your
careful;
time before yon can play ;ii.uvu11u:!!.
practice oh! so much; you see
notes on
page? well, this one is a whole note; you
count four to a whole note ; these are half notes; you
matter,
some
must always count two to a half note; now, here
it may
co:nvEmt10IJ1s, where, sixteenth notes ; you must play four of them
mc>m1ents, gain the count one; this dot beside this quarter note
we are called you must count half as much agam to the note
practice, and give half rest, and here jg a whole 1·est ; you see one on one
beginner in the class side of th.e line and the other is on the opposite; and this
room,
affair becomes altOllE~thier
practical, and we is an eighth rest; a quarter rest turns the other way; this
~ladly
the work, leaving
others. The most little mark means that yon must sharp c, and this means
1m:portant period in the student's musical educa~n com- that a is to be flaUed, and these sharps up here at the
prises,
the first two years' work, for it is first of the piece mean that it is written in the key of
the end of the page mean that
during
the foundation is being laid, which A major, and these dots
it all over again. · Do you
il!I to determine, perhaps, his
her future success or yon are to go back and
understand?''
failure; and it is during this
that habits beneficial
After which astounding information the child looks up,
or hurtful are formed, which
either materially for·
ther his progress, or certainly
him for good work. completely puzzled, and says, half smile and frown,
In the subject before us, relating to the young piano pupil, "Humph l That i1m'tmmic; I don't want to learn all of
i!hall deal strictly with young pupils. Let us ask, in that stuff; I want to learn some more tunes like ' Peter
finit place, What proportion of the vast fiumbers of Peter;' there is Willie Smith, and his sister Bertha,
teachers scattered throughout the field, in whose hands they play wts of nice, sure enough tunes; they don't have
the ~ining of young pupils is entrusted,
wholly con· to study stuff like this;" The sequel is, that after one
scious of the importance of the work impose~ upon them, term's persistent effort on the part of the teacher, on the
not brin · jnto question their qualificationw for that plan of instruction hinted at here, and confused study on
work. P
dii(er essentially; they do not all need 'the the part of the discouraged pupil, he is taken either to
treatment ; they should be studied as one would another teacher or else abandons music altogether,
a book; some nee{lpraise, others do not; one may utterly disgusted. Fellow-teachers, just here lies. a misrapidly under a certaiJl line of instruction which, take; instead of paving the way for the pupil with encouranother, would be only disool!ragement and tiresome aging words, unfolding to him his leMons, as· it were,
work; one must be led by the tenllez:. cord of persuasion, letter by letter, endeavoring to make the lessons attracand at the same time be continually pushed forward as if tive, giving to each one some variety or new thought
by an unseen hand, while another must b(rf41d very spar- which will inspire within the pupil a desire for more,
ingly .from the fund of musical knowl~dge, a1ldbe ever we undertake to feed him as the people of Strassburg
held m check; as one would an untramed colt. ·To lay do their famed geese, keeping them caged, crammin11;
down a pre8cribed line of work for the first :year which their food down their throats, hungry or not, and finally
would suit all pupils, would be at once a most mjudicious killing the pupils' every ambition,giving them often a last·
attempt. Let us assume the age of 11. pupil to be seven, ing distaste for music and all connected with it. There
eight, nine, or ten years; he knows nothing about music; may be some present who will say: " Well, I think that
he enjoys hearing it, however, and can distinguish an air is n.ll overdrawn ; I am sure I do not teach in that manfrom the 11 Mikado," from one taken from The Sabbath ner." Dear friend, it must not be inferred that you
. &kooZ Collection, or whether it is, perhaps, " Wait till teach in that manner. Of course not. But there are some,
' Jhe Clotuls roll by, Je:n.n~"
or may he that delectable not here to-day perhaps, who do.
c0m~osition known as '• '1 1he Maiden' f Pr'!'yer;'' he can
As to method, we will say little: We have often been
111ing like a
hatever he bears, and perhaps, by the asked as to what method we use? We always answer,
aid of the
e to pick out a chprd or s<r.n.. the key· No method, save the true method; for when method as
board. We.will suppose ourselves to he-au.re hundreds the predominatiog feature in a teacher' a work comes
of others wh<? teach you_ng pupils;-i~mctd; it ~alls into CJ.Uestion, you may begin at once to suspect the
to. O'»'. lot to instruct thU1 P.upil ; 1t ·may even he· posa1ble medicine u savoring largely of patent qualities. The
that we ougb.t to he.•. studymg the very less()ns ourselves young beginner in music, be he never 10 bright and apt,
which .:we are about to inflict upon him. His foncf pa.rents bu naturally much of discouragement and worry in
)uform us ..what a smart, Qrightlittle ho;y Jim,m.ie UI, h~w store for him, and there is no one .:who can lighten the
b,f).get.# an~d of all of.hie clauroates a.t school (and ten work more for him than can the· teacher, if be pouea
to one the tea.oher alao ), ~~.,, ~e .ia a na.tur,al-born ge~iu1, tact ud • pa.ti~· In this connection we would say,
a.11a.~o., li• ~ d~ th~Jlu1,t, and the. other, fin•lll NtMr, ~' ~~ur#(.to "'"~' _.,.m&I/
i~f~?tning \lS~ }>y implie<h,.--Or~, tha.~ if Jimmie. doe,Sn t
Uit>u····,; . Wh.en th.ee p.1upil sees yoo... gro'Wl··.D.Jf cro•.. and •
l~m, i~,:~un~\·~ .\tis.:~!1~,.· 1\Te~ t\e, l~n <)ay.Jis impatient, ke heeom• the: same;. so<lon:r u he ae• that
.Au. mnaiool people teem to be happy. It .is' the
YO\l
aM
~dent and. ~~taking, od ~UlinJ to help him
))7Xt; Jon .,.....,,;Direc*°r of tb}~uece of
ov'r th:• hard. ~. Just 80 loug ia h4ll )rilling to try and en~ing punu1~-:.elmost the only innc;)OOnt and nnp~·
~cl
lc~l~~t:t\a ~~~ oonqttef tl\e. all. , Apm, .-.ever allow the pttpil for· u iahed J*11ion.--$1:olfn SlU'l'K:
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NEW· PUBLIOATIONB.

of course) and fraudulent advertising; one man teaching all by himself, or possibly with an assistant or relative,
A BLANK EXERCISE BOOK for Analytical Study of callin~ himself an " academy " or a " grand conservatory.' This is superlatively absurd, and strongly to be
Musical Compositions. By L. R. Cmrac:a:.
This book consists of two large_pages ef blank forms condemned as a convenient species of white lying. I
to be filled out by the student. There is ~ division on have known such men to even enforce the playing of
these two pages for everything :relati8g to the composi- scales, and to give regularly' trashy pieces to pupils (one
tion desired to be analyzed, such as the different or two every week, thereby running up quite a profitable
cadences and harmonies, number of themes and their bill), published and edited by themselves.
In our Canadian convention, held in Toronto, in the
repetition movements, etc., etc. These blanks will be
found useful for an examination of musical form. If Normal School, last Christmas, a measure was passed
every pupil would be obliged to map out according to that is of the very greatest importance. Its purport is. to
this plan every piece taken l!P• more intelligent and profit- this effect: "That any member who can, upon complamt
able study would result. This would be found a great of any other member, be proven to have used any such
aid to memorizing and clearing of ideas of the construc- methods of advertising, shall be expelled from the body."
tion of a musical composition. Th~ work, we believe, is I had the honor to be the first vice-president of the Ontario Association, appointed at the New York
published by the Author.
Cincinnati, 0. tion, and I rejoice at this important and fearless step
Published by the JOHN
advance of our Canadian brethren.
Three songs by WILSON
Again, let me speak of the necessary rights of
1. " Go, hold white roses to
teachers. In many of the legion of schools, colleges
2. 11 Go, happy roses."
seminaries of this country, intelligent and competent
3. "I know a lal!lJ with laughing 'eyes."
musicians, or so-called musical directors, are hampered
The above songs show that the co1nposeir
by
the officious interference of trustees wholly ignorant
cessful in
than in irn;tr111m1en.tal
of
the matters of which they are treating, or by the
standing
opposition of antediluvian professors, and jealous
simplest,
prominence that the inspired and divine art would
ment is
necessarily enjoy, were it allowed the mere opfortunity.
We know well that some ministers of the gospe are
jealous of the drawing powers of a good organist
choir (when
read of the bigots, of which there were
a large
both preachers and elders that voted
against the use of organ!!l in divine service in the late
Presbyterian Synod, we can well believe this to be a
fact). One of our best Canadian organists, ~peaking on
church music, said "that organists were frequent!y submitted
dictation of a music committee so ignorant
what
duties were, that were he in need of a theme
'pastoral symphony• he would rather go to a
composer's intention,
to such a committee.''
:not so strictly
enough generally,
have :read all the papers rven on technique before
P.H.
conventions, and in Dr. Maas lucid and sensible paper,
read in Albany in 1881, I find the excellent advice to the
student " to begin carefully with the simpler works of
TEOHNIO.
the old school, and graduall:y advance to the modern
W. LAUDER,
school, not straining the hands and fingers with the vain
endeavors to force technical difficulties (largely consisting of difficult octaves and wrist. work) before the logical
three varieties of teachers that do a great simplicity of classic technique has been mastered." Any
one who has heard Reinecke play Haydn or Mozart, will
dry, mechanical acknowledge that there is nothing more beautiful than
of dry rot.
the limpid flow of their now (by _virtuoso) well nigh negmany pieces-one a lected sonatas and concertos. In Mr. Sherwood's paper,
first one to any degree of read at Buffalo in 1880, he 11 warns against too much
comt)os11t1on:s a:re good, bli't too classic mechanical practice, which is apt to crush out soulful
comprehension, comm- aspiration and expression." He also spoke at length on
average pupil) never plays with the necessity of elastic movements of the muscles away
exrmessim1. Good sound technique keeps from the piano. One thing is certain : we rush pupils and
routine intelligence, but not technique too much in this country. It is a thoroughly
se11srt1v1ern~ss. none of the sparks of American idea to have so 'many machines to assist art; for
every pupil should have a few such instruments as Herz's dactylion were never widely
used in Europe nor the dumb piano in England. I
to the opposite e«treme, gives think pupils do not accompany the voice 1mfficiently
pieces far
technique, but stimulating the im- -(which is one of the very best schools for pupils). They
agi.nation, consequently the pupil frantically plays at do not play sufficiently from memory, although I should
these compositions, frequently even trashy and showy, consider it a dogmatic law that all (even artists) should
and that pupil never ripens naturally, but is ijke hothouse play everything from memory; for, as Reinecke writesjn
fruit, ripens (if we can call it ripening) too rapidly, and his letters to a lady,* he warns against this m9ch ill-used
:rots easily.
custom. I am aware that a lady of acknowled~ed abilit;y
I imagine every average teacher here has committed will treat of the higher resthetics of piano playmg, but I
one or other of the above errors in his or her career. I may be allowed to h!J,zard the remark that too few pianists
know I have and I have profited by the experience. can sing, and too few singers can play. Dr. Ferdinand
Alait, dear friends, how many people ha\t6 a doctor to Wieck, father of Mme. Schumann, Marie Wieck, and
kill before he begins to cure. Now, these conventions teacher of Schumann and Ferdinand W engal, speaks at
in
mind not for the purpose of giving any man or length on this point in his "Klafierund Gesan~," "Piano
a book taffy, but for honest and conscientious and, Singing.'' We have most of us heard emment vocalco:rre:ctiina: of evils, mutual advising and correcting, and ists confess to a positively dis~aceful ignorance of the F
dry papers telling us all what we know or C clef, as it may be, and :violinists likewise. I have
ever made it a point in my teaching to organize my piano
are many modern inventions and ideas that re- pupils in a class, for the purpose of singing easy, but
honest judgment of every teaeher. Machines musically soundless, and all my advanced pupils are
as the Techniphon, Technicon, Paul de Janko's tau~ht how to practice with and. accompany a vocalist,
new keyboard (in banks1 rows or manuals, 7) lately choir or chorus. This I consider to be an important
played in concert bl the·· mventOr in Vienna Conserva- feature in a pianist's education. Again, the interesting
tory and in a tour m Europe ;: again, the circular key- branch of ensemble playing is, a11 a rule, not sufficiently
board, a somewhat doubtful improvement ; the pro· cultivated, and a.good teacher should make it compulsory
posediILI!PY~tfon of Jjberating the ring .fingers, and the upon his pupils to practice together overtures sympho1
latest inven~n, " The Manumoneon " _of. Gu11tav L. me11, or four-handed or two-piano duets, with an intelligent
Becker.
'
understanding of the thematic structure and orchestraI think every teacher should qave opinions on these tion. In the colleges where I have been I have given
matters, and think honestly, whether they be good or cantatas, choruses, even soaring u high as " Athalia "
evil.. We know what Schumann said about these things, and the " Messiah" complete. SymphoniesJor several
and that he ruined his hands by over-exerti?i in mech- pianos, with strings and organ, where more material wu
anism and artificial treatment of the anatom of his fin· not avaiJable, and much enthusiasm was created thereby.
~rsr I have myself seen the dauJhter o.f rnst Fred- One of the weak theoretical tendencies of most teachers.
erick Richter on the streets of Leipzig with .paralyzed and pupils is the art of fingering. Few pupils could in an
hands, brought upon her by too severe mechamcal exer- examination give a schedule for fingering scale• and
tions. These inventions, when used judiciously and arpeggios or finger some eooentric pafllages intelligently.
sparingly, however, I would consider to be of some Good fingering means half the battle won. I would rec·
benefit. Another P()int I should like to touch upon is ommend all to read Franklin Taylor's clear treatise,
the di1111sting feature of giving puffs to incompetent "Primer of Pianoforte Playin~." . I will give ;rotJ his
pupils in the newspapers (~ attract other gullible birds, six fundame~tal rules for fingerrng : -

