little, if anything, id' advance of the tunes of
the McGrannahan type. If untrained choirs will insist
upon the right to sing "voluntaries," however, in spite
of their incapacity, b_y all means let them sing just such
anthems as these. Many choirs make th~ great blunder
of trying to render the anthems of Purcell, Prout and
others of that class without careful study and intelligent
leadership. '' The Oakland Collection " has the kind
of ring that will doubtless make it a popular book. Let
us hope it may do good.
.
Why the tenor part should have been written abov·e
the alto in duets and below it in quartettes is a puzzling
question. Why not in all cases write the tenor where it
belongs-between the alto and the bass?

The Martha's Vineyard Sum.mer Institute begins its
elj;lventh annual session, July 16th. There is no finer
summer music school in the country than that connected with this Institute.
Mr. Chas. E. Tinney, recently from St. Paul's Cathe·
dral, and the Guildhall School of Music, London, Eng.,
and now of the New England Conservatory of Music, of
Boston, Mass., will have charge of the Department of
Vocal Music in the Martha's Vineyard Summer Institute. He is a thorough, earnest and skillful teacher, and
a fine singer. His public appearances in Boston have
gained him an excellent reputation.
The Department of Piano and Harmony in the Martha's Vineyard Summer Institute will be in charge of
Mr. Geo. H. Howard the coming summer, Ii.a for several
years past. He is a teacher of established reputation,
and has had excellent success as a teacher in both
branches. He is well known to readers of THE ETUDE
as the author of the ''Course in Harmony," a large por·
tion of which has been published in our columns.
A finer op&.2.rtunity for study in the summer than that
afforded by tb'llMartha's VineyaFd Summer Institute can
scarcely be found. See Advertisement.
AT Dixon, rn .. will be held a Normal Musical Institute, beginning J ~ly. 30th. The Faculty will consist !lf
S. W. Straub, prmc1pal; W. F. Werschlrnl,"~T. Martm
Towne, Arthur M. Straub and S. W. Straub. This is
the fifteenth annual ses'Sion of this summer school. Good
work has been done by this school, and the promise is
for even better in the future. See advertisement elsewhere in this issue.
DR. EuGENE·THAYER will be in Burlington in July with
Mr. Sherwood. Music students will find this a lovely
place to spend their vacation. Dr. Thayer will teach bis
spe~ialties of Harmony, Composition and Organ.
A YOUNG lady of five years of successful experience in
teaching instrumental and vocal music, at present a
pupil of Moszkowski, in Berlin, desires to make an
engagement for September. Information and references
given at this office.

"A PRACTICAL SYSTEM of Tangible Musical
Notation and Point Writing and Printing, For the
Use of the Blind. By WM. B. WAIT, Supt. New
York Institution for the Blind.!' Published by the
BRADSTREET PRESS, 279 Broadway, New York.
This system was first published in 1872, and since that
time has been severely tested. In 1882 the second edition was issued, with many important corrections and
changes.
In his preface the author says: "The system is de·
signed for use in schools, and to enable the blind at their
homes to learn how to write music in tangible form, and
also to utilize the music which has been, or shall hereafter be published, in this system."
It is an ingenious system and is doubtless quite practicable. To one who can see the plaajs simple enough
to comprehend at a siagle reading.
Doubtless a blind person would learn to use the
method, relyin~ upon his touch even more readily than
one who should depend upon a sight. Surely it is a
great boon to the blind to possess a system by which they
may read music for themselves.
'3 PRACTICAL HARMONY."
By Du.. F. L. Rrrr11:u..
THEO. PaEssBR, Philadelphia, Pa.
Dr. Ritter's recognized position as a musician of fine
eru4ition and marked talent renders it entirely unnecessaryl,fS.>r us to questi9n for a moment his fitness for the
authorship of a work on Harmony, and h.is extended
and successful experience as an instructor at Vass•L'r
College almost precludes any question as to the practical
utility of the work. All of the books that have ema-.
nated from Dr. Ritter's pen have been stamped by thei.r
adaptability to instructive use, and this work on bar·
mony can be seen to bear upon. every page a similar
trade mark. . .
.
·
.
The scheme comprehended in the simple and logical
evolution of harmon.r from the primary triads to suspen·
sions and form of simple song is clear, concise .and very
easily followed and underatood by the most obtuse pupil•
The plan of giving the melody with a figured baaa,

A. D. TURNER.

wE are grieve
· d to convey t he sorrowfiul ·mteJri~ence of
the death of A. D. Turner, which occurred· at his home
in Auburn, Me., May 6th. For a number of years Mr.
Turner has been troubled with an abscess in his side,
which necessitated a dangerous operation. We received
several letters from him during his illne~~ti!ich were
uniformly cheerful and hopeful. His death as unexRected to his friends and to the musieal-profes
. Mr.
Turner is well knowp to the readers ,of Tm: ETUDlil
through his articles and compositions. 'While he was
useful in his day and generation he was full of great
promise. He was at all times full of enthusiasm for all
things relating to teaching and playing of the piano. A11
a teacher in the ~ ew Engla'hl'l Conservatory of Music .he
was among th&4Q.ost sought for, aµd produced some of
the best pianists tllat.ever left that institution.
His compositions a.re quite numerous and mostlr for the.
piano and in the form of etudes. His octave studies. are·
more generally used than a,ny other, except, perhaps,
those of Kullak. He also composed for violin and piano,.
and cello and piano, and a piano quintet. ... The lllulrical
profell8ion loses one ofjts s.taunch members in the d~~
of Mr. Turner. He lea~ge circle of friend~
mourn his lou.

to

. 1. If you will tell me what ordinary
piano
so much· better now
they were forhit
merly, that the damper pedal has to be used much more
likes best, I can
would like in spit~ of its
name the discriminatingly than any edition is able to mark it. This
Pleas
rite me if, in the piano solo, " V Africaine," following at a venture. Of Mozart, the Sonata in G, No. is also true of thiHmft pedal, which is often to be used
appears. The so-called marks of expres(Meyerbeer ,
Franz Bendel, on page 12, where the 14, Peters' edition, and that in F,·No .. 6, Peters' edition. where no
melody is emb . "shed with a filagree work, in groups I refer particularly to the first movements. The second · sion Iii.re only suggestions ; you are expected to add many
of six notes, the
lody notes that are tied in the movements also are
· the
movements of both : more. Listen to a
gro?ps of three notes
to be played, or not struck
not worth playing~.
is the variety
agam.-:-E.
Songs, in the "Songs without out the meaning of
music these degrees
. They are struck. The curved
is a part of the Words,'' No. 4 and
9 ; the
Song, No. 3; of shading
far
delicate, and extend over 111.
triplet, and is no tie. In correct eng :ving of music the Duett, No. 18, and the Spring Song,
30. These wider range
Feel the music, and play
the 8 denoting a triplet is. distinguished fro the 8 de- are all pretty,
the
who does not like any one
suggestive,
noting the finger mark by the former being · ted .of them or
of
upon hearing them
a few '.and
help you
the right conception more
while the finger mark is perpEmdl1c111l
'mes, has very little music in h@r. Of Beethoven1 the quickly than you would otherwise get there.
8. In the Riemann system of rnchciJ.tuiiz
Min t in the aonata in ·opus 49, the air and variations
marks doubts of the kind
mention are impossible. iri the So tii. in. A flat, ·
26, and the alow movement
The curve-d line is also
for two other purposes, in Sonata Pa tique.
Bach, the Loure in G, arnamely, for legato mark and a phrase. These diverse ranged by Heinze, · the Peters edition, Bach· Album.
uses of the 11ame sign causes constant doubt and annoy·
2. I do not think that a.son's Technics ·are ever out·
ance.
·grown. I do not see but w
contains
·that a pupil needs of exercises,
There are many
technics before the public, but they are mostly composed "
of changes on the
. idea,
few scales, and
very little
.broken
every respect, Jm~te1~able
I honestly
to any other. There are good exercises in all books that
I have ever seen, but
trouble is they do not do the
interior things which
to technic quite as cer·
You are very fortunate if, as your words imply, you tainly as moving the fingers. Perhaps " Howe's Preparnever have bad habits to contend with in pupils unless atory System," published ·by Mr. Presser, i:s what you
they come to you from other teachers. To improve the want.
3. I do not think that
re11.ding at sight, have the pupil
in four-hand
better still, if
in eight· hand purpose. There are many sets
at sight. At first the selections should will benefit the voice practicing them assiduously and
easy ; later they should be more difficult. A couple judiciously, but I don't feel confidence in re1~0IJ11men,d.rn1g
of hours spent in this way every week for some time, will a book. It all depends upon how you do the practice.
improve the sense of obligation in respect to keeping the The same set of exercises might be rufoous if practiced
the. highest degree if practime. The stumbling you complain of is due to imper- in one way, or beneficial
fect comprehension of what is wanted to be played, and ticed in another.
4. One of the best teachers of music in the public
in part to the imperfect sense of rhythm. In CaJ3ell where
about is Mr.
it is impossible to put two pupils
this kind schools that I have ever known
Central Music
Chicago.
of practice, play easy four-hand pieces
y@>urself, William L.
a certain length of time each week. In short, the Another is Mr. J. A. Butterfield, care of E. G. Newell
of· Boston, has a high repu"indication," as the doctors say, is to put her, for a part & Co., Chicago; Mr.
of her practice, under conditions where keeping time tation. So also has Mr. W. F. Heath, of Fort Wayne,
takes precedence of everything else. This is never the Indiana, and Mr. N. Coe Stew;art, of Cleveland.
1. Please give in. the next number of Tm: ETUDE
case in solo playing, unless it be done by a metronome;
in case none of the previous courses
practicable, try some directions for the use of the soft pedal ; · the words
u?a corda. bei.ng written wi~hout P.edal marks i~ some
this. Metronome practice half"an
a day for two ~eces, while m others, as m " Mills' Recollections of
months, at first on easy pieces, reading them at sight, and Home," the words una corda and the pedal marks are
written. Are the loud and soft p.edals both to be used
afterwards progressively more difficult.
2. The shutting the hand after arpeggfo runs is by no at the same time, or do the pedal marks refer to the soft
pedal?
.
means the worst
can do. If the hand is
2. Frequently the words una dmla are written without
from the keyboard, by a rebound from the subsequent tutta corda; in 'such an instance, when
raised pretty
the wrist, after
last note is played; or rather when should the use of the soft pedal be discontinue.d?
Is the use of the soft pedal.governed by changes in
the last note is being played, no ~special ·harm is the3. harmony,
Mis the loud pedal? and when the '' una
involved in closing the hand. If you think there is, why corda" are written without pedtil ·marks, must the use of
in telling her not to do it. When you have told the pedal be diacontinued at every change of harmony?
her about ten million times she will gradually cease to
1. Upon the upright pianos nowadays ~he soft pedal
shut it so much, and in time it will yield to kindness and brings the hammers ·nearer the strings, whereby they
firmness, combined
persistence. Some readers may strike with less force. No change takes place in the
suppose that there
an exaggeration involved in the quality of the tone. This form of pedal is to be used
expression ten millions. There is not ; this is by actual whenever you want the music. softer ·than you can make
count, I am assured by one of the beat teachers, the it without the soft pedal. Upon most grand pianos the
written
:
and thus: ~ are
number of times telling that is indispensable to making soft pedal changes the action toward one side, so that each
an impression upon. the average hard case of a pupil.
hammer, instead of hitting three wires, as in the ordinary neither legato nor staccato. They are to be played as
near to~ether as possible without being legato, and with
I am a teacher of mruiic,~nd.~I have a scholar who unisons, strikes only two, and those upon a different part a ·certam weight of touch; They are generally played
plays m~ in the fourth and fifth gracleti, but she objects of the covering of the hammer. Hence, besides being of with the forearm.
,
to classical music because it is ''~'". ".and.has no "tu.ne.'' le88. volume, by so much as two wires make lesl!I vibra·
Qu:ms."""'.'"In Op. 10 No. 2, Moszkowski, why those rests
Would you please name a few ¥ght piece& by Mozart, tion than three, the tone is softer, or more delicate-in
·MendelMohn, ·Beethoven, Bach and Chopin, or pieces quality~ YOU are to use. this ·at any time whatever, when in .the eighth measure? It 111eems to me the voices are
all represented without them,-l.A~ D. W.
•}~y any o~her good co!Dposers, which you think would be
A.Ns.-T.here can be no reason for those rests e:itcept
Y<?U think the effect will he better. · Pre8s the soft i}edal
likely to mterest her m a better cla88 of mUJ!ic ?
'."
2. What system of technique would you al.vise for sc.lol- with,,;t\le left foot and keep it do~n un.til ,the need Qf the that the lut'bote in the measure (B) is conceited u a.
an. in the fourth or fifth grades? Name also a.1ood work effect is pasaed. Meanwhile you go en with the other ne• vofoe· ~oming in. At least one ·edit.ion of· this
on finger gymnastics for scholars from first grade to pedal exactly the aame as .if you were not using the sot\ pie~e omits th~rests •.
fourth.
. ..
.
~:,
~ork. :W:Q~ld yo~ recommend for strengthen· pedal ~t. all•
1111;:and on!ti:vatin ' e. vo~ce, to one who understands .2. J>i..,ontinue'the· soft J>Od1Ll, whetb~,.- marked Qr not,.
IQJ;l&t}t\n
voice
'ning, and wishes to proceed with· when the ~!..,require• ~e sot\ el'cot·to be' discontinued.
~~~~,.•
? , . . . . . ~·
8,. ll'he}i.0~~~,t~e IQ~: J>+U,~ .O~ttt~edfo theJf,tast
~t::0~~.
names of one or··two. prominent
by~~oh...~~~~l'b~~o117. ·. •
· ~l'i;jtd~~~ api,~~·
~~·~~I' JQCal
in public schools?
ima~ and euuemv~, metel};;•
·e vtb~t()rt ~wen of

Questions aniI Mswe1ts.
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MUSIOAL ITEMS.
[AU matter intended for this Department should be addreli!led to
Krs. Helen D. Tretbar, Box 2920, New York City.]
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Wagner Festival in Atlanta,
May 24th and 25th. Mr1. Sterna prominent riart. Mrs; Stunner
Senior Werner sang the iwprano

CONSTANTIN STERNBERG'S

Georgia, was held
berg, contralto,
Salter and Mm.
p!U'tl.

Mrns MAUD PowELL will appear at the concerls of the

M. T. N. A. on July 4th.
T. VoN WESTEN.HAGAN, of Philadelphia, will attend a
the Bayreuth music festival this summer.