1. U 110 One finger for each Mte in natural position.
2. Never ma.'li:e unnecessary contractions (slip a finger).
11
8.
extensions (use fingers).
"
"
keys unnecessarily.
of hand unnecessarily.
the 1st and sometimes
after each other.
·
always hold good,
pupil a few rules of
pedals or damperl'l
m~tte:rially. Taylor gives 1.
unne4~essa1~v secondary or wasted
in technical practice,
mC)VE1mc~nt nA,N>~IAD.1~ in
is

* Kohler'o Guide

to the Pianoforte, Reinecl!:e'11 letter t-0

"What Shall We Play 'f"

,cl~

Tu Clark Steiniger Piano-forte School will hold ·a.
summer session at 21 Fayette Street, Cambridge, Mass.l
from July 16th to August 20th, 1888, ~iving Normal and
'C.ritical mstructions in the a.rt of Piamsm.
A series of Bach and Beethoven Pia.no-forte Concerts
will be given by Fr11iu Anna Steiniger and by Frederic
Clark. Three lectures ofi Piano-forte playing will be
read. Weekly receptions will be given, all present
taking part in exercising fundamental principlee of Art
Pianism.
Frederic Clark, Director· of the School~ has studied
He
with several celebrated Piano TeAehen in .l:!i
believes that he bas discovered a clear h
herewith a.ll methods are. unified, years of hard labor saved
the student, a,wl.musical results really and easily obtained.
How true 'tlilt- may
can be proved best from
penonal investigation of his theory and observation of
the :results already obtained by his J>u~ils in Boston.
Terms : fo:r 20 private leS1ons witb Frederic Clark $60,
With Anna Steimger $100•. Ola.as leuons, $80 to $20,
according a.a two or three pupils share the le111son.

be

. ABT is the end the student bu in view, and study ia
the means to that end.-ADoLnc Bu.1nu1U> M.ux.

PIANO TEACHING.
BY

F. LE COUPPEY.

IF you intend to play in public, if you desire
to take rank among fine performers, then let
technique be the principal object of your study;
be a pianist, above all. If, on the other hand,
your ambition does not point this way, if you
fo1low your musical studies with the sole view
of teaching, then without entirely neglecting
the important side of mechanism, apply yourself more and more to becoming a musician.
Study to be an irreproachable reader, and to
make yourself familiar with the works of the
great masters instruct
and feed
mind with
and
lrru"\urlor!c"" in all the QUE~tlions ""'''"'"'"'"
so
when a
there may' be no
resom1se. no error in your JUchrn:ieIJ1t.

XI.
THE ACCESSORY QUALITIES OF THE TEACHER. HIS
RELATIONS WITH HIS PUPILS' SURROUNDINGS.

Thus far we have devoted our attention
all that is concerned
with the
of a teacher. Let us now
.....,,~"~·"'"~ aceessory, are of
cmnc1uu career of tea,ch1nS?.
teacbE~rs. and teachers of considerable
COll!l.plam bitterly of the small extent
of their
lament
seeing
the
of
instead
of increasing, and
to explain
of their ill suceess, they accuse fate and
it to
their
destiny. How often we hear
sons exclaim: "I don't have any luck!"
are only too
to attribute many
evenra or
situations to chance.

XII.
TO PUPILS.

Thus far I have addressed
to young teachers. Let me also
offer some ad vice to
for if
to know how to give a
it is not less essential to know how to take one.
We start with this
that the choice
of the professor being free, entire confidence
'.'Est-on sot, etoum prend-on ma.I sea mesures
ougpt to be placed in him, or else some other
On pen~ en ~tre quitte en accusant son soit; ·
one more worthy of confidence should be seBut, ls. fortune a tbujoura tort."-La Fontaim.
lected .. This point admitted, let us next conIt
be profitable fo:r these teachers to sider the pupil and his duties.
examine
own conduct and ideas, and sound
First I must call particular attention to the
their own conscience. Have they alwafs brought m~mner in which he ought to practice. In the
to bear upon their teaching that energy, that per- chapter devoted to mechanism I have observed
severance; that indefatigable zeal, without which how important it is to practice the exercises very
success is impossible? Do they always look upon slowly, in order to obtain a perfect equality in
punctuality as a duty, and patience as a virtue? the value of the notes and in the intensity of the
These secondary qualities certainly cannot take sound. I have also remarked elsewhere, and I
the place of talent; They may aid it, oomplete repeat it here, that the injurious habit of prac.;..
it, and give to the teacher that active~influence ticing too quickly is one against which teachers
necessary 0 extend and strengthen his authority. have to struggle incessantly. Pupils will not
The full sense of these words should not be mis- understand that after having repeated a passage
understood. ..
..
. .. ,..
. ,..
. ten times, always slowly, it is afterward executed
The teacher's authority over \he pupil should much more correctly, with more precision, and
be established less by the employment of a sys- is better learned;. than after having repeated i.t
tematic severity than by a sort moral aseend- twenty times rapidly. "He who does well does
ency. Instead of inspiring•'fear, a ~9her ought much," is a proverbial truth, which pupils ought
to inspire confidence and love of duty: he should to take as a motto, and it finds here its fullest
reign by affection. Here again is pre!!rented a application: It cannot be .too often said; that
new danger. Affection leaasS<)riietimes to fa.mil- one hour of attentive, intelligent practice, is proiarity; and from the day when deference is for- ductive of better remits than whole days passed
gotten all aut'!ority is lost, never agaitft<N-eturn. with indifference before the piano. Everything
What~ver, then, be the intimacy that exists in is in knowing how to study. .
pri'7;~te life, when once the lesson has begun, it
The principle having been set forth·that the
tshotftd be remembered. that there m.u5t be no qualit,y of the practice is more important than
C9nfusion of the rt>le Of .teacher. with . ttat of the.. ~ntity, it must not be supposed from
•p.·u·. .··p··.il·.··;· th.e.y···m
.•. . ust be.• . • ·.th.. o·ro·ug.hly. cdistin.ot. The th.. that any. very peroo. ptible progress can be
distance.everto be maintained•between t~e dis- obtained by devoting to practice merely a few
o,i}>l~ ~pd tbe.tt18JSttl~~'pould be. C()DStantly borne odd moll)ents, though they .m~y h9 well .emi11..mind. F'Or the
r,aesttmetbe exercise of ployed. However substantial a. food may.be, it
.hour1et'.the fri~nd give m~·be taken}n su~cient preportion to repair
qur ,,kength! . ·• . Th~f@;is~. thenf li. cet,"tain all).ou9t
~. ••~lilSOJ~y Q.~.itiEIB'trollli I, of practice below whlch ·serious . resulta {)&\DU~t

of

w

1

i;ny
h
an~
f
0
t e certam
some progress
I have still to
hHl'fr'•·<f-"''·'a"'
some unfortunate
certain
cepts
the
they receive in
own
pupils will openly show lack of"'·"·"'. . ~::<> ...,
to their lesson in a bad
the professor! How many
a distinct ear to the most rnnn ... t·!lnt.
tions, and
no attention
method
Thev seem
the "'teacher should
their privilege to
simply because he is a
ory, patience and zeal. These tendencies cannot be too
condemned, for
in reality, a
breeding. If acc:unicv
is the duty of
as
.said,
attention and
may be called
of pupils.
Since I have-mentioned good breeding, le.t me
speak here of a bad
which is too common :
a pupil who, from
reason whatever, is
obliged to miss a lesson, ought always to take
care to give his teacher notice two or three days ·
in advance. Instead of doing so, the pupil ~n..
erally informs him at theJast moment, and. the
teacher, with such short notice, cannot
or the hour, either for his own use or P.leasua
If. he
his
outside, what
liour ~ It
l!JOflle.· ••~- wttt···
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M:USIOAL ITEMS.
[AU matter intended for this Department should be !!ddrel!Sed to
Mrs. Helen D. Tretbar, Box 2920,.New York City.]

HOME.
MME. CARRENO has been playing in Buffalo, N. Y.
NEW ORLEANS is to have its first grand musical festival
in May.
·Mxss NEALLY STEVm:Ns, the well-known Chicago
pianiste, recently gave a recital in Delaware, O.
Miss Aus DER Oum: played in the follmorinrt
ing April: Chicago, Grand Rapids,
Uo,lmnbus.
Ohio, Aurora, .Albany and Troy.
Tm: third annual convention of
Teachers' State Association will be
Tama county, Iowa, on May l!lt, 2d,
Tm: Ohio Music Teachers' AE1B01ciation
convention at Columbus, on
Mr. Wm. L. Blumenscheim

programme.
p!aniste of Ohio,
U. Conservatory)
or<)!!'.famme was introduced by the
the next meeting
'• ·-~ ~ ~ - - - ' i!JlSS4:>Ci:a.ti<rn at Columbus.
Grand~pera House,
Company, on .April
co1adi.ictor. performed
" Star Spangled
composition was
1

power
a
NOT lon.g ago a remarkable ceremony took place at
The Stradivarius violin upon which Paganini
won
triumphs
removed from its place of security
in the presence
the :royal commissary, Herr Pavesi,
the. Burgomaster of the city. Tivori, the well-known
violinist, Paganini's pupil, played upon it to prove its
good condition, whereupon it was again locked 'securely
under its
globe. It is said to be one of the
perfect
produced by the celebrated
Ur1emoniese violin

THE DEPPE METHOD.
MR. KARL MERZ, the director of the Musf cal Departof the University of Wooster, Ohio, gives weekly
recitals, at which a well-drilled chorus of seventyfurnishes the musical illustrations. The town
"musical Mecca of northern Ohio."
a great work for music in the county.
CONRAD .AusoRGE was the pianist at Dr. F. L. Ritter's
sixth lecture at Vassar College, on AprilJ>th. The subject, " Pl:anoforte Music of the Romantic School," was
illustrated by Sonata Op. 109 7 Beethoven; Impromptu,
Schubert; Arabesque, Schumann; Preludes, Chopin, and
Valse in A .fl.at, '' Trebestraume" and " Harmonie du
Soir '' Liszt.
'"
was given on .April 5th by ·the
Boston, at Miss Porter's and Mrs.
School, Farmington. Conn. Also
6th, by Mr. Bernard Boeckelmann,
of the School, and ·Mr. Edward
Boeckelmann played selections by
and Chopin, and, with Mr. Balck,
21.

FOREIGN.
PESTH, Hungary, is soon to have a Liszt monument.
JOSEPH Cmnn:Lus, pianist, died in Havana, aged 51
years.
Gou.trnD's Faust has been given 520 times in Paris in
80 yea.rs.
Vimm's "Otello" was produced at Vienna with
decided sncceM.
.ALBERT Wn::MANN has again become a member of the
Royal Opera, Berlin,
WALTER Blmn:, the pianist and
died at
London, aged 46 years.
, MR. KARL KLINDWORTH has again resumed the directi9n of his Conservatory of Music at Berlin.
Tnii: Mwikalucht W ochtnblatt, Leipsic, /'rites that
689 musicians emigrated to .America in 1887.
Da. Hus Volf. BuLOw calla Miss Clotilde Kluber,, the
young French pianist, a " second Clam Schumann. '
· Hus Vow Bur.ow has~cepted the conductoiship of the
Berlin and Ham.burg Philharmonic concerts next winter.
. . ·CIRO PnrsUTI, composer and profeuor o.f music at the
Royal Music School, London, died in Florence, aged 69
years.

EDITOR OF THE ETUDE : We desire to make short explanation, supplementing
Mr. W. S. B. Mathews' reference to Deppe in ''Practical
Lettern to Teachers,'' February number of Tm: ETU:xn:.
We are not " against" Mr. Mathews in what he says
about Deppe's technicd hobbies, and we do agree with
Mr. Mathews in what he says about the prime requisitellil
of teaching technic or a theory of tech.me.- .And it i11 a
fact that the Deppe hand position looks bad, can produce
no good tonal effects, and abases the hand mechanically.
But when ·we have said this we have said all that we
truthfully can against Deppe as a teacher, and it is but
just to add a few words ru1 to what must be oaid in De.l?pe'o
favor as 11. teacher. Hiatorical facts muot be recogmzed.
.And Deppe did teach "arm lateral motion" before Pla.idy,
and Plaidy took this idea. from Kohler, who published
it first in 1847. But Deppe applied it from his own experience in violin·. playing, quite indepeode!lt , of the
others and very differently from them. · Agmn, Deppe
does have a meth'od for using the wriat mecbamsm
peculiar to himself alone. If Mr. M11.thew111 refers\ to
Mr. Sherwood u the exponent he interviewed on the
Deppe method, I can only 88.y that from J>.Upils of Mr.
Sherwood I have heard ideas learned from Mr. Sherwood
which show that Mr. Sherwood doe1 not. know how
Deppe u11e11 the wrist. Mr. Sherwood, of course, is not a
real Deppe pupil, having been only a very short time
under Dep~e's personal instruction, nor does Deppe re·
gard Amy Fay as a pupil of his. Froµi her book, one ~lio
rea.lly~,'lrnows Deppe see1 that Mip Faty doe's 'not at all
know Deppe's method, particularly his use of the wriat.
She has made a u.d mu1representation of Deppe'• real
principles: she picturea a ridiculous man alto~ther; on
the contrary, Deppe is. really a great man. Mustcall.y con·
sidered, Deppe is a very bad technician i but, tecbmc left
aside,, Deppe' 11 true worth is u a teacher of Vortrag or
interpreta.t1on11 and expreuion. Many timea hu Deppe
asked me to clean the " technic stench," u he called it,
away from his. name and fame here in .America. Once
he bitterly lameinted and said, " Amy Fay hu ruined
me. · She never understood me. She bu used me like
a wooden hobby hone. Please tell Americana that I am
a V~rt teacher.'' If space .in Tiii ETUDll •ere
allow me, I should like to wri.·i. on about Deppe, who
hu/ een 10 sadly misrepresented, hie weak point,
technic, being hoisted up liy ~iu Fay ., if it •ere hia
atrong point.

a

tures"
Co.),'
times:41 Let us remember
of highest culture
us fit ourselves to be
tu re and b~ raising our·
with theirs. '
''Consider
the bride of the
her lovingly,
anxiously, ha.!'
a trial to
win h'er favor.
capricious,
may seem wi.Hful, she
she ma;r seem resentful ; but l!lhe is
won if a truly
chivalnc devotion chain the artist
pursuit of her
affection!!. She is
she is his,
his bride, illhe
is his wife-and then
is his duty to control hel: ; and
in this contr~ in this moulding the resource!!! of art to
the _Particular manifestations of the artist' 11 genius, trn®
justice is done to the pursuit oftqe object of his aim,"
"Success in a low cause
far less noble than f&ihm~l
in the highest. We witness the works and the performances of the greatest artists. We may be nimble to equal
them, but the endeavor is in itself an elevation. There
is a story of a painter, who, when he 11aw the productions
of the greatest masters, forgot his own inability, but felt .
the glory pf the aptitude to appreciate what wa1 before i
him, and m ecstacy exclaimed, ' I, too, am a painter ! ' . \
You go to hear the works of a great musician-«> hear ~
Jarad in Egypt of Handel, to hear in that the evidence ·
of the utmost mastery ro ·which human genius can attain
-you are moved by its oublimity, and you exclaim, •I,
too, am a musician I ' Think, again, of the Persian
proverb, 'I am not the rose, but I have dwelt beside it; '
"nd by the happineu of living in a garden of roleS you
11.:re in ..a condition ro catch the reflection of the rote's
color, and ro carry home much of its beautiful odor; and
auociation with ro1Ses will, be W'ISured, leave its im·
pression of beauty on those who have that good fortune. 71
"The piano-forte player who delighted me more than r
any one has done, ¥endelMohn, and who had a complete
command of the kSJboard, refused ro play in public a
piece which was offered him at a. short notice, owning
that he could play a.U the notes, and that be could J>M'·
ceive the meaning of the music, but that he regarded it
as an impertinence to the ,p.uthor, as indecent to the au·
dience, and as an injustice to himseJ~ to appear before
hearers with th.e E!Xecution of a musical work which he
had not entirely assimilated to him1Self and appropriated
to his own being and his own conscience.''
"Let u11 never forget that these two aothors (Handel
and Bach) stand u a pyramid that will def1 the ravages
·of time, and mWJt ever be the monument of the musieal
po wen of the eighteenth century; but if you will accept
thi11 fancy, let it be extended by the 11uppo11iti<>11 that. the
pyramid is inverted, that it.a apex. wu in th~ir own era,
and that ita~ta.nt expansion widens with the coune
of time, with the capabibtJ. of men, to perceive if not ro
appreciate ita vaatneaa, and that as the cultivation of mu•
11cal intelleo't advaocea, so will ita apparent extent. . We
expect in generation• to. come there will ·still ~. ~
to what th• men have done,·~. regard whi~h I tmttwd
all here e1>tertain~ · lp ·1u111111ing. up the w~ole. ••ti~
of the characten of the two, one. "1f1 tt.Ppl1 ·..
._..,,.~Ii,~~
ha.a almott become a cant\ te1'.IP..z..
t!l• ...... ~
'music of the future' ia ~f qt ;Afllld'1 aQd~~~·" .···•···· ,

is

l

t.n.t sat. . ..
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8'tte:r;

of New York 7"
Vocal Chorus, Gr.and W'&ltzes,
"Life's Shade and Sunshine." Arrange4 and woraed
by W, H. Neave; Piano Solo, "Polacca Brilliante,"
Elmira Oolfege Students' Concert, with the assistance of Bohm; Piano Duo, "Trot du Cavalier," Spindler.
J. 0. Bostelmann, Violinist.
Detroit Oonservator11 of Music, American Oompositiom.
Three· part Song-" The Fisher Wife's Song," Hatton;
Largo and Rondo, from the . Concerto in C, No. 1,
First Modern Suite, Op. 10, E. A. MacDoweH; Song,
Beetl:;oven. The orchestral part played upon a second "Dream on, my Heart," J.B. Campbell; (a) Berceuse,
piano b1 Mr. Dickinson. "Legende," Wieniawski; Op. 1, (b) Valse Poetique, Op. 1, Chas. E. Platt; (a)
.Murmuring Breezes, Jensen-Niemanni· Mazurka in E Andanta, (b) Allegro con Fuoco, Arthur Foote; Moflat, Leschetitzky; ''I would that m:r ove," Mendels· ment Musicale, in G major, Op. 22, C. Sternberg; Songs,
sohn; ''Gold :rolls here beneath me, ' Rubinstein-Hoff- (a) "I know Two Eyes," Chadwick; (b) "Love me
man; .Polonaise in C minor, Chopin; La Fileuse, Raff; if I Live," J. H. Hahn; Scherzo-Tarantelle; Op. 34,
·
Norwegian Bridal Procession, Grieg; '1 The Day is No. 1, Wilson G.Smith.
done," Balfe; Scherzo in D flat, Op. 31, Chopin; Nocturne in G fiat, Brassin i Concert Etude, "Lorelei,"
Seeling; Romanza Andaluza, Sarasate; Shakspeare Sere- -........a...~i...e, Schubert-Liszt; Mazurka in G minor, Gruenfeld;
Concert Ga.lop, Joseffy; ·Two-part Sonp-a. "Happiness ever found," b. " Good- Night,' -(Canon by
inversion,) Reinecke.