~. ENSON, the Patti ticket swindler, of
com · .ted suicide in Ludlow St. Jail, New
MR. J.
HAHN, director
Detroit cn,n~Pr'll'lil.t.1i'lrv
of Music, is · ing a series
Concerts."

J:Se<:1U101ren

FOREIGN.
HR.frNFl<:'LD.

soloists.
M &. WM. H. SHERWOOD. on a tour through the
a
recital at Hollins' Institute in Virginia.
oldest female colleges in the United States,
its forty-fifth session. One of the most
on the programme Vlll6.S an American
compos1non,
by Perry.
MRs. MATHILDE OSTRANDER., principal of the vocal
department of t.he Denver (Col.) University of Music,
gave three successful classical recitals, assmted by O. W.
G. L fefferkorn, principal of the instrumental department.
Mq1. Ostrander was the leading
of Minnie
HaU:k'.s Opera Company in 1886,
was then Miss
Muellenbach.
Tm: American Conservatory of Music~ Chicago, gave
its third concert on May 15th. The Beethoven String
Quartette, assisted by Mr. August Spanuth., pianist, and
l!'rank W. Ambler, tenOt-, were the performers. A con~
in E flat, by 8panufu,.jigured on the _pro~rramme.
works by F. Grant Gle~on and W. Ed. Kennen·
of Baltimore.
,
·-.....,
JosEPH C1u. PE.1C, the Bohemian viorinjst, is active in
the promotion of musical affairs at Little"RQCk, Arkansa11. A series of chamber music recitals has be~n given
under his direction during the last winter, and ~om
plimentary concert was tendere him on April 30tli;'a~
w~i(!h E:e .played, among o~her selections,. Alane' a Seoond
S-ympnome Concert.ante with Mr. Kovank.

the Viennese pianist, i1:1 winning renown in

Bonn.A. M:11:NT1nt, the distinguiehed pianist, is announced
for two London recitals on May 28th and J nne Hth.

millionaire, compoaaer and Baron Franchetti b.u
just
decorated with the order of the Italian Crown.
F.11:kDUUND GuMDlll::RT,
com~ser, is
now seventy yean of age,
in ~igd and
'body.
,
',
C~ln. Rou is 01"M~1111z1mg a 1eeond open.tic troupe,
of light op<:1n. of the opera
Ma. WM. _H. Smmwoon, gave three'""roojtals at Pitts- deaipedfor_the
h1Jrgh, Pa. '!i.mong the American composen represented comique clus•.
was Mr. H. W. Nicholl, of New York, in a pumo con·
certo in D "minor, and seyeral smaller l' iano works,
A nw open., by Tachaikowl'lkl, will be prOduced at
besides a number of vocal compositions.
rthnr Foote, St. Petersburg next winter. It u1 entitled ''The CapWilson. G. Smith, Carl Retter, Ad. M. Foerster, Gold- tain's Daughter."
beck and Wm. H. Sherwood were also r./n the pro·
IT is namo;..i that the veteran. tenor Tamberlik will
grammes.
·
·
· ·
visit London th.is summer. He is sixty-eight years old
Miss Lucn: E. MAWSON, a former pupil of Albert Par- and has reeently aung in Paris. .
· ,
AAOTBB& prodigy, four and a half' years old, ia Leopold
sons, and_ more recently of Osca.:r RaUf, Berlin, with
whom she studied four years. gave a concert in New Spielmann, of Viennaz who plays Bach's fugues and
York with pl~ng success. Her programme contained Beethoven'•" Waldetcrin" aonata.
·
works by Beethoven ~d Bach, a (!banning Capriccio in
B minor, B..,hms_; ''"Romance," Sc~umann ; "Ba.r·
YotrNG O'l'TO H1cnrn, the .)ianiatie prodiQ.' who ia
caron.,, n Rubinstein., and other 1elections by Chopm del~gbtirt.r and astonishing London at preeent, wilh.ppear

and Liszt.

ia Ne• York dvinc tlae IMUOn qt 1889-1800.
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accenting every three nof~';a!1d th;ough four
octaves accenting every four.1:lbtes·. This last
STUDENTS' :MANUAL.
combination is the best, because the-accent falls
PRACTIC'AL COUNSELS.
sometimes on one :finger and sometimes on
another. _
·
BY H. PARENT.
It should be weU understood that the arpeg(Translated from the French by M. A. Bierstadt,)
gios are to be practised as gyn?nastics for the
fingers only when the notes and fingering are
75. How ought the diatonic scales in sixths to thoroughly learned.
be fingered f
79 . .If a pupil has no knowledge of harmony
The scales in connected sixths should be
how will he find the dffferent arpeggios in
fingered either by
the perfect chords !
4 5 4 5
l l l l
If a pupil has no knowledge of harmony he
or by:
will find the perfect chords and their inversions
3 4 5
by the degrees of the scale.
·
1 l l
To form a perfect major chord on the tonic
foJJowing the natural extensions of the hand.
of any major scale, and a perfect minor chord
In the left hand the same fingering is inverted. on the tonic of any minor scale, it is enough to
The scales in detached sixths are fingered with take~ if the upper note is a white key ; with f or 1if
the first degree (tonic),
the upper note is a black key.
the third degree (mediant),
The chromatic scales.in sixths require the use
tbe fifth degree (dominant),
of the thumb and the fifth finger several times
in succession. The thumb is placed on all the with the changes that are in the clef in the key
lower white keys in the right hand, and on all that is given.
To obtain the first inversion of the perfect
the upper white keys in the left hand.
·
chord commence the arpeggio with the mediExample:ant, the second note of the chord not inverted.
To obtain the second inversion, commence th
arpeggio with the dominant, the third and last
note of the perfect chord not inverted.
1 '
Examples in D major:ho

THE STUDY OF- THE PIANO.

· 76. How should held notes be practised, with
special regard to the independence of the
fingers f

The fewer held notes there are, the less difficult is the exercise ; commence, then, by holding one note, then successively twQ, three and
four. These exercises should first bi applied to
the forms known as five-finger exercises. They
should be practised in all keys, in contrary and
right movements. Th~y may be applied to the
perfect chords, to chords of the seventh and the
dominants, and.· to those of the diminished
..
seventh.*
These forinulre enter into the series of exer.::
cises in extension, already studied under another
head.

What are the di.fficult arpeggios that should
e studied in exercises f
The ar
ios in perfect' chords (composed of
three notes) s . ld be practised; those in chords
of the dominan ..seventh (composed of four
notes), and those
ehords of the diminished
seventh (likewise comp0se~ of four ~otes).

in

78. How must the arpeggios in tlie perfect
chords be practised!
·.
The arpeggios 1in perfect chords must be
studie<JJ.u.all keys and in all positions, slowly
.,,and heavily, with a double purpose in vfow:
the equality of the fingers and the pa8sage of
the thum.·h.. For this last an e'iercise ma be
•
Y
made composed of three notes :-:th~ -note on
which the thumb rests the one preceding it and
one following.
'
,
' .
., The ex,~rcise should be practised/ ascending
andd~n?ing with each hand. ·
.Li,k:e tqe sea.I~, it will be found useful to
pra.Qti~e th~rn at )rstwitbthe left'"i,iand alone,
'~·'a·~-9.l~g:~J·~~r~~gio through two octaves, ac~ery, t
· o!e8, th.roug~ thref} octaves

4pe

,..

Perfect chord not inverted: d, f#, a, d, etc.
First inversion :
f#, a, d, f#, etc.
Second inversion:
a, d, f~, a, etc.

80. How are lhe arpeggios in the perfect
chords to be fingered, and how can the
fingering of the seventy-two a·pe.r;gios
comprised in all the major and minor
keys be retained!
The arpeggios in the perfect chords may be
fingered according to the rules for the extension
of the fingers and the passing under of the
thu.QJb (see Nos. 38 and 39). These fingerings
ought to be retained by reasoning, as those for
the scales are done.
In the arpeggios composed of three notes,
one finger always rests unemployed* (the 3d or
4th). To define, then, the fingering of an arpeggio, it is necessary to indicate1st. The position of the thpmb.
2d. The position of the unemployed finger.
(See appendices, the table-guide to the memory, which will aid in practising when the
notes and fingering are not perfectly understood.)

The conformation of the hands with the
thumbs inside makes the two corresponding
positions (1st and 3d, 3d and 1st, 2d and 2d)
equivalent to one another in the intervals, and
consequently in the fingering.*

81. How are the perfect chords given with the
double bass fo be fingered !
The thumb and fifth finger must be placed
at the two extremities of the chord (with both
hands).
The free finger is found i~ the right hand-in
the upper part of_ the chord in the first position,
in the middle of the chord in the second and
third positions. In the left hand the free finger
is in the lower part of the chord in the third
position ; in the middle of the chord in the second and first positions.
This rule is not absolute in the chords of d
and b (1st
in the left
and in
and e flat minor (3d position in
those of c
the
when either the third or fourth
finger may be
according to the conformation of the hand.
82. How should the arpeggios in chords
the dominant seve:nih be practised!
Like the arpeggios in perfect
k~ys and all positions, slowly and
but
-aecenting particularly every three notes, so that
the accent may not always occur on the same
finger (ahove all, if this be the thumb). This
accent will give an arpeggio of three octaves.
Those arpeggios that begin in a weak finger
should be accented every four notes.
The student will obtain the different chords
of the dominant seventh""and their inversion
from the degrees of the scale.
The chord of the dominant seventh comes on
the fifth degree of the scale (dominant) and is
composed
the third (leading note), the fifth
(super-tonic) and the seventh (sub-dominant),
with the clef changes in the key given. In
1jther words, four notes at intervals of a third,
with the dominant for the base.
The chord of the dominant seventh is the
san;e in the two forms.
Example:-

-w·

In C major:
g, b, d,

f.

In Gminor:
g, b~, d,

f.

The inversions of this chord are obtained in
the same way as those of the perfect chord,
commencing the arpeggios successively wit~
second, the third and the fourth note of the
chord.
Example:Before commencing the arpeggios the student
g, b, d, f.
would do well to learn the perfect chords,J:.hat
b, d, f, g • ..
~~e giv~n, and t~en pra~~~e the~ ~ arpe~g!f8
d, f, g, b.
1
.Jfug ~i°e .oc ~;?· th IS pre . nunary s u Y
f, g, b, d•
WI
grea Y simp 1 Y e arpeggios proper1Y .so
called. It ~oul.d also be. useful, to practise
h
h
h
the.a~ arpeggios m ~.ntra~y movement., and to 83. How are t e arpeggios in c oras oj .. i e
R-e th tl
t
d
dth
dominant seventh fingered?
?Ia . .": lree pos~ IOnS succee one an er,
Jn the arpeggios composed of four notes, all
mverted·~l_l t ie two iands.
the fingers are employed, consequently there. is
Examples~:-:-:oitly occasion to point out the position of the
IJj~~~~~EJ~~~~~~~~~2~1 ~
31 thumb. -~ -ru.le is the same as for the ar}>t'g6
1
~ gios in the perfect chords.
J
,
(For .the application, see.table for arR~~jpg
11
11
1
11
1
~
I[ ... ea n '.? U in chords of the dominant seventh, No.3; .in
6
11111
....
..<
.
tl.ie appendices.)

* ---

1t4 ,..

f'

· *One, anduot two, becaus~.Jhe fifth finger bas no *'J'he thirds, moreoyer;· co?respon~.i~·a.~
fu<find ·these defici'ent chords on place properto .it, .and only takes the place of the thumb sense, the 1P:ajpr third)~ 011e .ban~ l>eing"~tie,mi
tobegiµ. or. to eRd 1 as in the sca)es.
in the other>. and vice "61'Ba~
·
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OONOERT PROGRAMMES.

[For T1n: ETunm.]

ON ·THE IMPORTANOE OF
STUDIES TO THE PIANIST.

J. A. Oarsiin, Greenfield, Illinois.
Va.lse in E flat, Durand; '' Hom__e., Sweet Home,"
Idylle, Nocturne, Goldbeck; Ta.rentelle, Heller i SadIT i1('sometimes said by people
ness of Soul, Mendelssohn; The Sylphes, Bachman;
Norwegian Dance, Caprice, Grieg; Mountain Flower, better, that the study of harmony
pianist.
It requires, however, very
Loeschhorn; Valse in G flat, Chopin; Charge of the
common sense to form very different JU<1R:1Jne11t
Hussars, Spindler; Greeting to Sprrng, Kroeger.

Hellmuth College, London, Ont., Thomas Martin Musical Director.
Grand Concerto in E flat Major, Beethoven; "Lost
Hopes," Thomas Martin ; "I Love Thee,'' Grieg;
Etude (F Major), Mendelssohn; Berceuse, Delbruck ;
Valse (C sharp Minor), Polonaise (C sharp Minor),
Ballade (A flat Major), Chopin; Duet for two Pianos,
''Impromptu," on a theme from Schumann's "Manfred," a
Carl Reinecke; " The Magic Song, 17 " Mar~erite,"
Meyer-Hellmtind; Prelude and Fugue (D Major), Bach;
Berceuse, Humoreske, Grieg; Novellette (D Major),
Schumann; Isolde's Liebestod, Wagner-Liszt; Rhapsodie Hongrois, No. xm, Liszt.

Mus Elizabeth Westgate, San Francisco, Gal.
Overture, Caliph of Bagdad (2 piartM, 8 hands) Boiel; Violin Solo, Fantasie, be Beriot; Nocturne in
Leybach; Scotch Melody, Benedict i Tarantelle,
Moelling; Bluette, Behr ; Song, "The tirave on the
Heath," Heiser; Spinning Song, Mendelssohn ; Allegretto from Trio in F, Haydn; Sonata, No. 3 (2 pianos,
4 hands), Moz<>rt; With Second Piano Part, Grieg;
Violin Solo, Mazurka, Wieniawski; Bagatelle, Beethoven;
The Two Skylarks, Kolling; Song Without Words, Zatruc;
Tarantelle, Sidney Smith; Song, Lohengrin's Herkunft,
Wagner; Rom11.nce, Bernhoff; The Fountain, Lysberg;
Priests' March from Athalia (2 pianos, 8 hands and
violin), Mendelssohn.

The Buchtel College Musical Recital Course, Mus Fannie
Bloomfield Pianiste; John Beck Violinist; Wilson
G. Smith Accompanist.
Andante, Intermezzo, from suite, for Violin and Piano,
Ries ; Toccata and Fugue, Bach-Tausig ; Pastorale,
Scarlatti~Tausig; Impromptu, with variations, Schubert;
Pasquinade, Gottschalk; Fantasie Caprice, for Violin
and Piano, Vieuxtemps; .Andante S.pianato and Polonaise, Op. 22, Chopin; Romanza for Violin and Piano,
Ad. M. Foerster; Valse, Alard ; Scherzo, Mendelssohn ;
Nocturne (Love-Dream), Liszt; Rhapsodie Hongroise
.,.
No. 12, Liszt.
Mus Amy Fay's Piano Conversation, Rochester, N. Y.
Sonata, Oc. 2, No. 3, Beethoven; Prelude and Fugue,
in B~ minor, Bach ; Murmures Eoliens, Gottschalk;
Waltz, A minor; Chopin; Duetto (Song without Words),
Mendelssohn ; Le Rossignol (The Nightingale, Liszt;
Cicily, Grand Concert Waltz, A Midnight Barcarole, The
Wind Demon, Jerome Hopkins.

Temple Grove Seminary, Saratoga, N. Y.

Minuet from stmp~ony, Mozart·S~hulhoff;
Leaf, Op. 7, No. 2, Kirchner; Song, The Owl
Pussy Cat,'' Ingrahii.m ; Selection from Lebert and
Starks' Method ; Valse, Op. 56, Godard ; Sons, " Star
Vicino," Salvator Rosa; Song without Words, "Confession," Op. 25, Thome; Waltz, Op. 17, No. 81 Moszkowski; Song," The Message of the Rose,'' Helen Hood;
Nocturne. Op. 9, N9. 2, Chopin; Waltz, Op. 34,Chopin;
Song, " Morning Greeting," Paul Lacombe; Polonaise,
,--Op. 22, Chopin; Gavotte Mode:rne, Op. 11, E. Liebling;
Song, " E_ choes of Naples," Bev!gJMl.ni ; N uits Blanches,
Op. 82,J'To. 16, ''Resolution," Hell~X.J Song, "Love's
Sunshine," Jules Jordan; Humoreske~ Op. 14, Moszkowski.

J

Tremont M. E. Church, Washington Avenue and '18th
Street, New York City, Miss Edith Ellis.

process
to observe
to another.
various fr9.gments
musical artist
relation and influence
cessful performance.
To many students the
bears, especially when
comes as a needed aid to
when carefully regarded,
mind. In connection
theory, it removes all
clear light of day on all passages
vafue and indefinite.
t is to be admitted that many work!! upon this subject
do not present modulation in a lucid
but
books have given it more attention,
standing of it is surely attainable
will do both the constructive and"'-'""'"'·"'''-'
needful.
In brief, harmony is a greaLaid in
text of all musical works, in grasping their sense
contents with a swift and sure apprehension.
But it has other uses than these. In memorizing it is
a valuable aid. It is a well-known principle that the
most vivid impressions are the most lasting. The study
of harmony, rightly pursued, presents sharp discriminations, well-defined examples and clearly-pictured images.
It appeals to the imagination and effectually a.wakens
the activity of this important faculty. This in its
conduces -to the development of the powers of
memory. The memory becomes more retentive and
meets all demands made upon it.
How many young ladies and gentlemen are obli~ed to
make the awkward confession, "I do not play without
my notes." Their friends are often thus mortified, even
though they may not themselves be aware how real a disgrace it is to spend three, four or five years in playing
from notes, which, instead of making a deep and lasting
impression on the memory, leave only vague and disjointed ideas.
Some persons will say of such students, "they do not
play musical ideas, they only play note.ff."
But this is, after all, a. libel on many earnest students
who really form true conceptions with good facility and
certainly from the music page. The fa.ult of a defective
memory is not wholly theirs, but rather that of an imperfeet and one-::fil1te<t training.
To such pupils harmony, general theory, and counter
point come as friends, and say," We will help you. We
will meet your difficulties and, with you, vanquish them:'
Earnest students will always find that th~se studies will
fully develop the powers of the memory and ensure their
complete reliability. A rather large experience in these
matters assures the writer of this article that the memory
is as susceptible of cultivation as the other faculties. If
not, why not?
H.

Who
it? It is perfectly certain
nobody on
earth knows. It is my private opinion
it w&S ma.de
by the Lord at the same time the other things were
I and II.) Where did it
started. (See Genesis,
come from ? Ditto :
does that make?
It is here, for better or
worse, and those who like _it
will use it;. those who don't
let it alone. What is its
correct form? Any form you choose. Why, bless your
soul and body, haven't you found out that you may use_
any kind of a scale you
If' you wish to make an
everlasting reputation
yourse)f, invent a new scale.
:rather tired of these two
One man, at least,
old ones.
think that the scale of C
major is the only natural scale. There does. seem fo be
distant proof
such is the case, but I must
for some other time.
the sense you mean
scale is
more natural than any other. Had
you always
some other scale, this would doubtless
sound very un-natural. The C major scale is the Ionian,
or thirteenth scale,
the probability
that the other
twelve had been used
long time before this-perhaps
If
the beginning
only true and
it so long
discovery?
we
cannot get out
it
my belief
our music
will perish from sheer repetition or from musical
mus. To claim that our present scales (either major or
minor) are the only natural ones, to show a most woful
ignorance of the old church scales or modes. (Perhaps

will

tell
about them some day.)
do not propose to allow any student of mine
bump
head
against the rocks in any such darkness as this.
BI.UNDER
suppose that you have
really written
article," when you havQ only taken
cyclopaedia and rewritten some of its carefully prepared
subjects in your own distracted language l We do not
need any more of
sort of thing; give
something
new and fresh.

This you

only do by giving ns some

living experience of yourself or of those wiser than you.
Do you remember the m:i.n with
rake in
grim's Progress"? How will you ever get
you rake the same old pile forever?
FIFTEENTH.-To write letters
to anybody else, for
enclose the courtesy of a return letter
whole business is for your benefit,
the expense? It is hard enough
write a letter
at any time, without having to pay for the blessed honor
d
an privi1ege ! The oth~r end of this blunder is, to sign
your name with grand flourish or fancy letters resembling the superscription of the King of the Fejee
Islands. The bewildered professor studies over your
name for days and nights. Let us suppose is "
Mansfield, Oswego, New York." (I am not aware
there is any such person in existence.) After
very
bad
the professo.r concludes to send a. reply to
"Mig
Ojoco, New Mexico." You, of course,
receive no answer to your lovely flourishes, and conclude
that the professor is a discourteous
humbug. Either send
for your full name and
on uncommon sense.
BLUNDER SIXTEENTH.-Not to know a good thing when
you see it. This applies to those music students who do
not take THE ETUDE. It is by far the best
them in the United States, amino music
can
afford to
without it. It makes some small mistakes
sometimes (and probably ang 9 Is do-one did,
b . . .11 ..r. l
.
h L ·
ut it 18 sti .1 aci e·princeps ;. t at atm means
tip top, tip top." If you do your duty, you will
·up the subscription list to a hu.00.red thousand.
BwNDlllR SEnNTEENTH.-Towa.it and wait. ''Your obstacles will never be less thaa now. - There wa.a once
a man ~wanted to get across a. river. He .had stood
on the bankTor several days, when some one asked ·him
what he was waiting for. " Waiting for all the water to
run by," was his answer.

[For THE ETuDm.]
"Liebster Jesu," Bach ;,Fi~h Qrgan ConSOME
MUSIOAL
BLUNDERS.
certo, Handel; , Adagio in A flat. Op. 266. No. 1,
Volckmar; Minuet and Trio in E minor, Calkin;
lllUGlllNlll THAYER, MUS. DOO.
Romanza.-(The Echo), Dr. Spark; Pastora.le in F,
Kullak; Prelude and Fugue iu E minor. Bk iii. No. _Br.UNDER TwELFTH.-To waste your life in trifle hunt~
10, Bach; Communion in G, Batiste; Priests'' March
from Athalia, Mendelssohn ; Minuet and Chorus from ing. You will never get ri<:h 1.ifting sand to find pins
To the ,trne artist music should be a necessity and not
Samson, Handel; Ave Maria. for the Organ. (Arcadelt and needles. I am reminded of this by the recent dis- merely a.n occupation, he .sbouJd not manufacture ..Qtusic,
164:0), Liszt; SixtnOrga.n Concerto, Handel.
he should live in it•..,.-noB&a'l' Ftun.
·
cussion about the minor sea.le.
Vorsp~el,
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ON THE USE OF STUDIES IN, PIANO TEAOHING.
BY W. S. B. MATHEWS.

II.
FROK "HOW TO UNDERSTAND MUSIC." Vol. II.

Mr. B. J. La~g, the distinguished pianist and conductor, of Boston,
gives the following, as, in his opinion, embracing the most essential elements of pianforte instruction:Here is a list of what I am in the habit of using for studies:Heller's Studies.
Cramer (Billow's edition).
Clementi, " Grad us," not edited by Tausig:
Bach, two-part Inventions, and Well-tempered Clavichord.
Chopin, Preludes.
Schumann, opus. 3, and op. IO.
Chopin, Studies.
Henselt, Studies.Heller ought never to be forgotten, but he belongs to the 001eu<~a1-mus1ca1
side.
,
Dr. Louis Maas, also of Boston,
the following:DEAR MR. MATHEWS:-

The principal Studies that I use, progressively arranged, are the following:Bertini, Op. 29, 32.
Czerny, Velocity, 3 books.
Kohler, New School of Velocity.
Heller, Op. 45, 46, 47.
Cramer, Original Edition, 4 books.
Czerny, Op. 818, 50 Studies.
Jensen, Op. 32, 3 books.
Czerny, Op. 740, 5 books.
Moscheles;-Op. 70, 24 Studies.
Kohl~r, Op. ~28, 12 Special Studi~s.
Chopm, Studies.
Czerny, Schule des Virtuosen ..
You can use my name with thes~ Kindest greetings.
Mme. Rive-King, the well-known pianist, sends the following account
of her ideas upon this subject:In reply to your inquiry " what ten, or more, books of studies I consider
INDISPENSABLE," I beg to say that I am not acquainted with any particular
book, or set of studies, that, in my judgment, would be "indispensable."
There are a great many excellent studies. For my own personal technical
practice I do not use any studies ; I find that the wide range of :m:y concert
an.d recital repertoire is sufficient to keep my technic up to the required standard; My own experience in teaching is so confined to Phrasing, cultivation of
tol!!ch, and artistic finish, that I use the Chopin and Liszt etudes, and the Tausig
Daily Studies, together with a few of trly own. Should I, through illness or
other cause, lose several weeks' practice, I can soon bring my technic up to
its usual smoothness and flexibility by the practice of playing Bach's Fugues.
Almost every pianist and teacher has written either an instruction book or a
set of studies, and many of them are really valuable. Among the many
instruction books, that of Dr. William Mason is, in my opinion, one of the
best. The studies written by Mr. Anton Streletzski, and Mr. Carlyle Petersilea,
deserve high praise, and as a help to overcoming certain technical difficulties
they will be found especially valuabl~, to those who_!>e technic is not far enough
advanced to use the studies of Chppin, Liszt, or Tausig.
Very sincerely yours,
JU.LIA RIVE-KING .
...
I also sent letters to several other teachers, among whom was Mr.
Ledochowski, of Chicago, who prescribed the following course:Lebhert and Stark's first Book.
Loeschhorn, op 66.
Czerny, op 740
Bach, Preludes and Inventions.
Cramer's Studies, Billow's edition.
Clementi, Tausig's edition.
Bach; Italian Concerto.
Chopin, Studies, op IO.
Bach, Well Tempered Clavichord.
Henselt, Studies.
·
A careful study of these ·lists and letters by eminent tea2.hers confirms t)le opinion expressed by Dr. Mason, which, also, I had- already
deduced from my own exf>erience.
It is that while the literature of the
pianoforte contains a vast number of etudes by different composers, only
a very.(~.~ of them are, in reality' so vital and formative that we cannot
do ··wit~~t them. Bach, 'for· careful study, and for the acquisition of
voice•playing (as distinguished from chord-playing), and for ·musical
,,, intel~igenc~; Cl.ementi and Scarlatti (the latt~ in very smalLamou~t) for
1
~cl~1cal v1rtu()s1ty ; Heller and· the · Mendelssohn " Songs W 1thout
}\T~r~s(~,?1,and.ali.ttle Mozart for e~pf15Sive playing of: melodies; Loescbhfu!J:i:~~ .Qi>· 6.6 fo~•. ," forming the. e:itecution '' ; Cbp~in, $chtill)ann and
'Liut;fo. · e mSde~ SC,~?pl pf ~\lent, exp~essiv~ .,nd. ~riJlUint .· co?cert

th~~"~~{t~~ Rro~r ~im,e,·.;?Ve••ll)Uf5~·11':!e· > ··~.veryt~ing
... !~.t \~:~9.~~l'l<r\lr•J:>ro~r~1:v~ :arra.~g~ment·~~·~ss1ble,

nor

e.he@~~~1;,;\f9~:,>lP.;Qlfftt~n~ ~~/~e·.,~1ght,ii,t

· · ··

~!t'.~i9~!9d~'·P~zj!)g;·i'.~t ~()tli~r~he. ·
. }!7~t~..,1·'Ye~~ .Rt)Vlll:G:Jl ,>!P\i~d, ~a.ry

the order. Yet if one were to divide the whole period of pianofqrte
instruction into three great divisions, the elementary, intermediate and
advanced, the selections would be such as these:Elementary.-Technics, Loeschhorn Op. 65 and 66, Bks. I and u ;
Mathews' Phrasing (which contains the best pieces in Heller's Op. 46 and
47, as well as a part of Schumann's "Kinderscenen"); perhaps some of
l,Iaberbier and Behren's velocity.
·
.
·
Intermediate.-Bach's inventions, selections from the" Bach Album"
in the Peters Edition. Selections from Mendelssohn's "Songs Without
Words," Nos. x, 3, 4, 6, 8, 18, 30 and 27. Chopin's Nocturne in E
flat, Op. 9; Impromptu in A flat, Waltz in D flat and Nocturne in F
minor. Schumann's Phantasie J>ieces, Op. 12, Nos. 3, 4, 2, 7 and 8;
also Romance in F sharp. Bach's Preludes and Fugues in C minor, F
major, G minor and C sharp major in "Well-Tempered Clavier." A
few pleasing pieces by Raff, Mason and Rubinstein. Possibly such a
sonata as Beethoven's 1st, in F minor or C minor, Op. 10.