EUGENE THAYER.

THE ORDER OF THE KEYS.

C has neither
nor
But with voices and with
and

Piano Duet, Spanish Dance, Moszkowski ; Scherzo,
Buck i Spring Flower, Gade; Reveil des Fees, Leyba.ch;
Sonatina, Reinecke; Return of Swallows, S~ndler;
Waltz, Op. 101, Gurlitt; Etude, Op. 45, Heller; Allegro
from Sonate, Mozart; Piano Duett from Kinderfreund,
Wohlfahrt; Danse des Dryades, Goldbeck; Le Desir,
Beethoven ; ll Penseroso, Heller; On Blooming Meadows, Spindler; Minuets, Nos. I and II, from Sonate,
Mozart; Cradle Song, Kjerulf; Polka Caprice, Mills ;
Sigmund's Song, Wagner-Lange; Adagio_and Presto,
Mozart; Waltz, Chopin ; Tarantelle, Ru bin41tein ; Serene Morning, Gurlitt ; Sonatina, Clementi : Rondo Capftooioso, Mendelssohn; Duet, Tarantelle, ff Ourville.

are no more !

III.

Pupils' Mu.Sicale, Miss Jessie M. Beckman,
Pianos-March Triumpale, Op. 91, Goria;
A fiat Op. 42, Chopin; Vocal-" May Blossoms,"
Torrye; Two Pianos-Fur Elise, Beethoven; Piano( fE) Spinning Son~, Wagner-Liszt; (b) Pet~t Bolero,
Ravina ; Sonatina m F. No. 2, Beethoven ; Concerto in
C, first movement, Beethoven; Vocal-" Thme Eyes so
Blue," Lassen ; Piano-The Mill, J oseffy ; Two PianosTarantelle, Rossini· Liszt; Two Pianos-Menuette, Theme
et Var. from Septette, Beethoven; Vocal-Air, Variations, Prech; Piano-( a) Impromptu F minor Op. 742,
Schubert; (b) Bubbling Spring, Rive-King.

Pupils of Mr. Theo. G. Wettach, Allegheny, Pa.
PolOriaises, Op. 61 (4 hands), Schubert.; Inventions,
1 and '4, Ba.ch ; Sonata Pathetique, Op. 18, Beethoven ;
· "Let me Love Thee," Arditi ; (a) Polonaise, Op. 40.
No.
e. Op. 81, No. 1, Chopin; Etude, "If I
were
1r ,
enselt ; Paratis a Ta Fenetre, Gregh ;
Theme and Variations, Mozaf1; Song11,.wit~j>ut Words(a) Confidence~~b) Consolation, M.eudelssohn; Spinning Wheel, Ben'a.el; Serenade, Schubert; (a}Warum?
Op,, 12, (h) Abendlied, Of)' So, Schumann; Silver Spring,
Op. 61 Mason; Spanish ances, ( 4 hands) M~.skowski.
Tkt Neave Music School, Sali1tbury, N. 0.
Orchestn:l,. Overture, "'11 D~n Juap.," Mozii.rt~ Piano
J)no, "Et.nde Fac,Ue, 11 B~)'er; Orchestral, Fantasia on
Russian Airs, l"~<tl>P';. Pian() Solo, "Polonaise," Lange;
l?iano Solo, Falling .. Deaves,' 1 M\lller; Orehestra.l,
O,-ert.i~ 1 •... "'S.icilian Ve,p,ers." . Verdi; VociLl Duo,
'' Sw.
,i.Lr oft~e ,NiJhH' Millard; .Piano. Sole>,. "Imi·.
~tion:.> i9 Box,'' L1el\tijl; Orcheattf.l, a Fant.a.me on
:''.f.oug,,~g AJo,0 St~ltmeat; Piano Solo,' "Belles
1

"

even,

- .....--....... and··--~-·.
1-3
and 20dd and even for the

The Minor keys are three
These are
and there you go
Till you can remem her these ·
Your music is not sure to please.

MY DEAR Ma. Piu:asl!:R : I am vel'y glad to see Tm: ETunm write so justly about
Mr. Karl Klindworth. It is painful to musicians of education to see such an indiscriminate idau&ihter u Mr..
Klindworth has been subjected to during hll'I visit h.ere.
It has act11a.lly been stated that Mr. Klindworth had
" no conception " of the music of tl\e great composers,
and that he "had no reputation in Europe," or words
to that effect~ Any J1tudent of intelligence who ha1 exii.min(ld his beautifuleditions ot Chopin's, B,eethoven and
Schumann' 11 piano works will sea.reel~. believe the .tnJth of
thee asMrtions-while no lesuu.
than Herr Johan·
nes Eh~blad, the great baaao of the •. ropolitt'1l Opera.
Honse, says of Herr Klindworth~s -.ork aaa director of
Symphony concerts at Berlin, that ·"there was not a

men ts,
andSecondly,. Giving the
sources of touch
variety of tone
and at the
be a true
his
quality.
Hethen will be enabled to convey the workin~ of
own intelligence and feeling to the comprehension
sympathetic emotions of his listeners.
1'be efficacy of the various features combined in my
apparatus is already showing itself in a marked degree
with all those who earefuUy and regularly use it, and I .
have a number of unsolicited testimonials from best au·
thorities. endo~the same.
.
Hoping this may"i1elp to urge piano players in gen·
eral on to ~ive more careful attention to the develo~~
ment of teeh~ic toward the highest artistic ~nd estbe.t.ie
ends. e.ven if by the more tedious way, without such aid
as I have devised,
I remain
·
Youn tnJly,

Gunav L.
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SOME M:USIOAL BLUNDERS.
Ji!UGl!:NE THAYER, :MUS,· DOC.
BLUNDER EunNTe:.-To think that mere technical
excellence wiU make a fine performer or musician of
you. Much is said nowadays about technique ..(if you
wish to be super-elegant. you must call it take·neek)I
To be sure, fine bricks make fine houses, but a man may
have a thousand bricky&rds and yet live in a log cabin.
Every art must have its materials, but the materials are
not the art; neither can they be until acted upon by the
h9man mind and soul ; mind and mm:;cle, soul and solfeggios, are diverse things. Technical excellence you
must acquire, but heaven spare your listeners, if that i11
all thttt you get. Of what use are agile fingers and a
torpid brain? About the same as an active stomach to
a man with the liver complaint ; the more he eats the
worse he is. The logical conclusion is-develop tile
musical abilities simultaneously with the mechanical.
Plainly
never use scales or exercises without
at the same time. Especially is this
using
in
cable to children. The first thing to be
them is the melodic sense: Exercises and scales kill this.
They naturally (shall I not say, instinctively) hate exercises and scales; and when
find one who likes them,
The fact is, I believe the
you will find an
children
right in this thing, and the tP.aebers and
parf'nts
all wrong. They (the children) want to
study music.
are trested to a. dose of
castor oil in the form of studies and other drastic, brain·
racking. nerve-killing
and studies. What wonder
that they jump out of
window (I did) and run 21.way
until the practice hon~ has passed into history;
:retribution has no terrors compared with the su:~-0::i1,nu.tes
of scale torture. Try the other plan,
music,
and the chances are you will have to drive them away from
their practice. I often think etudes are the lazy teacher's refuge. It take!! time, and learning a!l well, to select
music which !!hall develop the musical, while enlarging
the technical, powers.
How easy to pick up a set of studies, and s&i.y, "Take
that for next time I 11
have in mind a most estimable
young lady who recently showed me the
she
The collection a
had taken for .. lessons.
yard high and of unknown diameter ;_included every set
of etudes known to the profession, and yet she could
not play one single piece of music, long or short! Is
comment or argument necessary? Just here. you may
say, Why can you not publish the list of such a course?
I can; but, as it has cost twenty-five years'
study
except
and experience, I must decline to furnish
;pupils get
through
corresr.ondt-nce. My
it gratis:
will not be published at any price at present,
unless by some dishonorable person. I have three iauch
lists, the first classical, the second free style, the third
mixed. These correspond to the three sorts
pupils
you will find in teaching. In one hundrnd
there
will he about
who will wish the strict styJe; from
twenty to
want 1mmething good, but cannot
; and the
quite hold themselves up to a strict
remainder will swallow music as
swallow their victuals, tute a little of everything,
eat all the «iponge
cake and candy first. The successful teacher, the music
teacher eflpecially, must be armored and helmeted for all
encounters.
Myself and my pupils have two kinds of' such liets,
th., firz<t including the foll development of both facultiem
by means of music only: These are more especially for
quite young pupils, and are rarely advi~bl~.. for adult
students. The.seif nd list alte na.tes etudes an~~~ieces,
inva'riably the one after the other, to produce the same
results. These latter were first made for• schools and
aeminar;ies, w~re conventionality seems to demand
th.em. ~These lists are from the first lesoon of a fiv~!ear
old to the finished artist of fifty. They havestodtl the
test of ma~y years' _lucceMful teaching, and are only
cllangeabJe by the occasional addition ·Of aome good recent
piece ofextramerit. It iiincomparably and nnqueation·
ably better to combine the two forms of deYelopment,

both in and out of schools; and there are few pupils who
will accomwill object to tlle'latttr m~thod, while
otherwise. I have th<no1u11"hhr tried
plish little or
.,.,,,.. '"..''"' all)
in classes,
on the 111.tter as the best of all. My belief
was confirmed by no les!ll a teacher than Moscheles, the
teacher of Mendelssohn and LiHt. The whole story is
told in eight words : if you .
11tudy music, study
Music.

PIEOE OF MUBIO BE WRITTEN

H. J, LEONARD.

ONE-HANDED
[TRANSLA.Tl!:D BY

D.

" on one handed piano·playing, Otto B.
fin. .,;,~11~·11. us
following interesting remarks:
of playing with the left hand alone belongs to
more recent acquisitions of modern virtu·
osity. While other styles-also peculiar to the art of
as the glissando and crossing of
hands, were
customary during the last century,·
we can discern no sign, despite the most eager researches
l!.mong earlier books on music, music journals and concert reports, that playing with the left hand alone was
known to the pianists of those past times. Nor can it be
ddinitely determined, interesting though the fact may be,
who initiated the practice and development of this form
of virtuosity. About forty years
Dreyschock first
musical public.
introduced this
feat to
Usually his
for the conclusion of a
concert
consisted of some brilliant varia·
left· hand solo, whose immense and almost
tions for
immperable difficulties stirred his audiences with the
highest delight and aroused his critics to an equally great
enthusiasm. After Dreyschock followed Willmer11, the
' king of trills ' and the Austrian virtuoso, Leopold de
Meyer. About ten years ago Count Zichy revived this
style, then almost forgotten, by appearing from time to
time on public occasions. Jn his case, however, it was
not from choice that he adopted this style of playing,
but because
the opulent Hungarian magnate, was
of piano-playing, and had lost his
passionately
right arm in his youth, while engaged in hunting.
"If we consider this singular specialty impracticable
upon t1.ny other instrument, from 1).n_~thetic standpoint,
it will appear at a first glance like a feat designed solely
to producQ a sensational effect, and in the use of which
a wise reserve: will always betoken a.rtistic tact and taste.
And yet, it must strike one strangely that so few pianists
should have cultivated and publicly produced this interesting and grateful task. With the exception of those
a.rtists already named, ·von 'Billow alone has ventured
repeatedly to play selections for the left hand alone
(usually a fugue by· Rheinberger). Liszt neve:r thus
ignored bis right hand, although a piece for thllll left hand
alone was written by him, entitled 'Hungary's God.'
Nor can Celeste Gallyot, the wife of the violinist Boncher, be strictly included in the list of 'left handed
pianists; for, although she often played her piano with
hand was engaged, at th(l
the left hand alone, her
same time, in playing the
"The common complaint made by pianists, that they
have a weak left hand, would not 110 often be heard were
our young pi11:n_ists given .to.exercise playing with the left
hand alone, even though it were intra muroa only. It is
an exercise destined to be of much use in these days of a
modern tedmic that demands an equal develop~nt of
in public when he was seven yearn old,
both hands. Then, perhaps, it might be said of all, as
first mass at twelve, and two years later
J. B. Cramer once remarked of Dreyschock:: 'He does
was
ihe archbishop of Salzburg· s orchestra.
not possess a left hand, for he has two right. hands.' 11
Mendelssohn came out at nine, playing in a trio for
piano-forte and horns, composed several works at twelve,
GENIUS ..urn H.u1D Wosit.-Do not waste a minute, not when ht began the series of forty·four volumes which
a second, in trying to demonstrate to others the merits contain the autographs of his works. Liszt first appeared
of your own performance. If your work does not vindi·· when nine, and met with such su((.cess that several
c11.te itself, you cannot vindicate it, but you can labor
steadily on to something which needs no adv?cAte but Hungarian ~obleinen gu~ranteed him sufficient means to,
i~self. ~ • . Toughen yourself a. little and,,aooornplisb ,con.t!P,~,~·-,!!.~.qe~~~a~or ~six years. Rubinstein, when
something better. Inscribe ttbove your desk the-wwds ten, made his first concert tour with his teacher, visiting
of Rivarol, "Genius ia only great patience." It wus Pari11 1 where he met Liszt, who was astonished at .hia
Ke11.ta, the most precocious of all great poeta, who
declared that " nothing is finer for. purposes of produc- precocity. Young Josef Hoffman bu begun on tbcuame
tion than a ve.1'1 gradual rip.ening of the intellectual pla~e with these great artists ; where he will end no one
powera."-T. W. Riggi'l&llOfl.
can tell.
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ON THE USE

or STUDIES IN PIANO
BY

w. s.

TEAOHING.

B. l1ATHEWS.
I I.

FROM" HOW TO UNDERSTAND MUSIC." Vol. II.
I. His "two_-finger exercise," when properly used, is the only exhaustive school of expressive touch that I have ever seen.
2. His rhythmic treatment of scales and arpeggios strengthens the
seose of rhythm, and develops endurance better than any other mode
of practice that I know of, especially in the earlier and intermediate
stages.
3. ffis system of harmonic changes upon the chords of the diminished seventh is an exhaustive thesaurus of four-note arpeggios, besides
conducing powerfully to harmonic perception and
of
""4: His octave school, as a sequel to the " two-finger exercise,"
covers the whole ground. Like Columbus'
the egg on end, it
is so easy as to be almost absurd.
5. The habitual practice of these " forms," or " passages,"
mically developed out of melodic and harmonic germs, gives the
an unconscious mental exercise which
(especially
in the most difficult tasks of
and Schumann) to such an
extent that one would believe it who had not seen it proven over and over
again.
These opinions will
be disputed by i
of the older
teachers who read this paper. Nevertheless, with a reasonable knowledge
of what modern piano playing requires, and after about sixteen years'
experience in applying these exercises, I stand by them; and so will any
teacher who appreciates coming rapidly t~he root of things.
There are many sets of technical exercises which will do the greater
part of the work. All but Mason's, as I
fail to provide a school
of expressive touch, which, therefore; has to be otherwise provided by the
use of pieces. And with all exercises, studies and pieces, everything
depends upon how you use them. The short road to technical excellence
upon the piano has yet to be discovered. It is proper to add, moreover,
that all technical devices may be judged by any teacher caring to pay
sufficient attention tp them, according
the three following principles:I. That they secure satisfactory tonal results, i. e., make the piano
sound well.
2. Tha"t they apply the force upon sound mechanical principles, the
hand and arm being machines for the conversion of force.
3. That the hand looks well when used as required by the exercises
in question. It will be found that, these three ends go together :
The well-sounding, the well-looking, and the mechanically correct. Any
---system of technics whatever can be judgeEi by the application of these
three tests.
That distinguished artiste, Mme. Carreno, has favored me with the
following account of her own training, the thoroughness of which stands
in striking contrast with tke~clmracter of~ original genius, which is such
a prominent trait of her public performances. She says:"I ~ould very much like to answer in a satisfactory manner the circular