Advanced.-More Bach, a little Clementi, Chopin's Studies, beginning with No. 8, Nos. 12, 5, 1, 2, .1· Schumann Novellettes in E and
F; "Etudes Symphoniques." Some of the Liszt-Schubert songs; also
Liszt's "Rigoletto," "Tannhauser," "Spinnerlied," etc.
By this
time the pupil is able to study almost anything he desires or that the
teacher chooses.
If in all this course the rule of Mme. Nielsen-Rounsville be observed,
to have every piece and study memorized and practiced, sooner or later,
until it can be played like a concert performance, it is quite certain that
the playing will take on a character of flexibility and of ready responsiveness to the will and sensibility which was unknown to the playing of
the old school, and impossible to be obtained in these times, also, so
long as the greater part of the time is spent in the study of meaningless
combinations of tone-forms, having only a mechanical intention.
With a view of bringing out the remarkable agreements of these lists,
in regard to the usefulness of certain ones of these sets of studies, concerning which nearly all the writers are unanimous, I had intended to
tabulate them.
But upon completing the task, I discovered that it
amounted to little more than a repetition of the names of Heller, Cramer,
Loeschhorn, Czerny, Clementi, Chopin and Henselt. The Tausig socalled "daily studies" are exercises and not stµdies in the meaning of
the present discussion. We have to do here with studies having, at least,
a color of artistic form, to which the Tausig dail,}'., studies make no pretension.
This discussion would be incomplete if it failed to mention the
application of certain pieces to purposes of study.
f refer to such finger
pieces as Weber's" Perpetual Motion" rondo in C, Raff's "La Fileuse,"
etc. These pieces have the merilii.Pf making unusual technical demands
upon the player, in requiting a ~ng series of finger touches in uniform
rapidity, and at too high a degree of speed to be thought of each for
itself as it occurs.
They are plax.ed in part automatically, after being
prepared by a large number of repetitions in perfectly correct order.
Pieces of this kind are more useful than exercises pure-and simple,
because the effect, when it is properly mastered, is so much more interesting than anything to be found in studies proper, as to reward the pupil
for the countless number of repetitions necessary for playing them
properly. It will be found possible, therefore, to secure a good quality of
practice upon something of this sort, at a time when the pupil is not in a fit
state to concentrate attention upon a task not having a reward somewhere
in it for the musical feelings, properly so-called, or, at least, for the
feelings of pride in good playing.
But to enter into a discussion of
piano teaching upon this side, would take us too far. Enough to place
upon record here the suggestion, that there is no piece having in it combinations worth making, a'.nd of such complexity as not to be performed
by the pupil at first trial, but what at one time or another in the development might prove of value as a study; and it will also be found, in general,
that studies increase in usefulness just in proportion to their having in
them th·e possibility of serving as pieces after they have been mastered as
exercises.
The converse of this is not true, however, that pieces are
worthless for use in study .unless they require a large amount of practice
to master them. The development of a musical style of playing makes
it necessary that a considerable part of the playing be spent upon pieces
in which the music is the main thing;, music of such a quality that it lies
within easy reach of the pupil's musical consciousness asit t~en exists.
The entire discussion needs to be supplemented with the following
aphorism which the young. t~acher win do well never to lose sight of. It
is:.
·
''Piano playing Is mainly a matter of the mind, and not primarily of tlu
muscles, and this. i's more and more the case the higher one goes in i't." .While
merely m~scular preparation requires coµsiderable attention, the greatest
proporti()n of th_s titne is wast~arping. upon muscular and mech~ni5a! ~.lati~~~ ~~e~.t~~ hindra.nce to ele~ant. playing exists in .the ~il\<:t., ...
tn ffie tnt1fSJ~._1.~91,\\85~()l1SPess of the·pupil. or student.·
w,:h~;f,1~•to
play e.!fe<:ti.velY: .•a~e!: stucly, do so, nine tim~ out. of tell, fr?Bl·· .····

Those

*

~aso11~~,&lldno~f~()~tlI1u~gh~~re~n!h. Th~refore~tlle B1g.~~toui;

· ro~.th.eTf~.~i·~~~.B19.~~aJ.· .~11~~t~~e.~ess?•lln~h.~~e·~B1or~' l'?~ ·¢~'
thm~ ~~?!ll~s~~;.~;B1~1c1~n~;t,h~1~kf1t;,t~eh~ •.
~~rl,l 1 ~~q{
'.''~i,iµ pla~'W.ta~~n.J.l~r tQ.J>,le~1 ~ye~y: ~n~ ~
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THE DEPPE METHOD AGAIN.
MR.

~TOR:--

·..

.•

.

Deppe's "sC!;tle and tellinf conception." But why mul·
tiply words, Mr. Editor?
will close this article by recommending your readers to send for'' Die Deppe'sche
Lehre des Klavierspiels." Its cost is only a trifle, and
it is published in Hamburg by Gustav Edward Nolte
(Herold'sche Buchhandlung). Those who read German
will be able to learn about the Deppe method, and also
what Deppe thinks of me" at the same time, from it. If
he denied me as a. pupil, it would be as bad as Anna
Steiniger's going back on him as a teacher. Deppe would
be incapable of such a thing. Here is a question which
I would like to start for discussion in THE ETUDE. Is it
professional or allowable for a music teacher, who is at
the same time a journalist, to try and bring other music
teachers into discredit with the public, from which they
all draw their subsistence?
AMY FAY.

Dear ·r :-Mr. W. S. B. Mathews and Mr. Frederick
Clark seem o have a .decided objection to my teaching
the Deppe me od. Now I am rather surprised at this1
since I am per e ly willin~ that Mr. Mathews should
tea.ch the Mason Pia.po Technics and " How to U oder·
stand Music," and tbat Mr. Clark should tea.ch the
''Clark-Steiniger rotary, 'to-tsion, spiral art of Pianism,"
though I know nothing abou't. these respective methods
except from the eulogies writte~ about them bl Mr.
Mathews and Mr. Clark. It does' not worry me rn the
least that each of these gentlemen . considers himself
superior to all other teachers, and if they can convince
the rest of the world of it, so much the better for them!
Meanwhile, I must claim the right to occupy my own
small. musical corner. I am glad to see Mr._ Mathews
MISSING LESSONS.
applyrng Deppe tests, as, for instance, where he says that
'•when the hand looks well, it is right "-one of Deppe's
In reference to the teacher who walks a mile, rides a
maxims (see page 289 of my book, ''Music Study in Ger· mile, and then walks one more mile, etc., I would say
many.") If Mr. Mathews goes on studying into the he is not alone in his misery. Such injustice to teachers
Deppe method, be will learn a good many other things I experience, and see others doing all 'the time. I asked
that apply, and will in the end be able to emulate cer- the advice of my last teacher, a prominent musician of
tain other gentlemen, and teach the Deppe method quite Boston, what course he would pursue with a pupil wh0
as if it were his own.
would take a lesson only at his own convenience.
I don't like to say anything against Mr. Mathews, as
"Well," he said, "first I should urge, then talk serihe is so good-hearted, and always "repents him of tbe ously, and if these two means failed make the best of it."
evil'' after he has attacked me in print. He always tells
I think it depends entirely upon the position of the
me afterward that he "did not mean what he wrote, and teacher. If I had plenty of pupils, and couldn't induce
that he did not know how he came to do it." His pen them to deal fairly by me, I should drop them. Very few
gets away with him; and as I am aware of this little teachers, however, are in a condition financially to do
weakness, I don't resent his articles any more, even if this. Here is a little story for you, wholly true.
they cost me a pupil or two. I don't even remonstrate
A lady of my acquaintance came from "away down in
when he publishes such extraordinary statements as that Maine" to study music of Calixa Lavallee, of Boston.
"Czerny has no musical merit whatever;'' that "Crain er After doing so she settled here and taught. Going home
is away to one side of the modern piano technic,'' and that one summer on a vacation, she was invited, with some
pupils had better study Raff's shallow little Fileuse as a others, to try a new piano bought by THE man of the
substitute for the solid and instructive Etudes by these town, namely, the proprietor of the hotel. She was a
classic masters.
very fine performer, and chose pieces, as best she could,
Mr. Mathews is really a good friend of mine, though to suit their taste. A large crowd finally gathered about
it migh~ not appear so to the public. Let.us pass on to and the following conversation ensued:Mr. Frederick Clark. This gentleman, it~ll be rememMr. D.-" I never saw but one really graceful player,
bered, went to Europe to study music..According to his and she could play the most difficult music with a fifty
own book, he took some lessons of many great masters, cent piece on the top of her hand.''
. bu~ discovered that none of them knew as much as he did
Our friend, Miss F.-" But how could .she use her
himself. Thereupon he decided to become the apostle wrists and arms, etc. ? ''
of a new piano method, which should combine the good
Mr. D.-" 0, she was so far advanced she knew how."
points of all the others. Strange· to say, Mr. Clark
Mrs. New York (visiting at the hotel).-" Why, yes;
advertises his terms as only $50.00 per twenty lessons, don't you remember Ossie? She took lessons until she
while his wife, Anna Steiniger, charges $100 00, or just learned all there _was on the piano, and they had to put
double, for the same number of lessons as her husband. her on to the organ."
Now, if Anna Steiniger learned the important secrets
Miss F.-" Really, I didn't know there was any limit
from Fred. Clark that he says sbe did, and not from Deppe to tbe science of the music of any instrument. Did she
(though she studied twelve years with -Oeppe, made play classical music?''
her artistic reputation, and even played in ~he Gewand·
Mrs. N. Y. -"Is that any particular grade of music?"
haus in Leipsic while under his instruction), it seems to
Miss F.-" Mozart's, Handel's, etc."
me that their terms ought to be reversed, and that FredMrs. N. Y.-'' 0, it was all of eight years ago we knew
erick should charge the $100.00 and Anna $50.00, since her, and I guess classical music was not written then."
it is evident that Frederick is the cleverer of the two.
ADAM. CAME.
From this matter of terms it would seem that Frederick
feels in his heart that it is worth more to be an artist than - Let me say to ''Country Professor," you should have
to theorize about it. It is a dead give a\lmy for him; Mr .. an understanding with each pupil at the beginning of the
Clark is still more remarkable in his statements about quarter, in regard to the circumstances under which the
your humble servant than Mr. Mathews is. He says that lessons missed shall be paid for, or deducted and lost by
Deppe "does not regard me as his pupil, and that he the teacher. I do not believe that any teacher has a
considers that I ruined him."
"
"cast-iron rule" in relation to the matter, for often "cirIn answer to this statement (it must be admitted that cumstances alter cases." If a pupil omits lessons
Mr. Clark sticks at nothing), I would say, that when I ''because he has not practiced;" "because he has had
returned to Berlin, three years ago, Deppe put off his company;'' "because he goes away on a visit for a few
summer travel in order to be there when I arrived and weeks;" "because he is indisposed to take them," or
to give me his entire time. He introduced me t~ his for any other trivial excuse, he ought to distinctly undercircle of pupil~, by who~ I '!as i:eceived with the greatest stand that he must pay for all such lessons omitted. A
honors, and did everythmg m his power to show me his conscientious pupil will not miss a lesson if it can poeappreciation of what I had written about him in my book. sibly be avoided. Carrying out the precepts of the
Last year Deppe sent me a pamphlet to translate, called "golden rule," I do not believe that a teacher should
"pie. Deppe' sche Lehre des Klavierspiels," which is, charge a pur.il for lessons missed on account of sickness.
berng rnterpreted, "The Deppe Method of Piano Play- If a pupil will not tak~ lessons with reasonable regularity,
ing." It was written by Hermann Klose, one of Deppe's and pay for the same,· it is better to dismiss him at once,
pupils, under his immediate supervision. In this path- for he will not do his teacher nor himself any credit.
phlet the Deppe method is not only describeq exactly as
I am well aware of the fact that it was no fault of the
I describe it, but long quotations are made from my book ''Country Professor" that sickness occurred in the
in confirmation of it, showing that Deppe fully endorses family of his pupil, which prevented the using of the
piano; but the point is, would you want to pay for the
what I have written about him.
Mr. Mathews and M_ r. Clark both say that I have rep- lesson if you had been in the,pupil's place. It is necesresented Deppe only as a teacher of teClmic, and Mr. sary to be more particular and strict with some J>upils
Clark says that Deppe resents this. lll-'l'epl,r to this state· than with others. Sometimes it is best to require a pupil
ment ! w~d ,say, that o~e of,the qu~ons from. my to always pay in. advance_for his lessons, which, in some
bo6k _m Klose s pamphlet is the followmg one from page cases, tends to greater regularity in practicing, and the
801 of ''Music Study in Germany: ''--:- . . omission of but few lessons. Of course, all pupils hun·
"From my telling you so mu<!lf''al>out technicalities, gering and thirsting for the "inner meaning'' of music
-you must not think Deppe only a pedagogue. He is in will value the 'instruction they rec_eive more highly than
reality the soul of music, and all these thi,gs are only the matter of dollars and cents.t and a knowledge of this
'means to an end.'''
fact is one of the"greatest comtorts that. a good teacher
In German, Klose has written the last sentence in has, for it does him more good than the money which he
italics-" aUe jem Kleinen Dinge Bind ihm nur Mittel receiv.es. It is folly to expect a pupil to play the piano,
zum Zweck.'' ·I think many allusions to D~ppe' s musical or any other instrument, unless be is willing to do his part
insight win be f01?-nd.in 1!1Y book, and if Mr•. CI~rk will of the work of learning. But at the same time, i.n our
read;p&fe 8!4 of it, he will even find a descnption of a dealings with our fellow men and "fellow women," we
lessonpven b:yDeppe;t;ohiswifeon Wagner's·' Spinning should "letjustice be tempered by mercy.". '
Son~,' at which l 1!&s pre11nt, and where I ape&k of
HllNRY H.umum. ·

ETUDE :In reply to article in April ETunm. It all depends
upon _the bar!J.ain, whether the "Country Professor"
would be entitled to his pay for the lesson lost. He
earned his money anyway, whether he gave the lesson or
not; but 'is he entitled to it on that ground alone? On~
is paid for the lesso_n, and not for the trouble of getting
to and from the lesson.
·
The probability is, that nothing was said about " missing lessons, and whether they should be charged." In
that case the " Professor " was to blame at the outset.