you so kmdly enclosed, but as •the best method,' to my mind, •of practicing
th.e piano' has never been published (which was the one my father employed
with me) I fear my answer will be-m'1ittle use. I think Bertini's method, taking
it all through from his first book to his " Eludes Artistiques," followed, or rather
intermingled, when the pupil is sufficiently under control of a certain amount
of technique, with Czerny's 'Velocity Studies,' and then by Cramer, Clementi,
Hen.selt, an_d crowning-itaU-with Chopin's Etudes-this, to my mind, so far as
stud~es go, is the best way of stepping up the ladder; and this is huw I have
studied myself, and--l-hav~--taught JUpon the same plan. When a pupil is
far enough advanced to take ClemeQti, I always give them at the same time
Bach's easier Pr~ludes and Fugues, taking" by degrees the more difficult ones.
To.make the wot\ easier and quicker, my father wrote 5~ exercises, which I
had to do every day for a year, comprising all the scales, arpeggios, t{ills, thirds,
octaves, etc., etc., and difficult passages out of all the.different wo~of the
comp~\~rs he knew-and they were not few I And these I)had to do every day,
as I say, each day in a different key, both major and· minor: and when I hael
tinished all the tw.enty-fo_ur_ modes, I had to .begih and do_ it all over again, and
so on, I suppose, until the end of my life. I had to do all these the whole
length of the keyboard, in four or fiye different touches, including staccato.
A,s.• ~ou can.well im~gine,,when t_he time came to-takeupthestudies,·my execu-

~~~.·~~:ti!~~f~~i~r:t~-~~~:~J~:f~~~-~~~i~t ~o~t d+~c;;!:~e~~~.t~ed~

~>:i1pra~ti~i9g,·~~gin~ing·~\\'~)'.S with,hyohours,-~f.t~e e.xercisesof tny father's,
·
'av
to reduce·~o at; ~~}Uin.lhnit in order ~o be<able to
m
. . ~ • ·.• ·l do.not ~!1PW;1\'hether ~hi~ long answer to
})e o(,ny use~ .·•.-.At..•.least.·
you ~ust
tak~ the .\\'ill
·.
....
"' ....•
~T

The following letter from the
artist and teacher, Mr.
William H. Sherwood, <>n••rn<>rihPc the subject from yet a different standpoint. He says:BOSTON, 61 WASHIXGTON ST., Nov. 16th, 1884.
My first choice for a piano
instruction book is not in print, for the reason that no existing works l have
seen treat thoroughly .of the most necessary first principles of training arm,
wrist and fingers, the muscular and nervous anatomy, in a comprehensive, safe
and productive manner. Consequently,
all piano players start wrong!
are not made to concentrate mind and
internally on the inner sensiof the muscular and nervous parts, the relation of upper and lower arms,
forearm and wrist, of varied and valuable ,,.wrist training. whereby the hand
and fingers can be placed and carried about to the best advantage, of cultivating the powers of holdi9~ up or sustaining the forearm and fingers, of a-separate science for movem·ents from right to left (independent of those up and
down), independence of the various muscular parts, discriminating accuratdy
between them, etc., etc.
Dr. William Mason's "Pianoforte Technics," Ehrlich
Tausig Ex.), and Kullak (octave studies) have thrown some i:. .. .,.,_,"'-·"
subjects in several respects.
The "Technicon" and the writings of its inventor will throw a great deal
more. My this year's article in the Music Teacher's National Asso. Report
and my article last June, in the "Keynote," are intended to lead in the same
direction. I repeat that we need an instruction book which shall treat of the
powers of sustaining (that means "holding up''.) and cultivation of the relations between the upper and lower arm, new and almost unknown functions of
the wrist, of subdued strong parts and assisted weak parts, the science of right
and left progressions, of learning to discriminate between flexibility and firmness, and all this, before we talk of notes, or of etudes and music. If I live a
few months longer I propose to bring out such a book. Meanwhile, look
the "Technicon." After that we want staccato and wrist exercises
order. After Kullak's octaves receives some preliminary addition to
paratory method it will do. Neupert's octave studies are interesting.
Schmitt's five-finger exercises, Dr. Mason's technical studies, Arther
eight daily studies, Wieck's exercises in touch, Haberbier's Exercises, La
Couppey's fifty virtuosity Exercises, Anton Streletski's Exercises, are good. If
a pupil has Cramer, Clementi, Bertini, etc., I can generally use them. A
favorite book of instrn~tion with me is Bach's Well-Tempered Clavichord, also
other writings of said B;i.ch. Other favori_te studies are the works of Beethoven, Handel, Mozart (limited Mendelssohn, ditto). Chopin etudes, and other
obscure writings of men like Schubert, Schumann, Liszt, etc. Thalberg and
Henselt should be studied for pure piano style. I have gfeat need of works
like "Mathews' Phrasing," and" How to Understand Music," a
ther theoretical apparatus to make the above-named works intelligible
students.
We need tJ call the results of scientific minds and fresh brains into our
instructions. The Berlin authorities are after-our senseless methods very
Cordially your •u'""""'....
WILLIAM H. SHERWOOD.
I <:ould not find time to answer you earlier.

The levity of the latter part of this letter led me to think that it was
one of Sherwood's fantasias, pour s' amuser, and not intended to be
. taken seriously. Thereupon I wrote to him again, asking for ~rious
letter ; in answer to which I got this : 6n WASHINGTON ST., BOSTON, Nov. 25th, 1884.
MY DEAR MR. MATHEWS:1 have no special progressive list of studies. Wh~n a pupil first comes to
me I try to teach him to think and discriminate between the different movements of arm, wrist and fingers, using any simple e:cercise. What I give him
to study afterward depends entirely upon his former training and his capacity.
I wish you would use some of the letter I wrote you, in your article. I am
going to write something on the subject when I get time. The "Technicon"
is a new machine for developing and strengthening the muscles of the hand
and arm and for various other good things.
It will do away with a great deal of the tiresome practice we all have to
do. The inventor is a friend to Dr. Von Biilow and is a wonderfully intelligent man. He must send you one of his pamphlets. I am just in the midst
of some recitals here and am very busy.
Very cordially yours,
W. H. SHERWOOD.

These letters of Sherwood's, together with an immediately following
opportunity of hearing Mr. Joseffy· m three recitals, led me to observe a
point upon which the books generallyaI"e silent; I mean the extension of
modem pianoforte tech.hie. Fifty years ago the elementary study of the
pianoforte was mostly devoted to the practice of what were called ".tivefinger exercises." · The ·most famous collection was that of . Aloise
Schmitt; they may still be found in Richardson's "New Method for the
Pianoforte.'' These exercises, whether for single notes or for a holding
note with moving accompaniment, undertook to ·make each finger a
hammer,. moving fr~ely at the metacar,palJoint, but not ~~ving at ~ny
other jomt. The ideal was that of a stationary hand,. with five mov,mg
hammers,. and no soul inllanywhere. Dreyschock,. whose scale forms are
those in Richardson's " Modern ,School,'' gave more attention to scales, a.S
also did Thalberg. Especial-attention to the wrist in mat~erofo~r~~~
day, almost; for although the ve:nerable-Fr.Wi~k taug~~~J~~~~t~:.~
the. beginning .o(.aJnusic~ touch,:tbe. ,tech:ni~~: -~~~~f0'.{0~1~
•
·i

~ere:.~~t ~well _su~lied . un~jl. Kullak. ~~d writtell'. ·
M~l'.lf:<.tiscovs~ _t.he'~·~~fing~r e~~~~~
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fo~D:d out ~y ex_Perimeht, _that a pupil may do all th~se things well, yet
fall m certam pieces o.f Liszt and Henselt, or even m the much lighter
ones of Joseffy. The missi-ng link is the technic of arm-the ability to
carry the hanq lightly and certainly from one part of the keyboard to
anofher.
·
Sherwood, it will be seen, proposes to cultivate these arm motions
~efore those of the fingers, upon the theory, probably, that unless the arm
is prepared to support the hand, the fingers will have no fulcrum to work
U_POn. ~Th~s new insight I· shall not undertake to pursue further at this
time. I thmk there may be something in it, but the necessary experiments have not yet been made for determining exactly how much, or
wheth~r, indeed, the traditional order of proceeding can be so far modified without breaking the chain of evolution which has brought us from
Scarlatti to Liszt and Joseffy.
This much, at least, is sure: The Mason
tw,o-finger exercise introduces a hand rebounding from the keyboard
up<;>n a loose wrist, at the second or third lesson of a beginner ; and it is
fou~d that this results in strengthening and equalizing the
rapidly than can be done with any kind of five-finger exercise.
the pr?ce?s can be carried further with equally improved results, as Sherwood rnd1cates, we have yet to find out.
J?r. William Mason ~ives the following outline of his ideas upon the
selection and use of studies ; as will be seen, it is in
illustration
of the positions taken in the earlier parts of this article. His
is dated
Orange, N. J., October 27th, 1884 : My DEAR MR. MATHEWS;. Your letter of the ~3d inst. has just been received. It is impossible for me
to give yoll: off-hand a list.of the ten best and most indispensable books of Pianoforte Studies, arranged m progressive-order. You know that I have relied
main~y on ~y system of technics for strengthening and developing the muscles
used m playmg, and ~ have used the so-called studies and etudes merely inci~ent<:lly '.lnd for spec1<:-l purposes adapted to individual cases. The following
list w1~l give you som_e idea, although it is by no means complete, but is perhaps
not without progressive order, viz. :Behrens' Newest School of Velocity, Op. 64, Nos. I and 2;
No. x.
Moscheles' Studies. Rather a lo~~tep here!
Cramer, Studies.
Clementi, Gradus ad Parnassum.
Heller, Selections.
Chopin, Etudes.
Henselt, Studies.
Bach, Ii;ve1'.tions and Well-Tempered Clavier. (Perhaps these ought to
. come m_dire~tly after Clementi.)
Liszt, Rubmstem, and miscellaneous authors.
Summary.
CLEMENTI-BACH-CHOPIN·.

These thre~, I shoul~ say, are. indis.pensable to any one who aspires to an
all comprehensive technique, ancient aii.d modern. Other works, of course,
are of gre~t value, al!d 1!11.!st be select~~ with good judgment, and with a view
to the particular and md1v1dual necess1t1es of each student. As a rule it seems
to me_ that too much time is given to mere technics or finger gymna~tics and
e~erc1ses. These, of course, have their proper use, but they should be employed
with great temper~nce and mode:ation. Little by little, day after day, with
great care and pers!stence, bu~ no_t m a hurry for results, and plenty of time and
slo~ devel~pment m the begmnmg, will produce the grandest results after a
w~1.le and m the end. A _student wfi.o has good jl1dgment will learn how to
ut1l_1ze for purposes of teachmg all sorts of passages in the various compositions
which they study, be t~ese composers Be~thoven, Schumann, or any other great
c?mposers .. But pupils should play the~r technics. and exercises with express10n, an.d ~1ve them a soul, as well as/fnece~. Do not spend all the time on
dead thm~s. If )'.OU do not know the book of studies by Behrens, look at them.
They are mt~restmg ax:d useful; are musical and sound well. Each study is
only a page m leng~h. They are easy .and for young people.
In the same hne of moderation in the use of etudes was the answer
of ~ro,f; John C. Fillmore, author of the "Short History of Pianoforte
Music.
He says:"To be ~o~;st abo_ut i~ • l ~;~~ yerr,/e~ studies ~~;(;~pt JIJ<tson's "Technics"
and Mathe~ s Phrasmg.
I. am usmg one copy of Loeschhom's Op. 67,
Book I. It is valuable, and so 1s the Op. 66. I now and then use a Tausig's
Clem~n.ti "G:adus," but seldom get through. For advanced cases I use
~hopm s. Stu~.1es, of course. Skipping about, I use a good many of the Bach
Invent10ns and some of the "Well Tempered Clavier." I have not used
Czerny, Kohler .or Cramer for a long while."
Mme. Neilson-Rounseville, a pupil of Haberbier, and one of the
.'!11ost careful teachers of solid technic in. Chicago, has named the followmg as the books of studies which she most Jelies upon : " Lo~schhorn," Ops. 65, 66 and.67; Haberbier "Daily Studies·" "Finger
Gymnast1~; " " Preludes" and " Poetifal Studies·" Mathews' "Phrasing ·"
Czerny's "Velocity," Book I; Heller, Ops. 45,46a~d47 · Bach "Invention~"
and ."VX'ell-'_fempered Clavier;" Cramer Op. 100(""~5 Studies" anq "50
Studies,. edited by Von Biilow; Chopin, Ops. IO and 25; Kullak, Op. 48:
'<t:lement1, "Gradus.' "
Sh.e uses selectio~s of all. t~ese, a~d requires. " every selection to be
J?emonzed :ind practiced. until it can be played with good technic and
1ust express10n 1 eµctly like a concert performance.'' This stipulation
sha~s that she not only.use~ the studies.for improving the quality of the
pupil's study and the techmc,. but also for imparting a melodic character
to the playing, and for making it musical. · , .. ProfesSor ~~l\Tin B. Cady, of ¥'ichi~an University, one of the most
t~o~ghtful·mus1c~lils and tea.C_hers m this country, names the following
Jl5t;~

,.

.
ANN ARBOR, MICH., Nov. 17th, 1884.
In the first place, 1f I had students that I could deal with according to
my desire, and not according to the necessities of the case, I should not touch
etudes very early. Secondly, I doubt whether one can say that any etudes
except the Chopin ..afe indispensable.
the following have been of
practical value. Of course, I only use
from any one opus.
Gurlitt, Op. 83.
Kohler, Op. 50.
Gurlitt, Ops. 50. 5r and 52.
Heller, Op.
Rhythmical Studies.
Schmitt, Op. I
Books I and 2.
Heller, Ops. 47 and
Gurlitt, Op. 80. Rlwtlm1ic.al Studies.
Schmitt, Op. 16.
Czerney, Op. 299 and
Cramer, Moscheles,
70.
Clementi, Gradus.
Haberbier, Op. 53.
Grund.
Chopin.
There is my pile for general use,
of course, I often go outside for
special purpose.
Mr. Frederic Grant Gleason,
of Kullak, names the follow1884.

In response to
most
valuable studies for
I. Clementi's
ad Pamassum
II. Cramer, Etudes (Biilow's) .
III. Loeschhom, op. 66, 3 books.
IV. Loeschhorn, op. 38, 3 books
V. Chopin, Etudes,
IO
VI. Heller's Studies in
VII. Behrens, "Velocity."
VIII. Czerny, "Velocity."
IX. Czerny, Daily Studies.
X. Tausig, Daily Studies.
XL Felix Le Couppey, 25 Etudes (particularly useful for small
I have found it very difficult to make a selection from the many etudes
I am acccustomed to use, and have not been able to suit myself with a scheme
which should present the etudes in what I consider the order of usefulness.
i:or example, the Cramer etudes I use more frequently than those of Clementi, and theop. 66 of Loeschhorn more frequently than either. On the whole,
the Cramer etudes seem to me to be the "most indispensable," as
a
. that could be filled by nothing else, though the same condition is
the
Chopin Etudes, especially as regards the more modern school of advanced
playing._ Yet as C~amer must precede Chopin, and is useful to
not attam to sufficient mastery of the pianoforte to require Chopin, should
give them the preference as regardS'fisefulness.
The etud~s by Felix Le Couppey, Professor in the Paris Conservatory, I
have found very useful for small hands-also Behrens' op. 79, Duvernoy's
"Ecole de Mecanisme," etc. Many works that are not strictly etudes are
3:dapted _to peculiar cases, and may take the place of
as Bach's Invent10ns, Suites and many Sonatas of Dussek, Clementi and
The Tausig: _Dail:r S_tudies requir~ so much ~usical perception to carry
out the trans.ros1t1ons md1cated, that with some pupils they are not available.
.
As music they do not possess a very great interest, not enough in many
mstances to detract from their mechanical value as technical studies.
. The Cramer Etudes I frequently have transposed into different keys-often
with the same fingering, the latter being one of the things I was myself obliged
to do when studying the Tausig method in Berlin. ,
Yours very truly,
FREDERICK GRANT GLEASON.

Mr. Emil Liebling, also a pupil of Kullak and one of the most brilliant pianists in the West, names the following list:CmcA"Go, November I Ith, I884.
MR. W. S. B. MATHEWS:Dear Sir :-The ''following progressive List of Studies may be found
useful:Selections from Koehler, Preparatory Studies.
Grade I. {
"
" Loeschhorn, op. 65.
"
" Bertini, op. 100.
Selections from Doering, op. 8.
''
" Krause, op. 2 and 9.
Grade II.
· "
" Loeschhom, op. 66.
{
"
" Heller, 4.), 46 and 47 .
"
" Bertini, op. 29.
·Selections from Bertini, op. 32.
Grade III.
"
" Cramer, Studies.
"
" Jensen, op. 33.
{
"
" Clementi's Gradus.
Grade IV. { $elections from Moscheles, op. 70 and 95.
"
" Henselt, op. 2 and 5.
Selections from Thalberg, Studies.
Grade V
"
'~~opin,
"
· {
"
" Liszt,
·•
"
II
Rubinstein, ..
A Bach course: Kleine Prreludien, Inventions,.· French Suites, English
Suites, Well tempered Clavichord,. Four Toccatas, Italian. Concert(),
Chromatic Fantasia and Fu~ue, Or~an Fugues arr~ by Liszt and Tausig~
For ~ecial technical work: Platdy"s Piano Technics, Loesc~hor,11's.J?i~no
echnics, Merkel's Piano Technics, Tausig's PiaJ!O 'f:echni~~·'l(:'1ll~k~1
Octave Studies. ,
. < .. ·· ... ·
:
. '.. :.~.,,;,:z ,,~,, ;}> }

r

Very.J:lespec~f1Jlly,

&1t~~ MltliU~~i'"'

finger:ing. must be adhered. to stridl1y,
to secure 8. 1IHUl"f'-Dlsll't
t'Uted touch bas beeli freely employed.
AU.similar· pasngea are fingered· alike.
The<lateral mode ·or finger a~tion muat be carefully ma:mu!ed th1·ousthj1»ut
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BY W. S. B. MATHEWS.

TONIC SOL-FA FOR INSTRUMENTS.
Sm :-Many readers of your valuable journal will be
glad to have this question ventilated.
I was very much pleased with the article by H. E.
Krehbiel, and considered it written by one who is well
acquainted with the pros and cons of both notations, and
very near the truth. Mr. W. Jones, in all probability, is
a solid T.S.-faist only(?), and, like myself two years ago,
would have stood up solid for Sol-fa for instruments. But
my opinion has somewhat changed. I give you my experience. In 1862, I passed the Intermediate Certificate ;
in 1875, the Matriculation Certificate, and the Harmonium Sol-fa Certificate (examined by George Oakey, Mus.
Bae.) of the T.S.-fa College. About this time I translated the following work from the Staff into Sol-fa, with
the accompaniments for the organ or piano: Mozart's
1st and 12th Masses, Haydn's Imperial Mass (3rd in D),
Handel's Dettingen Te Deum and Messiah, Macfarren's
". Ma.v Day," .&Hen's "Harvest Home," and my brother
did Mendelssohn's "St. Paul," Haydn's "Creation,"
Verdi's Requiem Mass, Handel's ''Judas Maccabreus,"
and dozens of smaller works, on purpose to have the
accompaniments in Sol-fa, as we could not purchase
them printed. (This labor of)ove for Sol-fa quite proves
that the sol-fa notation sinks deep into the student's
mind, and cannot easily be removed.) I have taken
church and chapel services, and played at concerts, all
from Sol-fa, and for moderate music, when committed to
memory, Sol-fa is preferable.
Two years ago, at a practice, the clergyman handed me
a copy of an anthem in Staff, with a request to play it
over. I said I would look it throu~..feeling I was quite
unable to play it. Since then, I have studied the staff
for the finger· board, and I mustadmitI have made more
improvement in the last twelve months from staff playing
than I expected, and I come to this conclusion : 1st, a
T.S.-faist is a musician before he can commence manual
playing, as he will find thirteen different Dohs, and must
know the whereabouts of A, B, C, etc., on the staff before
commencing, and then after fixing on a key for Doh, the
mental effect travels to the fingers and to the keys, and
the positions will come with practice (the student is really
a Staff player before he can commence Sol-fa play-

in1t~~

Sta~

ordinary
player is told toi>lay C, B, A, etc.,
and nothing else need trouble him, virtually? A Sol-fa
player studies Harmony, Counterpoint, and Chord Pro·
gressions while he plays. But very florid passages and
quick, ever-changing modulations and modes, and the
different octave marks· in Sol-fa, are beyond the reading
powers of all ordinary mortals, and if a student wishes to
play Bach, Mendelssohn, Rbssini; Chopin, and other composers' difficult and florid music, "he must play it, after
all (especially if at sight), from the staff notation.
I consider the essence of singing is in Sol-fa the mental
effect of tones (relationship and intervals), being far the
best for the singer, and the actual pitch of sound on the
Staff (as a picture) for the finger board. This is my conviction after twenty-six years of Sol-fa teaching and
playing.
Yours faithfully,
G. F. H. PARNu'M, M. T.S. - Fa Coll.

Tunbridge Wells, Feb. 28.
The foregoing letter from the Musical Standard has
been sent me, with a request that I write something about
it. I have nothing to write, beyond assenting fully to
what the writer therein says. ·The Tonic Sol-fa is a
most valuable instrument for a certain part qFmusical
education. It is not adapted to representing instrumental
music, especially when it modulates much or is at aU
difficult. The Beethoven sonatas, for example, would
not be intelligible in Tonic Sol-fa, without more practice
and greater difficulty in reading than an average player
finds in re;:ding from the -staff.. I happen to number
amodk my intimate friends Mr. Will.lam, L. Tomlins, an
old sol-faist, and he fully agrees with this position. He
has been for'fourteen years and more a directer of the
highest class of music-for the Apollo Club pft'4is city,
our festival choruses, etc., etc., etc. P,e has had every
bpportunity to understand the exact hmits of the Sol~fa,
havi,ng taken ~p such works as Berlioz's. Damnation of
Fau8,t, Dvora~'~ Spectre Bride, etc., modern works which
,~o<~eyond th~ ability of any singers to sing, except as
thet~rn ·thtt~ by ~· Mr. To~lins tells me that he
' dou · whet
~~~~9~;f'.~9~l~.b~·~f !Lny .~is~~c~ to.
~~· li!i~.c~~; it ~ing, uio,re troul>l! to
~.·
. •. . · . · . •.cli. .'. a.n.·· ·.·g'i98.· .·.•.·.·.o.·f. ".~. .··JW.i.:
. .••. 't.9·.~i::;.:.·11.·.···.~:...1.~...··n.·.~·.th.·e··
'·.
.··.· .
"."
·.... J ...., .· ....
1 . .·.
·~uQillt
~~9.;i,J.~'
t1•·••···timlt·i•
\,o::~~\V~,

. 81

ETUD

T~E

tells me that he always thinks in Sol-fa, and can play ..no
more rapidly than he can think it in key. So clearly
does he do this, even when reading from the staff, that
he can play in one key as well as another, enti!'ely regardless of the key before his eyes. There are very few
piano pupils who· think in a key in this sense. I am
quite sure that it would be better for the playing if there
were more of them able to do it, and for this reason recommend the Sol-fa notation as the best for the early
steps, -not only for singing but also for instrumental.
Mr. Tomlins tells me that in applying words to music
he finds singers reading from Sol-fa not so ready as those
reading from staff. This, however, would be more than
offset by the superior sureness of the Sol-fa readers. I
am inclined',to think, personally, that the Sol-fa should
be used with children until they are ready to go to the
staff; then I would use a special staff, leading to the real
staff; finally the staff complete, with all its complication
of signatures, etc. Of this at another time.
MENDELSSOHN AND LISZT, ETC.
Was Mendelssohn a converted Jew?
I do not know about the conversion, but he was of
Jewish descent, and a baptized member of the German
Lutheran Church.
1. Is Liszt's music regarded as strictly classical, and
if not, w by not?"
2. How should one play a repetition of the same
chord or octave not marked staccato?''
3. Must single staccato notes -without a tie over them
always be played from the wrist?
1. Liszt's music is not regarded as classical. The
term classical means a great many things, but Liszt's
music is not among them. It is too sensational, it is not
old enough, it is not reserved enough, it is not classical
enough. The term classical in music means certain qualities of musical style, such as we find in the music of the
classical composers of the last half of last century and
the first quarter of this. Listz' s music does not come in
the category.
2. Repeated chords and octaves are played staccato,
with a wrist motion.
3. Single staccato notes are played with a band riing
from the wrist after the touch ; it may strike from the
wrist, and it may strike from the finger; but it always
rises after the touch.
If you do not find my Studies in Phrasing suited for
your use as a "work in musical analysis and phrasing,"
I cannot tell you what to get. This is exactly what it was
made for.

FINGERING OF THE MINOR SCALE.
Will you please tell me where I can find the Harmonic
and Melodic Scales fin~ered for practice? After a child
has committed the MaJOr Scales would you teach them
to continue by committing them by thirds and sixes, or
give them the Minor Scales? If the latter, which form
should be given first, and how? In fewer words, how
would you teach the Minor Scales to your pu_P.ils?
V. H. B.
The fullest discussion of the minor scales that I happen to know of is that in Mason's Technics. It covers
all the points of your letter, I believe, and I respectfully
refer you to it. Use the minor scales after the following
rule:Rule.-The minor scale requires a minor third and
sixth. By license the major sixth maybe used in ascending wh'en the hands are in contrary motion-or in octaves..
Hence the harmonic form is always used in descending, and in ascending also when there are harmonic rela.tions involved, as there are .when the hands a.re in thirds
or sixths. The method of fingering them, and of teaching them, as to their relation to the major scales, is in the
place referred to. When a child has committed the
major scales I would recommend· them to go on and
" rub in " the fingering . by practicing . tJiem in canon
form, with a strict obaerV&nce of the fingering.