This should be particularly understood at the very first;
otherwise I doubt if he could legally collect his pay,
although I have no doubt but what he is professionally
entitled to it. In the majority of cases it would not be
policy to press the payment of a single lost lesson; it
would probably lead to the pupil's stopping entirely. We
must do as we can until we can do as we will, and many
teachers are not so independent, financially, that they
can afford to lose a scholar.
On the other hand, some people seem to expect a
teacher should put up with any rnconvenience. They make
a sort of pack horse of him ; they keep him waiting in
cold rooms ; they roast him in warm ones ; they take the
lesson or not, as they choose, and expect the teacher to
foot the bill, and I am sorry to say teachers can be found
who are willing to encourage this species of mannerism.
A good way to do is to charge one-half the lesson lost.
A better way to do is to charge the whole lesson. The
pupil will not then miss so many, thereby losing their
interest in the work.
E. A SMITH.

RAINBOW REFERENOE OARDS.
THE ETUDE : Please allow me to answer the criticism upon
Rainbow Reference Card which appeared in the
issue of your paper.
The card does not presuppose "that the pupil is
familiar with the scales and accustomed to pass the third
finger on all other occasions," else these things would not
be so thoroughly explained on the back of the card. It
presupposes that the pupils know nothing at all about it.
Taking this for granted, it will require about fifteen min·
utes' teaching to enable a child to pick out for himself,
with one finger, any major or harmonic minor scale, from
any key, either black or white. He need not even know
the names of the keys of the piano or the notes on the
staff. So much for the forms of the scales. Surely this
is beginning them as "early as possible."
In giving "only one fingering for the minor scales,"
the card follows the example of standard text·books.
Those teac!!_ers
use a different fingering .for som6
harmo•dc mllJor scales, to avoid passing the fourth finger
over an augmented second,'' will find it quite M easy to
make exceptions to the Reference Card as to any other
scale method. Two such cases occur in the twenty-four
scales for the right hand and one in the twenty.four for
the left. .
'--~
Any one who reads the directions carefully will notice
that pupils are not to be told what "major, minor and
augmented seconds are," but simply how to play them. ·
If the little musicians are to be taught broadly, these
words ought to be "t~rms of every-day life," since they
are among the first needed in studying harmony.
Why is it " insulting to teachers" to give a list of the
things necessary for a pupil to under<1tand in using a new
method? But, then, there is nowhere on the card an
explanation to teachers, or any one else, of what a
"major or minor second is." It would be "altogether
out of place," as all teachers know it already ; they may
impart their knowledge to the pupil if they wish, although
it ·is quite unnecessary in using the card. Teachers are
not even told how to play them. They are onl;r told that
a pupil must be able to do this, in order to pick out his
new scale by himself. If in an arithmetic we see this
sentence, '' The pupil must know that one and one are
two," we know the author does not explain to· teachers
that one and one are two, but merely that pupils must
know this fact.
A child who has learned the use of this card may
review all his scales at every lesson without notes or a
word from his teacher. This will take only five minutes,
since, in case he forgets, one ~lance at the card will show
him his mistake ins~a.ntly. This saving of time and breath
enables the teacher to give all his attention to the
technique.
There can be no easier way of teaching, a series of
many facts than by classifyin_g them and picturlnf/ the
clMsea with actual colors. It is because the Rainbow ,
Reference Oard is based on such principles as t-his .that
its merits are acknowledged and the card endorsed. b;r
some of trny---4..ighest authorities on music and munc
teaching.
KATE H. BlilLOHD.
EDITOR OF

wno ''

LISZT'S whQle appearance, and his mobility, imme·
diately indicate one of tho_se personalities towards .:which
one .is attracted solely by their individuality. ~~~·
hand has impressed a special seal upon tb~m <ti,.~~.~
tinguisbes tbeni amongst a thousand.-Hils 'G~Il!I~.
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ET UDE

yet only able to ('Ia.f rude and easy pieces, and those published by Albert Weber, and see what she says about.
rather stiffly, the case' would be very different. Moreover, the manner in ·which her father trained her. I have
if he had r~presented himself as ambitious of being a con- embodied the letter in the chapter on the "Use of
BY W. S. B. MA.THEWS.
cert player, and at tle same time owned up to twenty Studies in Piano Teaching," now publishing in T:u:1:
years of age, a hard hand, and a small knowledge of ETUDE. It was originally written in answer to my ques·
ADVICE TO-.A. HARD CASE.
music, and still smaller practical success in playing the tion, and put in the advertising pamphlet because it
WHEN I read over these letters for two or three months piano, it would show that he was engaging himself in the gives such a good idea of the amount of work one has
back, something I am not fond of doing, it strikes me impossible.
to do.
that we are too apt to get our study of music and our
I have wandered far from the subject with which I
I would say, in general, that I doubt the advantage of
teaching of it into a. wrong'key. We are what is named such practices as the writer mentions, unless they form started. It is the necessity of keeping within reach of
"practical," in our miscalling century, which is to say
very small proportion of the entire time spent in music. the key-note, which in music is always the idea of expe·
'commonplace, ordinary, mechanical. We talk much of If they are carried along hand in hand with artistic per- riencing music, as a moving of feeling, as an expression
fingers, technic, and the mechanical part of teaching, formances of music of a higher order, with all the delicate of the beautiful in tones. Technic, and everything else
while the true end of it all, the ability to appreciate, modulations and nuances belonging to this kind of music, of a technical nature, is only so much material through
enjoy, interpret, and perhaps produce music, is lost sight they would do no harm so long as the expressive quality which the spiritual has to express itself. This is exactly
ef. I do not feel that we in THE ETUDE are the greatest of the playing showed 'improvement. But whenever the what Mendel says of Bach's technic in composition. He
sinners of all in this respect, for the letters that come in playing became more mechanical and the exprelilsion fell declares that imitation, counterpoint, fugue, and every
for answer are even more mechanical than the directions off in a way to indicate a loss of tone in the hand, it form of musical learning and cleverness was to Bach
which the collective editorial mind gives out in response. would be time to stop. My own opinion is that the " only a part of the material through which the spiritual
The following letter just received is a. case in point. Technicon is a complete gymnasium for the hand, wrist came to expression."
Observe:and arm, to all piano-playing purposes. A~jthing one
II.
After trying for "BOme time without success to solve a can do upon that I would consider safe, except overdoing,
When I had written the above, I stopped and addressed
problem, I appeal to your kindness through "Lett@rs to especially in the stretching and separating motions upon
Teachers," assuring you that whatever advice you choose the triangle in the centre of the Technicon.
a private letter to the correspondent, asking the missing
to offer will be thankfully received and highly appreciated.
There is another view of this subject which is worthy particulars above specified. The following has just come
The muscles and ligaments of my hands and wrists a.re
naturally as hard as iron; to overcome t.his I have, for some more attention than it has recived. It is found in the to hand, in time to go in with the other, thus making the
time, used an arrangement of my own to soften them by question, "Why attempt to do the impossible?" As the record complete:stretching, technical practice failing to help me much. world now goes, there are a few persons born every year
DEAR Srn :-Your favor of 26th is received. At the
I spend fifteen minutes in this way before my daily piano
practice, and think it helps me; but I am suspicious that with exceptionally good heredity for playing the piano. time I commenced stretching my muscles I was twenty.
my hands may be injured in this way if I am not careful. They have responsive and obedient hands, and at an seven years old : have been at it on~ear and a half. I
My stretching practice is, principally, to separate the fin- early age are able to play pleasingly. They do with know it has helfed me in expansion, and independence
gain very slowly. I have sometimes
gers, loosen the knuckle joints and expand the hand. In little or no study passages which students like the of finger, but
connection with this, I work on expansion exercises at writer of this letter take months and months to thought it caused a tired, stiff, or bound condition of the
hands, which I feel after two hours' piano practice.
the piano, taking the most difficult hand p~tions I can
This last is often ca.used, you know, by a heavy bearfind, and compelling the fingers to obey the will by force, practice, and after all are never able to do them successi.::,-dowr.
touch, which throws a great weight on the
working them till they are quite tired.
fully. Now, it is impossible for students of the ordinary
hands
; but I carry a very light forearm, and get my
A great deal of the best music which I am ambitious kind to compete with these. Piano playing is not like
power mostly from the wrist. In the touch which I use
to play requires independence of fingers while the hand
is expanded over a large interval, and for that I am some forms of study, which carry their own rewards with mostly for melody, scales, etc., the muscular sensation is
them. Practicing upon the piano in a mechanical way similar to that of an effort to elevate the wrist without
working hard.
I often find the dominant seventh chord (with the for a series of years is about the least productive- mental doing so; wrist flexible, finger joints flexible but firm.
octave) in certain inversions which I cannot strike neatly, exercise an intelligent being can occupy himself in. At Any effort I make to play with a strong tone, rapidly,
is fruitless; the pressure J1,ecessary to produce the tone
nor play' its tones in succession with a good touch without
moving the hand. I am now trying to play Kullak's five the end of it all he is merely an imperfect machine. A impedes the action of my fingers. The great trouble is
to
get them J/Jl_ quick enough. Perhaps some of the
finger exercises on this chord in all keys and all inver- crank could turn off a tune better. Even if such a stusions. Is my course in " breaking" my sti!; muscles a dent should succeed in becoming a good player, his trouble is cau!lll by working my hands too hard. I am
in the habit of taking a difficult figure and repeating it
wise one, or am I making a mistake?
playing would lack the popular element to s,uch an exMy hanq is medium size, fingers good length, natural tent as to place him at a serious disadvantage as com- till the muscles refuse to move. This was the advice of
a teacher,"but I think it is the worst thing I ever did. I
growth ceased.
.
have worked on A. D. Turner's Op. 7, No. 2 fifteen minI realize my case is a hard one, but I have a brave pared with the student specially gifted for it.
heart and a working disposition, and I feel that this thing
Piano playing is primarily a matter of mind, but the utes daily for one year; have improved on 'tt~much, but
cannot
play it through with a good legato without stopping
must be done.
L.
condition of the musical mind working upon the piano, to rest my hands. The degree of pow~r called for in
This letter is the production, most likely, of an enthu- is its coexistence with a hand and arm of fine· fibre and many places in this study I cannot produce, and cannot
siastic student of music, who no doubt lov~ it as art, and responsire organization. When this conditiofi does not strike the chord in next to last measure (d bi, f).
In answer to your question regarding what kind of
who is desirous of becoming an artist ip. it. He tells us -exist, as the letter of the correspondent implies that it does
pieces I can play in a manner to afford enjoyment to
that he has done certain things to his "muscles and liga- not exist in the present instance, the best thing for the others, I will say I am obliged to select those wh01Je dements ; " he has " stretched " and "practiced," com- individual to do, in my opinion, is to turn himself to mands on technic are small, and the list embraces anypeHing the fingers to do as he wishes them "by will some other form of musical activity. It is still open to thing in the grade of the Concone studifis Op. 30 and «,
force." He is practicing Kullak's five finger exercises him to be a good teacher, a good writer about music, a Heller, Op. 78 and 82, and the least difficult of Mendelssohn S. W. W. I am obliged to fight shy of rapid run:
in all keys, etc., etc.; is "breaking" his ';'stiff hand," good composer, perhaps; bnt a good pianist without a ning arpeggios; I cannot play them le~ato and pass
and has, as we could already see in his story, a "working responsive hand is impossible, as the standard now ex- the thumb smoothly ; my thumb joint is in need of
disposition." But in all this, beyond the reference to the ists. While certain mechanical attainments are possible special training for passing under. In answer to your
unquestionable fact that "much of the music he is ambi- as the sure reward of perseverance, the musical inspira- inquiry as to my ambition, I will say that I am· dev<tOtl;r
thankful for the very little ability that I poBSess, but I
tions to play requires independence of fingers while the tion becomes lost in the process, and at the end of it all long to travel as far on the road to musicianship as my
hand is at rest," there is not one word about the music. the pe,<son is what I have already called him-a bad small talent will carry me. This ambition is no fanc1,
neither is it the desire of one who is merely interested m
I cannot tell from the account how old he is, what he can machine.
music; nor of one who has a passing fondness for it ; it
flay at preaent, what he would like to play, and how (for
To say this is not to cut the applicant off from a musi- is
the deep-rooted feeling of one whose love for IIUlSical
1concert playing is quite a different thing from parlor cal life, which may happen to be the ohly one promising art cannot be expressed on paper ; intense, devoted,
playing7-and these from a scholar's knowledge of music to afford him satisfaction in pursuing, it. One can be pure, reverential. If I do\.not work my way through
the Haydn and Mozart sOBll.tas, and ·master some of
and ~hing i~, which may exist apart from the ability ever so musical and not play "the piano at all well.
Beeth9ven and Bach, I shall consider my existence a
to perform in p~blic). Each one of these mia&ing par- Of course, I do not know wM!ther these remarks apply blank
; and this is only a fraction of what I want to do.
ticulars is vital to the question. Practices in stretching- at all to the writer of the foregoing letter. Most likely You see my taste and ambition is that of an artist, while
the ligament;a. of the hand, which would be useful and they do not. Neverthele118, they are worthy of his my technical attainments are those of a novice. .
Speaking honestly, I have many misgivings as to my
• entirely harn'tteu within reasonable limitirat-- a youthful attention.
; and on consideration of certain circum_sttncea
age, and .induced by nothing more than a youthful
If any one wants to know whether even genius can talent
under which I labor, I feel I have little to hope for. But
a~bition, might be ruinous to a mature hand, forced . bJ develop itself without hard wotk, I say certainly not: The I believe you can understand my position : i:t is similar
a 'ature :will ef a student almost crazy with ·the deter- ability to work hard is one of .the decisive signs of genius. to that of the drowning mll\n ~ho will catch at a. straw.to
min&tion to do the. impoaible. For insta.¥ce, if the fo fact, a friend of mine, Bishop ·Fo,der, of the Metho· save the life ~s dear to him.
My. temperament is imaginative and poetici&l ;; I. ~'tit
Wl'i.~r; ofth~.,~etter ~. told us aUhis moment he. was dist Church, used to say that geni111 is nothing else than much·. given to contemplation,· &Ill a~ p&Hion1t,~ 101'8! of
•l>le !'9·pla,:~1~rtain ;)~pncert piecea in public to the the endless; capacity to work. At IUlOther t.ime he .said, Nature'. •.••These gifts lLr0 a ~t delight to.~&, al~~ltl
~~~nt!pl~~~ of.~~ ~udience, this would certify to that.tJie men got on who were.~bleto do ten men'swori
th'.e ·
~~!~. h~~~~'1~!1~1 .a.r:id c;tf ~ m~sfcal~!~~~~t in
.long run•······ This ia about th.e ·size of it. Not even
l t~~st'yo~ ••wil~ .~on .~, ~~~~.tion:.
~~~~~;M~. ~1 ~·ee,~h_,,. tft~ ~°'~t llP~~~11~01,1~ l~~~il~·is~~~' t~ ·d~ .m~si.~..~itM11~ you.
ti,: .Ptis •lU;ldFa fe1t>li.n~1 ~l~ •o~
.•~·~~ltt,\l~le~'i'~~· •wor:l[.~'.. The ~pat ~pon~~eo~ •.pl!yer n9:,r. bet~~ ~Ji,~
()fieiglit,en(or"tit-e~tJ:i:'8 .public; ia.M~e. Teresa O~fi~·~ Get h~r p&Qlph\~t,·
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delssohn and choruses from" Inflammatus" an·d ''Crea- emphask Mason's arpeggios'•'i%
iihe diminished
tion." . I send them ooly because I think they will help h d
h
d fi
• •
h h b
1
you to understand me. . I write thus frankly, as you re- c or ·are. exact Y w at you nee
. ·.~~· t et um ·
quested. · I thank you ~incerely for taking the trouble to There is also an exercise of Seeboecktf,;~t would do
L.
you a world of good. It is the pl8'ing 'of scales, at first
write, and am respectfully yours,
This answer of his brings out quite strongly. the danger. slow, then faster and faster, with the thumb and ome
fi
I mentioned of overdoing mechanical exercises on the nger. Take each finger in turn. Play all the way up
part of those whose hands are old and their wills reso- and down the keyboard, or four octaves at least, with
lute. Such are far m,ore liable to overdo than younger the thumb and the second finger (German fingering);
th
11 th e way up an d d own WI'th th e th um b an d th"ird
Persons. I would say, however, tha.t the good sense of fi en a
fi
h
fi
the correspondent and his ambition are so evident that I nger, thumb and ourt finger, thumb and fifth nger.
have hopes of him in spite of his age, although this ele- Take care in the latter, and in all, that the point of the
ment is certainly against him. .Age adds to the difficul- thumb crosses the point of the finger. Exercise the
·
· th e pom
· t 0 f .th e fi nger,
passmg
ties of setting up new automatisms in the brain and the hand away firom th e piano,
· 1 h fifth fi
h
muscular system ; yet it is not impossible.
especia ly t e
nger, across the th~mb, so t at the
If I may give case in point, I will mention the art of first or farthest joint of the little finger passes along the
type-writing. I am writing these remarks upon a Ham- inner side of the thumb as far as the leagth of the nail.
Th th b d fi
th t th
d f
h·
e um an
nger cross, so a
e en o eac is a
mond type-writer, at a speed about twice that of rapid
writing with a pen. I think faster, write with less effort, good quarter-inch visible beyond the other.
and save half the time of composition, besides being
I would. advise studying the following pieces, which, I
able, by its help, to have my "copy,, in better shape for fancy, will interest you, and will not be above your
powe s Of the Mendelssohn S
'th t W d N
the printer and susceptible of more thorough revision
r :
ongs wi ou
or s, os.
before sending away. Did it ever occur to you that the 3, 4, 9, 18 and SO i of the Mozart Sonatas, the slow moveact of writing rapidly is one of the most complicated ments in the Sonata in G, No. 14, Peters edition, and
automatisms that we ever establish? Is there any one the slow movements of the Sonata and Fantasia in C;
of B th
th
h I f th s
t · G o
14
among my readers who knows how long it is before one
ee oven, e w 0 e 0
e ona a rn ' pus
'
gets to the point where he can think with his pen in the slow movements of the Sonata. Pathetique, the first
hand? Where he can stand out of his own light and Sonata, and the air and variations in the Sonata in A
talk to his paper? This is exactly what I am now flat, Opus 28. Of Chopin, the Nocturne in E flat, Opus 9,
doing to this instrument. I treat it exactly like a pho- will not be too difficult, nor will the Prelude in D flat, in
h
nograph. The Hammond type-writer is the most diffi- t e Preludes. The Polonaise in A major, Opus 40, and
cult of all the type-writers to learn-,--most difficult because, the Polonaise in C sharp minor, Opus 37' will be practiperhaps, it is the most perfect. It writes a larger num- cable; of Schumann, the selections from the Forest
S
·
"St d'
· Ph · "
d th M
u ies m
rasmg, an
e oszber of characters and is capable of a greater variety of cenes, m my
modifications. The difficulty of leirn;ing it is in the kowski Serenada in the same. For the practice of rapid
touch, and in the division of the letters of the alphabet finger work Heller's Tarantelle in A flat would be excelbetween the two hands according to a fixed... system,· lent. After that take up Raff's La Fileuse. At first
·11 h" k 't ·
'bl b t h h
h b
whereas, upon the others, the hands climb all over the you wi t m 1 impossi e, u t e c ances are t at Y
keyboard, and any letter is liable to be written at one earnest study you will be able to do it. At all events,
time by one hand and at another by the other. Upon the you must practice more or less music with rapid-running
Hammond this is not so. Certain letters are always put in work in it. W ollenhaupt' s Whispering Winds woµld be
· i'
1 G
h lk' L
H
by the fingers of the left hand, and the establishment of goo d practice ior you, as a so ottsc a s ast ope.
an automatism upon this instrument consists of forming Take the ones you fancy most i practice one or more
the habit of moving in certain directions with one hand until you can play them passably. The first time you
for certain letters and in the opposite iirection with the are through with them they will not go smoothly; later,
fte
h
·n b bl
l
h
other for the remaining letters. It is a long time before a r a mont or two, you wi
e a e to earn t em
one can write with it as fast as with a pen. Hardly any better. I would advise the Technicon. I would not
rapid writer will acquire his best pen speed up 0 n it advise so much study on exercises, but what I did pracwithin the firsl month's practice, and I doubt whether tice would be different. When you have tried it, let me
know how the prac.tice works.
any old writer, accustomed to composition with a pen
for years, will become able to thin~ rapidly and freely,
and improvise upon it, within six months. But practice
[For THE ETUDE.]
A SUGGESTION.
will do it. It is now two years since I began, and I

a

f

write, as already said, twice as fast as with a pen, and
think more easily, and feel better after" a half-day's work
at it. Now, this automatism of mine is fully as difficult,
I b r
e ieve, as any that enters into the playing of the easier
Beethoven sonatas or any of the Mozart.sonatas, and I
have acquired it-this is the point,,-since I was fortynine years old. Therefore, if I were forty-nine years
old, and could not play the Beethoven sonatas, I would
not hesitate to undertake to learn. It can surel}'"''be
done. But it cannot be done by stretching the muscles,
ligaments, or any kind of purely mechanical exercises.
I would advise the improvement of your technic, if
.
possible, by the practice of Bach fugues upon the church
organ, with two or three manuals coupled together. Two
hours a day in this practice will limber up your fingers
t:
'dl h
h'
muc.u more-rapl. Y t an a.nyt mg you can do upon the
piano. It will also make the tqych .monotonous, but
not m~ so than your touch moQt, likely is already.
There is something in the steady p'i'illof the organ. key,
.
·
especially when two keyboards are coupled together,
which lms an effect upon my hand that no piano practice
has. It gives te. chni.c in the old-fashio_ped sense of the
term. For piarlo touch proper thete is bnly one school,
and that is found in the intelligent use of Mason's twofinger exercises. ·There are many exercises .calculated
to. 'produ~ what is· o~dina.rily called technic, but there
is ..no 81
. :stem. of mecha.nical exercisea out this known to
. · ·· ·. · .• • . .
· .
.
' •
m
.. ·.·~.'..·.. <»,pa.b.•~ · of tn
. ;~ . . •m.~g the touch .tp. the debcacy. of
Sch:amann'a .· pianO<;forte effects. and his discriminative

than andantino, and that andantino is slower than·an·
dante ; in other words, translate it to suit yourself, ·a&
both definitions are given in several works.·
· ·
Compare the various editions ; they ar~ a revelation ;
they not only give a different fingering, phrasing, marks of
expression and tempo, but actually so change some of the.
original manuscript that poor Bach, Handel and Beethoven
mustindespa.irha.veturnedintheirverygravesandrefused
to recognize their own compositions. It is easy to see
how some of these worse than blunders came about, but
difficult to see J'ust where the sin lies, and more difficult to
.know how to remedy it. Granted, that Chopin, Liszt,
et. al., taught one day and corrected the next, abridging
and revising even after their works had left the printer's
hands ; but there is a correct edition somewhere, and
the best is what every one should use ·, but let any one
man name it, and he would be so set upon by the en·
raged musical world and critical world that he could
easily pass for a martyr if he still adhered to his faith, or
prove a heretic if he renounced it.
Touch: what an inexhaustible subject upon which to
wage a war of words. you can no more find two eminent
teachers (unless pupils of the same teacher) who teach any
one of the various phases of it and bring the same princi·
ples into play, than you can find day at the noon of night.
Do you say there is no profession where all teach the
same. Then, I say there is no profession where all is at
variance, where systems tear down systems to upbuild
systems. Grant, again, that all great men have been
obliged to step from out the ranks of the common herd
and create a way of their own, but is it necessary to tear
this great man to pieces, to unscrupulously and inaccu- .
rately adopt a part of his methods for our own, and then
condemn the rest as well as the man? Well, I don't
wonder some of you blush at the names of Wagner,
BeDrl.idoz and Liszt.
1
you ever compare the various Conservatory
courses as given in their yearly catalogues? I would like
to see two that are graded alike, that contain the same
composers, that attach the same importance to the most
important works, and that do not fail to promise diplomas at the completion of said course, thereby destroying
all possibility of creating the same high standard of
musICianship, and furnishing conclusive evidence as to
the great need of such an organization, or similar, as
the .American College of Musicians, where there should
be only one standard-excellence.
Church choirs are indepelldent as the elements ; their
petty differences are proverbial. They conflict with the
pews, with the rector, with the organ and with themselves; they have some jurisdiction, but not too much.
How much?
AU this complexity ..serves to all,lply feed the critics,
who str.htway proceed to slaughter the good, bad and
indifferem-:-pr@cious morsel! The worst of it is, they can
do it with impunity, with the best of motives, with the
worst of motives, and who shall stay the relentless hand
if such it chance to be? Whereas, a little more of unity
and definiteness would feed the multiWde instead of the
few, and partisanship would soon be absorbed, and in its
place would stand a united and progressive people,
worthy to partake of the harmonious feast that music
should ever afford. ,
I well understand how impossible it is for two people
to interpret the same composition in the same manner.
We have not the same sky two days in succession, and
BY E. A. SMITH.
emotion is no less changeful than the disappearing hues
of the rainbow, but we can play the same notes, observe
WHAT variety of thinking and opinion, what strange the same t.empo, perhaps use the same edition, and not
ways and conflicting ways-""'.sensible ways and senseless longer continue to enlarge the garment of discord by
ways-have these musical people.
puttingpatchesaboutthe skirt; rather,gatherupthefray·
Ideas are a good thing if they are sound and clear, but mg edges and make of them a garment of unity and peace.
when they rival the possible combinations of a chromatic
I hope no one will say the writer apparently expects all
scale the7 are complex and confusing in the extreme- to play upon the same make of instruments, the same exnot multiplicity of thought, but unity of thought; not ercises printed upon the same quality of paper and prac·
diversion, but concentration. These are the growing ticed at the same hour of the day. No ; that is simply
needs of the hour. You may not wish to know why I the other extreme. I suppose these differences originated
think the musical a peculiar people in some respects, but in a manner from the schools of all the world~ So long
I am going to lay the case before you (thereby escaping as there is individuality and-originality existing, so long
the responsibility of judgment) and allow you the privi- will people differ in their way of doing things, and our
lege of judging for yourself-one of the blessings of a people are not one bit more behind in these traits than
f;ee country.
any other people. What am. I going to do. about it?
My scrap book is a good witness to call upon the stand, This brings me to the climax of my theme, and I am
and from it I ~ther a f~ of the discords, mayhap no going to ta.ke the liberty_ to su_g_gest .the possibility of
more peculiar to a musical than any other people.
wisdom enough in the M. T. N. A. to devise a way
In .1t I have found no less than three ways of inter- whereby at least one ~in of unity may result. Why
preting the grace note. Standard writers and pianists are not concentrate its wisdom in a committee who .a.re
found to champion them all-not because they all are ranked among the leading musicians of our land-the
right, but because they were taug.ht so. Well, who's to world, if you like; a committee composed of men who
blame? The trill, the turn and shake are also three . would have the confidence of the whole A1111ociation; they
bones lying crosswise ea.ch other, and who is there able at least would make some pertinent suggestions tha..t
to ~ve them the horizontal position of regularity? The would carry much weight. But, you say, where is the
vanous methods are a perfect Babel of opinion from the commit~ that can a~ee when individuals can scarcely
rudiments to the virtuoso. They tell you to play with agree 1 if llbt1 then, as mdividuals, they cer.tainl.·:r···· .eo. . . .u.··l·d·as·.··.
the fingen straight, with the fingers curved, to raise a whole. T11ere is invariably division in reform;. then
the. finger curved, to raise the finger straight and let it let it come ; but.. the reform and iU. result is *!·ma.in
fall . curved. To raise the ltnuckles, to depress the thing-a necessity-and should represent the l!lDl:~tltJ•
knuckles, ~ keep the knuck_les on a level, to play wi~h Subtract a 1'w antagonists, ant{ if tile moveme,n$~j(ist,;;ffl
a loose wnst, to keep the wnst fi~J to learn letters m one they will. s~ely change.th.~ r.e,tiult~ /~l>,
·
~oth clef~ at the very1 first, to learn tll~ ,letters and prac- orie, lt had better.die,. and ~'1,1 begi11. 8.1,~ll! 1
ttce only m the treble clef fo. ~ a considerable length of. be no worse off than before•.'.Jf tile anJPI~~ •
time, etc., etc. They tell you that andante is Blower worthy one ora. p~~C?Al o~e~.c()ndeQl~ (l~ • • "'·
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Transl&ted for THE ETUDE.

term " effect'' in art is used in several senses. As
R. Wa.gner ha.a well said, a work of art as a whole should
be effective, and the greater and more sustained this
effect the greater the work. But passing over this gen·
eral effect, I shall speak of a few special effects which
should occur but now and then, especially in piano playing, and which are produced by variation in force and
time, by an exceptionally artistic interpretation, and by
a striking or very individual rendering.
Of these different kinds of effects the first are the most
artistic and, on that account, the most difficult. The
unexpected, and therefore often startling, transition from
"forte" to "piano," from "piu mosso" to "meno
mosso," or vice versa, occurring at one time with preparation, at another time without, requires, if performed
artistically, a complete mastery of the elements necessary good piano playing, viz., the abilit7 to shade
means of a ~ood technic, a skillful
of
a clever rendermg of the various degrees
force
and a theoretic understanding of the phrase
THE

·-·GLISSANDO IN THIRDS AND SIXTHS.

To
played only in
intervals it prosingle
or in octaves; yet in
duces a most charming effect, and
much easier for
smaller hands. As different fingerings can he used, I
will mention the one which I have found to be easiest
and most effective. The difficulty of tiW glissando, es·
pecially that of the double glissando, consists in the fact
that different groups of muscles have to be used in entirely different ways. When the position of the hand
and fingers has once been taken, not only must the joints
of the two fingers be kept rigid~but the distance between
them mu.st not vary. This severe tension of the different
finger muscles must not interfere with the free movement of the arm muscles; as this is rather contrary to
, physiological laws, this method of playing is difficult and
requires much practice.
In the glissando in thirds (right hand), ascending, the
lower key is pressed by the ball of thE£fforefinger, the
upper key by the thumb nail. Both forefinger and
·thumb must be straight and ri~id. The elbow at a very
sharp angle is thrown up and forward. Descending, the
thumb, somewhat less straight, presses the lower key
with its nail, and the third finger, straight and rigid,
takes the upper key. The elbow is lowered as much as
possible; the wrist, on the contrary, is held high.
The glissando in sixths is done lik£l the octave glissando. The thumb takes the lower lrny with the ball,
while the little finger, very sharply curved, plays the upper
key with the nail. In descending, the fingers change
their position so that the thumb, much curved, presses
with the nail, whereas the little finger, completely
straightened, uses the ball. Both in ascending and
descending, wrist and elbow are held as in descending
in thirds.
.
,
We come now to those effects which are produced by
departing somewhat from the written ~xt, yet in such a
way that tbe difference is hardly, if at all, perceptible to
the hearer. Here belong a peculiar rendering of the
short appoggiatura and the trill, as also the adding to the
chord of tones foreign to its harmony.
THiil

SIMULTANEOUS

STIUIUNG

01!'

SHORT

AND PRINCIPAL TONE.

#

APPOGGUTUR.A

usual manner. Th1!!i the trill consists of seconds instead
of single -notes. we find here the same underlying
principle as in the rendering of the short appoggiatum,
already described. The method is easier than. the usual
way, fo:r the single staccato strokes produce the effect of
two notes struck in succession, hence, need not be struck
as rapidly a8 the notes in a real trill. On the organ the
trill can be produced in the bass by simply holding down
the two keys, for the vibrations, blending, produce a
natural trill ; but as this resonance is lacking in the
i>.iano, the seconds must be struck ral?idly several times.
This trill resembles that on the violm, which, as every
one knows, is played by one finger. It must be observed
here that this mode of trilling will deceive the hearer
only; the performer hears the seconds and, if far advanced, will scarcely be satisfied with the device, though
one who is not initiated can hardly tell this from a real
trill. It is better, however, to learn to play the short
trill with the thumb and third finger (the second finger
is less advisable); in this case the hand is turned from
the elbow, and this is decidedly to be preferred to the
usual way of playing the trill with
finger touch and
quiet hand, for it can be sustained
a longer time and
enables one to master more successfully all dynamic
shadings.
This
of trilling must always be supported by the
pedal,
may he advantageously used in pasflages such
as Chopin's Waltz in A minor, third part, in which the
composer himself undoubtedly played the trill at every
repetition of the motif, although the text shows but one
trill, viz., at the beginning; also in a part of Lanner's
" Pesiher Walzer," where the trill in question has a
surprising effect, bearing a strong resemblance to the
the violin; and, finally, in Beethoven's Sonata in
major, where the trills in the theme of the variations
are generally given as d<;rnble turns only. In this case
the trill is more difficult, for it must be played with pure
finger-touch by the third and fourth fingers, while other
keys are held down. Here two trills occur, one in the
twenty-third measure and the other in the twenty-fifth.
I should advise that the former be played with a double
turn in an animated mf tone.
THE SOUNDING OF TONES FOREIGN TO THE CHORD
WITH THE CHORD.

device, brilliant in itself, produces a truly mageffect when played with bravura. It is possible
lower octaves only and with ff. It consists in this:
When an octave has been struck, the palm of the hand,
by a downward movement, presses three or four of the
intermediate white keys. The octave appears as a
strongly marked short appoggiatura and blends with its
sound the tones struck by the palm of the hand. The
strong vibration of the low stnngs causes the different
tones to sound as one. This effect (of course, it is supported by the pedal) may be used at the begirining of a
passage of broken chords, or in the middle of a "pedal
harmony,"* or as a brilliant final chord. Thus it is
really a pedal effect, in which the false tones are swallowed up by the fullness of the accord tones. When the
octave is on the black keys the execution is very simple;
when it is on the white keys the hand must suddenly be
lifted and thrown forward, so that the palm may press
the keys.
Hans Schmitt, in his article, " Das Pedal des Klaviers," mentions the simultaneous sounding of several
adjacent seconds. He says that this is very effective in
the highest octaves. This certainly is possible, yet I
consider the effect in the bass more sonorous. I should
like to mention, also, that in the same book it is recommanded that the.thirty seconds which occur as appoggia·
turas in the beginning of the Scherzo in Schumann's
Sonata in G minor should be struck together with their
resolutions. With regard to my trill effects, I might
quote the same author, who pithily remarks: "The atten·
t10n of the hearer must not be called to the humbu~,
otherwise he will surely declare that he is not taken in. '

.·

~1~~·

When short appoggiaturas are repeated in quick succes·
sion, they "'re often dra~ged, especially in the left hand,
so that, instead of berng ornaments to the text, they
detract from it. When short appogl{iaturas occur in the
bass, I usually allow pupils of the middle grade to strike
them simultaneously with the principal note. This ren~
dering is wonderfully,effective, and is,.;tustified by the fact
that note-hich are in reality sounde<L~he same time.,
aeem to the ear to have been sounded in succession. For
e:u.mple, take the charming prelude of Heller in A major.
Her~no one, unleu forewarned, will perceive <,that
0"appoggiatura...irmi principal note are struck together by
the left; hand, but will, on the contrary, rfeive the impl'e8Sion of a·bonafid6 short a.ppoggiatura.
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IN the May number of tihe .Atlantic Monthly, Henry

of time and money.
figures and data-can
in maBSes or classes.
Counterpoint, Musical
as The Art of Teach.
or by-cor:respondexamples and deexcept in the most
the teaching is private and personal;
pupil gets precisely
what he or she personally
A thousand questions
and problems which they meet in their private experience can be readily met and answered-a feature entirely
unknown in the old normal method. There may be some
small classes in the studies above named, but in no case
will the number be allowed to exceed the demands of
absolutely thorough work. In the .Art Studies, !>iano,
Organ, etc., the teaching will be wholly and strictly by
private lessons.
, ,
.
The enhan~d cost of this system, compared with the
old plan, is so small that. when results are compared, the
contrast between the old and the new is immerumrably in
favor of the latter.
I im inclined-to think that Sherwood's plan is the
only solution of a problem which for years hu vexed
teacherA and pupils alike. His choice of }qcality ~ms
especially f~hcitous. The health-giving pro~erties. ?f
mountain a1r are known th,e world over, and tts ~erue
beauties ~ no meana to be forgotten. The m1m.r
prompt r-esponaes already )\eceived show that the ·J!ll&n.
hu met the wishes and approval of teachenum.4 ~ud._t~
who desire a vacation which QOntribute~ attmnoh.~~lit~
mental improvement,u it. does. to personal he~~:~,"1

James reaches a dramatic climax in his seaxch for th~
"Aspern Paper~" which meet a most un~i'pected fate
in this issue. '.!'he many admirers of Charles Egbert
Craddock will be delighted with the artistic progress of
her serial novel, " The Despot of Broomsedge Cove."
Among recent brilliant contributions to periodical litera·
ture, nothing more powerful than "Cicero in the Sen·
ate," by Harriet Water~ ~reston, ~u appea~d; it i~ an
article at once entertammg1 lummons, and mstruct1ve,
and will add materially to Miss Preston's fame as an au·
thor. In " The Cavalier," by .Agnes Repplier, a strong
side light' is thrown upon the character and career of
Graham of Claverhouse. u The Emperor William" is
the title
a remarkably intelligent article
Herbert
t.tl· e.·.; in.....quuain.t mono··.gr···.·.liP.h. . . . e.. ntitled··... " ..P·o····· .Sa·.·.~.dy,''
.Tu.
Charles W. Chesnutt showa•.that the. ancient supersti·
tions··Of In<l.ia have found lddgtn•nt even among the ne- h1miness. . .. .
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The Gapr-ic-ious Pupil.-This is the pupil who
is tired of a piece long before she knows it. She
neither likes to learn what she has heard others
play, or anything which requires long practice,
and never leaves, you without saying," Won't
you give me something new?" When she is
going to play in company, she change~ her m~nd
_ several times; tells you, after a weeks practice,
that she wishes to give up the piece she has
chosen, and asks for another. The new one is not
in her style, either; she must have a third. This,
perhaps, is too easy, and she returns to the first.
The Captious Pupil.-She talks about everything, not always to the purpose; she will not
agree that one crotchet is ~qual to two quav~rs
without trying to prove otherwise. Voluntarily
or instinctively she will try to make out that
you are wrong, and will accuse J:OU o~ contradiction if she can find the least d1gress1on from
the uniformity of your teaching. Instead of
having the confidence in you that your talent
and character ought to inspire in her, she takes
advice right and left, consults this person, imitates that one, least proper to serve as models,
and so gives you unknown collaborators. The
captious pupil will always find excellent reasons
for every absurdity, and thus loses precious time
in a flood of useless words, as tiresome for the
professor as injurious to herself.
-...::.
The Vain Pupil.-This pupil only finds a
piece sufficiently difficult when she cannot play
it. To hear her talk, you would think she was
on intimate terms with the greatest artists; that
she was in the habit of receiving advice and
encouragement from them, and often played·
with them. She never ceases to talk of her
accompaniment lesson, and of the grand piano
her father is about to buy for her. The Frivolous Pupil.-She is frorft fifteen to
twenty years old; laughs at everything; replies
to every remark with a smile of a woman of the
world, and considers the lesson a pastime and
music a distraction merely.
We have also the fault-finding pnpil, who
thinks nobodv has talent, criticise~ incessantly,
and takes a ·dislike to every piece that is nof
of her own choice; the discouraged pupil, who
is surprised at not succeeding withoHt practice;
{he nervous pupil, who cries, and trembles, and
chokes every time she attempts to play, etc., etc.
There is no end to the different types that the
teacher meets in his career.
A last word: When a teacher, after several
years of care, patience and effort, receives in
return for his zeal only chilling indifference, o~
exasperating ill-will, can it be wondered at that
he ends by morally abandoning his pupil, by
confining himself to the bare limits of duty?
A teacher yields by contract. his time and his
advice; but his fervor, his devotion, the living
power8 of his mind and intelligence-these are
given,-for-they cannot be paid for. They are
given generously and affectionately, if in return
he receive8 confidence,.zeal and love.,

XIII.
THE METHOD OF PRACTICE.

The advice tha,t I have just given"'to pupilA,
applies less to the piano itself than to the duty
they owe to the teachers who are called to
direct their musical education. This advice
would be incomplete if I did not add here some
instructions on the> best way of practising to
attam good results.\Vith certainty.
·

ET UDE.

I have ~eady said "everything lies in know- the third, i.t is necessary to practise particularly·
ing how to pra.ctise." The teacher, above. all those exercises in which the two fingers occupy
things, should firmly .establish the fundame?tal on the keyboard the position I have just
principles which form the basis of good playmg. described. This position is presented in ·both
He should next seek to initiate pupils to the hands in the four scales: E minor, B minor,
special processes, to the thousand little ways by BP major and BP minor.
which the difficulties that are presented at every
Since we are ·speaking of the scales, let me
step can be triumphed over. The subject is a be permitted to reproduce here what I have said
complex one, and to throw light u~on it? I. on this subject in one of my works.* "The
shall be obliged to enter upon some details which equality of strength and the perfect unison of
are necessarily very dry.
the hands, form the greatest difficulty in the
Practise slowly, very slowly; always keep the study of the scales.
.
forearm perfect]y flexible; press the key com''The cause of this inequality rests in the left
pletely down, strike it with the finger placed hand, which, besides its relative weakness, is
very close to the ivory, quickly, with precision, generallv exercised less than the right hand.
in a firm way, so as to make the note sound To make the two hands move nearly equal, it will
distinctly, and to give to it a fullness of tone. be useful, then, before playing them together,
This is the first rule, from which the pupil must to practise the left hand separately and slowly."
never depart. The application of these princi- To this recommendation I will add another, that
ples bas for its object the obtaining from the of running through four octaves so that the
piano a foll, rich -quality of sound, a vocal tone, scale be measured, and that the accent may fall
if I may so express it. Now if the arm is con- succef:si\'ely on the first, the second, the third,
tracted, the sound becomes hard; if the key is and the fourth degrees. In this way you avoid
not completely pressed down, it loses round- placing on the tonic an accent which, being reness and precision, and if the fingers are raised produced every seven notes, takes from the
too high, in re-falling on the keyboard they execution of a scale the breadth and command
p?oduce a clattering noise, and the playing which it ought to have. It is hardly necessary_
becomes hard and shrill. It must be under- to insist upon the practice of the four scales
stood that these rules which I have stated are before mentioned, where the third and fourth
all of the highest importance, and great care is fingers occupy inconvenient positions, the cause
requisite to put them thoroughly into practice. of which I have pointed ont.
The different faculties that nature has bestowed
I have now come to the special processes
upon us should he constantly alive to attain the by which the many obstacles encountered in
proposed aim. Everything should be put into an etude or piece may be overcome. These
play; the eyes to watch over the holding of the processes necessarily vary, and it would be
hands and the movement of the fingers; the ear difficult to give precise rules. However, there
to appreciate the character of the sound; the are some few principles whfuh cannot be departed
will to sustain the efforts;. the intelligence to from without danger, and those that we have
analyze the details and to direct the whole.
referred to in the study of technique are here
When I spoke in a preceding chapter of the again applicable, insomuch as, to acquire a
study of mechanism, I addressed myself more really fin~ecution, it is nece....~ary first to surparticularly to the teacher, but my words are mount all 111\he material difficulties which the
now directed to the student. A.s I before re- gymnastics of the fingers present.
marked, without a serious study of mechanism,
Before studying the piece as a whole, before
only very incomplete results can be obtained. attempting its perfect interpretation.~ in style,
Let me again recommend that in this work a color and character, there is a preparatory work
sustained attention and an indefatigable perse- which is absolutely indispensable. 1'his work
verance be brought to it. Let the pupil bear consists in converting into exercises all the pasconstantly in mind that the forearm must be sages which contain difficulties in execution.
kept absolutely flexible; that the exercises be These passages should be practised slowly,
practised slowly, always slowly, striking the keys sometimes with the hands separately, and the
with precision, with weight, and that the same time should be counted aloud if the measure
energy must be expended in the action of the co:ntains a complication of notes of different
fourth and fifth fingers, as with the others. On vdfues. After practising them one by one,
this alone depends the equality of the strength they should be united,. two by two, three b.Y
which leads to equality in the intensity of the thrf'e, always slowly, lHitit they ~re kn~wn suffitones. I repeat myself too often, perhaps, but it ciently weH to he connected rn their whole.
is better to return several times to an important These preparatory exercises may be modified in
point rather than let any doubt or uncertainty design, sometimes by adding a holding note to
arise.
separate the rebellious ~ngers better; s<?~etimes
A few words now on a detail re]ative still to reversing the rnn, that is to say, practismg .the
the study of technique. _Here I cannot very run descel!ding, if it is to be played ascendmg,
well avoid a demonstration which touches the and ascending if it is written descending.
anatomy of the hand.
-~:2~
All this to be well understood and well renIt will be noticed in examining the con- dered, req:1ires not only ca~e ~nd a~plicat~m1,
formation of the hand, that the fourth finger is but intelligence and a certam. mvent1ve mmd.
under entire dependence upon the third. Be- I cannot too highly rec,'Ommcnd this kind of
tween the two teudons, which on the back· of practice, and I do not hesitate to say that if a
the hand form, in some sort, the lower pro- pupil carries it out, he will master the mcch.amsm
longation of these two fingers-a third tendon, and. will acquire, both precision and firm~ess·:
placed obliquely, joins both and prevents the
Now wlult should L>e the· number of hours
ascending movement of the fourth finger, when that a pupil 6ught to employ every day in t.he
the middle finger is lowered.
study of..ctbe piano? How should the prachce
Hence there is a difficulty, every time thiA be distributed in this number of hours?
.
finger is lowered on a white key, and the fourth · In answer to the first question, I "'.'<>iJlcl ~r
iR raised on a black. This fact stated, every that'one hour a day, divided into two.half 4ou~,
intelligent student will uudel'8tand that iu order
to make the ·fourth.. fin~r quite· independent of

will suffice for a child who is just beginning the
study of music, for it is necessary, above all
things, to avoid fatigue, and the dislike that it
invariably gives rise to. But when once the
pupil has accomplished the elementary lessons,
two hours will become necessary for him
.make good progress. Later, when he has matured a little more, if it is discovered that he
has talent which promises brilliant results in the
future, if he is end·owed with an earnest and at
tfie same time serious character, if an irresistible
attraction leads
frequently to his
with three
and even four hours a
these
will be more
obtained.
he is destined to
a
to become a distinhas ambition that will
he will himwarrant his
hour. Some
self find time for a
and a
are necessary about the distribution
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by J. 0. Fillmore, is
generally will desire.
of musical history
with one chapter devoted to
impart such a knowledge of the
inid1soen8l'l.bl.e to the graduates of coninstitutions. The work
Ss"n
instructive purposes,
Ways of Fi1111eri1111 showi'I by thil Seven COiors of the l'hllnbow.
questions coveri!'Vg the points
P.xt.P.n,Ri'll'P. chronological tables, illusVALUABLE RECOMMENDATIONS.
a111.d examples of old
"I think that Mioo Belcher'a ingenloua device will be found us;ful,
book was begun in THE ETuDE especially to beginners, in aldiilg them to systematize and remember
cont1nu.ed as a serial fw nearly a the ,lingering of the scales."
Orange, Feb. 7th, 1888.
WILLIAM MASON.
ETUDE
therefore acthe work.
makes a very "The study of music requires menial as well 11.!1 physical ability. A.Ha"
ly•i"!J, cla68ifying and r006Qning greatly facllitate the acquirement of harvolume
every musical student.
mony, rhythm and touch. Even in the earliest stages, the ~ooner these
TE1E<J1001RE PaEasEa, Esq:faculties of the mind are called into action the better. Any one who
Dear Sir :-I have this day received and carefully can present the structure and fingering of the ooale11 to a young student
a way that will develop the110 powertt do011 good work. Since I ·oouevo
re-examined Prof. Fillmo·re's "Lessons in Musical His- In
Milll! Belcher has invented an attractive and ingenious card for this purtory," and beg to
that it strikes me as the most con- po11e, I cheerfully recommend it."
WM. H. SHERWOOD.
venient synopsis
musical history during the Christian
Ohi.ckeving Hall, N1t111 YMk, Feb. 18th, 1888.
Era that I have seen. Its clear style, its loogical arrangement and the questions for the student's use in examin~:d~ f!o~!
ing himself, are all quite likely to grow upon the reader's fo~~na~IS:O~:t::·c~~~~er~~:'dr:v?:l!enfi~n
mind, the facts to be learn:;J. I should judge the etrootll of ital u11e would
appreciation the more he uses the book. It is just the be
to combiD,fl, in the Clll!6 of little puplle, an agreeable putime with a
thing for a cla.88 manual of musical history, and if I con- rea.I development of the powern of perception, discrimination a11d cl.aiialtinue in my present place another year, as lecturer upon fication."
A.. R. PARSONS.
musical history in the Chicago Musical College, I propose SteinW<lfJ Hall, New YMk, Marek 5th, 1888.
to adopt it there.
Respectfully yours,
SM."~ Hau,-·N- YMk M<WM 8tl, 1888.
W. S. B. Mum:ws.
"I fully endone what my friend, Dr.
Qmn frequently we have inquiries for back numbers excellent
device, and I.think It will be
of 'l.'B'.Jll ETUDE, which teachers desire. to J.Y!e with their 1.1tudont11 of the pianoforte."
8. B. MILLS.
pupils, not oni.,for. ~he sake of the music iliey contain,
but alao for the readmg matter. We have quite a numOhw1"rinf H.U, llf<WM :mt, 1888.
ber of these that could be used for this purpose. They "MiBll Kate Belcher:will be sold to teachenLfor this purpose for 10 cents "I find your' Rainbow Card' a simple explanation for tho :llugorlng
ea~or 76 cents per dozen. 'l'his is just. one-half the of the 11C&le11 on the piano, calculated to facilitate their etudy."
Very truly yoon,
H. A. KlilLSo, Ja.
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"It certainly fb:ea a method of finger grqnping In the mind of tho
player, and dflllervoo to be in general nM, gpeoially with young 11tu·
dents."
L. A. lUTSSlllLL.

PRICE 50 CEN'ni.
AdW-.
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MISS KATS H. BBLCHBR,

Mathews' work appeala to
purely musical. "J'or the
convenient mimnuu·it'!t availwhich it treats, bndling ....
---· ~---~· nofi uRal in masical writi•
M.JDOo qualitiu will. PIO""
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Boston, Mass.

We will send our Catalogue of Music (the finest published in this co.untry), free, to any Teacher.
ACCOUNTS OPENED 0111 VERY FAVORABLE TERMS.
.
.
All ORDERS Fil.LED THE DAY RECEIVED!!!

IXPORTANT FOR ORGANISTS.
Organists who wish to keep themselves informed of
new Publications, French, German, English or American, for their instruments, can have this done, free
charge, by sending us their names.

first two of which-

THEO. PRESSER,
Pu BUSHER,
1704 Chestnut Street.

Fantuie on Theme11 from "Faust.'' . . .
Price, $1.75, and

"Pilgrimis' Chorus/' from" Tannhauser,"
Are

.

WAGNER

Price, 80 Cents,
of the whole series will be sent

Oil

TORN A ANCOR (Return Again),
FOR PIANO STUDENTS.
invention of great practical value and rool benefit to tho Plano

the same Composer-

~:=f~e:e:-:!

. . . Pri~,

75 Cents

By GEO. H. HOWARD, A.M.

Non Ti Scordar Di Mi (Do not forget m.e) Price, 60 Cents.

PRICE, $:1..IJO.

Romance for Soprano.

Tile 11sual Discount to the Profeult.m.

Interesting. Tilorougil. Adapted for a shori oourH
or for an extemied period of ltudy. A great savint
time to te1u:lum1. A real help to st11fi1ds.

Eully Understood.

Realizing
the main difficulty of pursuing a systematic and progressive course in your teaching is due
to the w~nt of facihties. constantly enjoyed in. our ~eat
met.ropohs, I have decided to devote a portion qt my
time to letters of instruction in The Art of Teaching
u used by me with great success for over thirty years.
I shall be happy to send a fuU descriptive circular upon
:request.
'""

ltrGINE TU?II, Xus. :Doc,)
1429 Park Avenue, New York City.

,.have on hand and for sale, on reuonable termll, a very de;
W~ 11irable
LITHOGRAPHIC PLANT, including

I STOP-CYLilrnER STEAi LITHOGRAPH PRESS

with "Patent Taking.,od' Appa,ratWJ" ~"Wetting Fountain," aent
u a8amplePrllll8, ~~ ~niahed, with all the latest improvements;
iakn atone 24 by'Sll, , Those in need of above will do well to call and
examine before purc})aaing.
Addre1111 ETUDE OFFICE.
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•. • . · ' ~ u . ._ i. a!fJ .ur.,i;,UDJll .1.0r
are

Pnce,.•2~.60.net,:wlftpa.id.

>

,

d

now rea Y•

This work fa being received with great favor, and fa alr~y introduced in several ot: tho bo11t corumrvatorloo in thh! oonntry. In pamphlet
form it hu had a largo sale, and now that it 111 completed, U -mil 111ue
to take a leading place among worke on Harmony.
Simple explanations, 11hort l!flntoncCB and plain language throug'hout
are foaturelll which will commend themoolvoo to toachen and otndent.11.
It will load students not only to a theoretical acquaintance with HRrmony, bnt 11.lao to become able to di11tingul11h intervals, chords,~
1liollll and troatmentl! by oor ae nmdily Ml with tho eye.
By means of an agr-blo variety of exercillell tho interet1t of
course 111 well sustained. It will not be found dry by any careful
To 11trengthen the :ftnger11.
dent. Many of tho exercl3011 are decidedly nqvel in a text-book of
kind, never having appeared before.
I•
·
To improve the touch.
Tho book will be found interootlng and helpful in every way to the.
To ensure flexibility and rapidity.
teacher and the pupil. It Is also rich in augge11tiou for general ImTo give correct position of the h11inc;l.
provement and l:n reviews. In advanced study it-·w·m be f'o~ invaluable.
·
To 11111.ve time and a. vut a.mount Of labor.
1-~
PRICE, 53.50, Nn.
The conviction of it111 excellence will strengthen a1111 lt ha
U:nqualiAed endorsement or leadln~artl11t11 and teachom, among whom uacd, and it is 111afe to predict that this wm prove the mc>111t
popullu wor.k on Harmony yet publiehcul.
t!~~i:;.!::,~?!t~ p!;:!'.~t!l:'!t!:~c;;,.w. H. SHJutA.ddl'elloll
Send for circmlar giving detailed information.

:o::

AddrMI THEODORE PRUS.ER.
ANTED.-Fil'llk1- mlllic teacher would like to open a School
· for ll.1111ic and German-and Jl'rench (oth~r branchoo not ex.,Judlld) for four to Ave Dl!>nth# during thta coming Bummer, in
1<>m•.•.mmer.rtllOrt or ln private tamllyl Mou.ntai. n region preferred.
~uobanpcl. Mdrwllm G. SCBUMANN.llTv.O•Oma..
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PRINGESS SNOWFLAKE,
Or Beyond the
A NEW OOMIO OPERA IN THREE AOTS,

A

WITH ORIGiHAL WORDS AND MUSIC,

voitnpJlete Libretto can be filr:llisJtl.ed.

l"ublfahed by

construction and
out of order,

$
For

at the

(Sooond .Edition.)

wtruction and Plea1ure Combined..
A SPlENID GAME FOR EVERY HOME.
This pm.e ooiHlll!ts of cards, on which the ditrerent notell 1rnd restlll
are printed, one-011 every card. After a 1mmber are distributed among
the pll!.yen, the cards are played !u succooslou and added together u
they are played· until the value of a whole note 111 reached, when It
oonnts one for the penon who played the last e&rd and completed the
whole note .. ·Thill gives a general ldoo. only. Full directions, with
rules for a number of different pmes, tables lihowing :the notea, root!!,
11

kef.::1e=!:1:"t!~t:; t'f~ :1~uo~ Organ, Violin, or any other iMtru-

ment; those who sing; those whO wish to rood music f11.111ter; In met, 11.ll
who are interested in music, need this charming game.
It teaches the value of notes and restlll.
The ne.mee of the note!!.
The vMiooa k:ey11 in which
The dlft'ere._t kinds of time.
Practic11 in musical f'ractiowi.
The ll&llleet way to learn to rtlad music.
Ito: !:ad:l;'1~~~Y~:!ne.~1:::r:!~g game.
~ t.@~ying
=~':,.~not~. 1111 in moot pm!Mi.

rme

E NATUR~

tn;;

A

unlike any other game.
ren the rudlmenta of ~mile, even if not

1oung, beginlMll'tl and advanced alike.
~9dy mllfllo,wiU find it to their advantage to play

re tieginntng leuom
'Prt!OE,. 69
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DIL HUaG BIEllANM..
The book. conwn11 everything for keeping A.ceounta
of Music Tea.chen; . Index; .Daily Programme, a ~
for ea.oh pupil; Cub Acoount, ~lls, &oeipta, etc., eto/
A.ddl'elill publish~r,
·
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are
satisfied with singing as it happens, 19 but take
pains, by classes and :rehearsals, to prepare their young
singers for solos and choruses, for Sunday
for festiFor such schools D1TSON & Co. provide