WHO A.RE AMERICAN COMPOSERS?
"Cu you tell me whether de Kontski; Lav~ee and Joseffy are Americans? .By that I 1uiean 11.Jve they been
naturaliz~~ ? ... If not, have .they a right to a place among
AmeJi~n coD1posers? !here has ~n s,<>m~ discussion
i1;1/tB~; ~r!7~! •~rega,rd tp tl:1.eQ'.l, bu,t with?\l~ ~e'fi'i~11-~
·.1.ace··~
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This question was sent to me some time ago, and I
answered it privately, but it is no more than fair to give
the answer publicity. Art knows no nationality. The
gentlemen named are not Americans, and, strictly, have
no place among American composers. But when for·
eigners come here and do theJ>est they can to elevate us
natives, and themselves at the ~ame time, they come under
a portion of the disabilities peculiar to American musicians, one of which is the disrespect due to living in a
country without a lie1·edity• of veneration for art. In
consequence they find it nearly as difficult as Americans
themselves to get their works performed, and, perhaps,
still more difficult to secure the complimentary recognition they would so easily get in any other country.
Therefore, there is no reason why we should be mean
about it, and deny them a place in a country which they
are willing to make their own. Naturalizing an author
does not naturalize his music, still less- make it flat.
BEGINNERS AND THEORY.
You give a great many suggestions, but no definite
plan. You say, do not teach a be~inner any theory but
music. Now, what would be the first thing you would
teach a beginner? Does the book by H. Parent embody
your ideas of how to teach beginners? Of course, we
know that without a thorough mastery of the notes and
their position on the staves, we cannot become· quick
readers. Can any one successfully study harmony and
counterpoint by correspondence, and who would you
suggest as a good teacher ?
Please do not throw away my letter, but answer as soon
as possible. You can abbreviate if you like, a~ I will
understand your answer. If you answer every question
S.
you will much oblige,
The best description of the proper way to teach a
beginner I have seen is that in Wieck's Piano and Song.
It is well worth studying. Mason's exercises applied
accordfog to the principles of Wieck, would be as near
the ideal, as I understand it, as anything you would be
able to find. Parent's directions are not yet all published, at this writing. Will refer to them later.
2. Harmony and composition can be taught quite well
by mail, but more slowly than by personal communica·
tion . .l, would recomme--nd Prof. Fillmore, of Milwaukee,
as a go!d teacher for this kind of work. He is so singularly clear and exact that you can hardly go amiss. Next
to him, perhaps, Dr. Eugene Thayer, of New York,
although I do not know whether he has. time to attend to
lessons of this kind. After these t~-~Mr. J. A. Butterfield, of Chicago, (care of Newell & Co).
"If yoa know how to tell the number of pounds struck
on the piano, please tell me."-L. C.
The weight of the touch can only approximately be ascertained. Ifyou will play a certain pasga,ge of three notes
in succession, for example, upon the keypoard, and then
play the very same motions with as nearly as possible the
same force upon a spring balance with a platform, standing close by the piano, yon can get the force pretty nearly
by watching the index move as the strokes are made.
It will be found that weak fingers, making a pure· finger
touch, will rarely use more than about eight ounces in
the attack, and about two ounces in the clinging pressure.
Strong fingers may do twice or three times as much.
Artists playing forte, as they would in a concert hall, use
finger to~ches as heavy as three or four pounds for the
attack of single finger touches, made purely from the
finger. It is not J"'.ell to increase the force too rapidly,
because 'the pupil is apt to employ wrong mean& of get..
ting the force., calling the arm into exercise where. the
finger muscles ought to do it all. When you have tried
your own hands and fingers a few times on the keyboard
and on the scale platform alternately, you will be able to
give a good guess as to the weight of touch by the tone
obtained. . While it is not well to increase the touch too
rapidly;'for reasons already stated, it is nevertheless true
that the. weight of touch is the source of tone.

In resp~nse to quite a number of inq?hi~~; 110~~ ~s.
given that the ~ork of ereparing a~ al~~~'~f:.~li~'1°'~
important selections requi~.d for the p:~~f~~Y·~~~
first volume of "How to U~deflta.~« ~{ ·•' iji\:Jl••·
being cabvaaaed1
:as ROOD• &I a•,.d .•
~otiff
be ~ven•
"~'.~·"

.m

and

_,_,,,
'~\:~:):<'

.•• ;•~.~".;\~.t:;;. :c;. +.~.~~i~1.~ ;}~til~~·i1i~
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TH:E ETUDE .
PIANO~
STUDENT'S MANUAL.

THE STUDY OF THE
PR.AlCTICAL

COUNSELS.

BY H. PARENT.
(Translated from the French by M. A. Bierstadt.)

66. How should the chromatic scales be
pract·ised!
The chromatic scales should be practised
slowly and heavily, in octaves, minor thirds,
major and minor sixths, and also in
motion.*
.
It is good practice in the chromatic scales to
start on different notes, sometimes on a white
note, and again on a black.
At first, accent every second
sively, every
every
eighth.
1

67. How are the chromatic scale,s
fingered!
The simplest fingering consists in
thumb on the white notes, and the
on the
the fingers following in their natural succession in the half tones e-f, and b-c.
If the chromatic scale starts with ooe or two
white notes, in order to avoid the l.'seless passages of the
the left hand should begin
finger (so as to place the
with the fourth or
third
on the first black n~ ?f the scale).

For the same
should be terminated in
fourth or fifth finger.
Example:-

scale
the

'.L

4

.,a_

By employing the same fingering for each hand,
the fingers are in a sense inverted, except in I
and 2 and I and 3, when the trill takes place on
the keys of different color (in this case the
thumb will be placed in both ha.nds on a white
key).
These trills should be accented every two,
three and four notes; then when these divisions
no longer present any difficulty, every six and
eight.
With special regard to the tri11, the student
would do well to practise carefully and perseveringly that fingering that he best succeeds
with. In this way he will have an excellent
trill
at his
while
to
the others.

Then this:-

making the
or the fifth finger, slip on the
two keys, with an artificial connection. Then
again take the same exercise with the crossing
of the thumb in contrary movement. Finally,
the scales in thirds may be entered upon, in
which the two passages of the thumb in each
scale should also be practised separately in the
form of an exercise (just as the scales in octaves
have already been practised).
First example: five consecutive thirds starting from the keynote.
from
Second
: five thirds
scale..
69. lVhat
the
and how
ii to be the fifth note
practwed '!
71. How should the scales in thirds be fingered!
The tremolo is a trill whose two notes are
There is no established
for the scales
at a distance exceeding a tone.
each master has his
in thirds. Each
The tremolo may be practised like a
with own. It is well to practise several of them ;
all the fingers.
for in the execution of a scale or
of a
It should be practised with all
scale in
in the course of a
commencing with the minor
and increas- ing that is
for the hands toi::~etl1er
the interval a half-tone at a time. Com- be very easy for one alone.
mence at first with a white key, then with a
The scales in thirds
two
black one, and all possible combinations on the
other
keyboard will have been exhausted.
The
tremolo thus studied serves, at the same
,----.,
an exercise in extension, and will be very
2 3 4 5
or in the
Right hand : ~ ~
1 1 2 3
for small hands. It should be accented every
two, three and four notes. The unemployed
3 2 1
3211 or m
"th"
e rnverse ord er.
5
3
5 4 3 2
fingers should also be held down, one at first,
then two, then all three, and here, again, the
it i8 advisable to effect the
tremolo becomes an exercise for ind<>pendence of
the fingers. After having studied the simple disoh1.cecner1t of the hand after a black note,
two hands at the same time.
tremolo with two notes, then take the double
tremoio with
holding down the unem-

w

w

i

..d k.

cj;_===<==~-.'.'.'.2-~_a_it::=z_~---

t;:r ~

. - ==-=--:=_===-=--=-===---=-===-=====---=-~

Other modes of
observe this one : -

70. How should thirds be practised!
72. How should the chromatic scales -in thirds
The notes of each third should be struck with
be
f
force, uniformity and precision.
It is necessary in passing from one third to
In groups of five
and deanother to make perfect connection.
scending.
Hence arise· two difficulties that render this
73. Hom should the chromatic scales in minor
exercise troublesome and even dangerous to
thirds be "111T1"1f'i.• 1uH·.o
be~inners.
which is much used in the chromatic scales in
for the chroIt is well at first to take only two thirds The simplest
contrary motion or when played with one hand together with this fingering:matic scales in
in rapid movement.
Example:2 1
are

good;

1

i

Right hand { ~
68. What is the trill, and how is it to be practised!
Then with this:The tril 1 is the alternate striking of two notes
Right hand { ~ g

placed at the distance of a second (See Chap.
VI, No. HO.) The trill should be practised
with a twofold object-the equalizing of the
fingers in a general sense, and the perfection of
the trill in particular.
For equalizing the
fingers it is well to study the trill with the
following fingerings : -

Left hand { 4
3
Left hand {

!!

the hands separately at first,·· then the, two
together and in contr.ary movement, so thta:t the
fingers corres~ond ~v1th one .~mother.
.
.
. These exe:ms~s, hke the t~ill,should he studied
mall .combmabons of white and black. keys,
accent.mg every two, three and four notes
I
d2
(especially three).
.
a
Further difficulties are presented in the scales
2 and 3
in thirds, the passing· of the thumb under the
an~!
fingers, and the fingers over the thumb, and also
the successive employment of the thumb on
a
4 and 6
two consecutive notes.
For this reason .this
132 3
fingering should be practised : And in all the combinations on the key-board:
Example:
E~i..
on two white keys, on two black· keys, on a
E
.white and black key, on a black and white key.
1

1::d
i

::d 6

In the right hand the thumb is plac>ed upon all
the lower u:hiie keys, and the second fiugt·r on
all the lower black keys~'
I,
.
Only the two thirds e-g, b-d are f-itnwk with
~- (It should be remarked that the Jower note
of ea.ch of these thirds is the first note of each
one of the half-tones formed by the two white
keys, e-j, b-c). .
In the left hand the fingering is reproduced,
naturally, in an inve.rted position. The thumb
is placed on all upper white keys, and the second
finger ~11 the upper black ones. Only the
two thirds d-j, a-o, ~re struck with :. (The
upper note of each of these thirds is the seoond
note of each of the haJf-tones formed by the two
w.hite keys e-f, b-o.)
~

74. Should the 11~ in lfia;lhs

l!e, pra~~~~·;

chr·om.a.ti(f,s(mle can hardl.y be taken in major
*These exerciseauhonld be. applied to all the ..perfect
Yes; the dia.ton(Qscal~)P~i~tPAJ:,,li(),t:lJ~,:,
false relations that would reault. chords, the dominant aeventh, and the diminished seventh. practised, and .alsp the ol,.i~;fll~~e
·
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IV. Write in four parts with florid counterpoint in the
Tenor:

FUGUE.

I. Define. Stretto; Interlude; Counter·Sub}ect; .Answer ; Codetta ; Real and Tonal
Strict and
- Fru Fugue.
II. When is the leading tone answered by the third of
the tonic? If the subject skip1 at once ·from tonic to
dominant, or vice versa, what is the form of answer?
III. If th~ subject commences upon the tonic, and
ceeds to the dominant through the second or sixth
scale, what will be the form of answer? If the subject
modulates from tonic to dominant, how will it be an·
swered?
IV. What is redundant entry? What its
V.
the following
an expoan interlude leading to
resition in
entrance of the subject in another key.

MUSICAL FORM.

I. Make a sketch of the large two·part (bin11.ry) form.
II. Make a sketch of the small three part (ternary)
form.

III. What is the resthetic value
or coincidence of final and initial measures?
IV. What is the a;i;ithetic value of other
bimea1mral anJ its derivative rhythms?
V. What is a motive ?
VI. Bracket and number each motive in the following
excerpt (Introduction to Weber's Invitation to the
Dance) ; number duplicate motives
same as those
from which they are derived.
VII. Briefly describe the Overture, Trio, Concerto,
what respects has the
been
by Beethoven and his followers?
Outline the mmal form, key relationship, and character of the Scherzo.
X. Analyze
Sonata
(Beethoven,
brack; (b) Epiets, and
sodes (secondary
(c) Connective or transitional
passages; (d) Motival structu'i-e,
through,
and any other particulars which
would contribute to a thorough
of the eiample sub·
mitted.
ACOUSTICS.
I. Give a brief description of a musical tone,
the phenomena from some selected """''"""v'""'"""
seat of sensation.
II. What is absolute pitch ?
Give an illustration of relative pitch.
IV.
causes the difference in quality between the
_ tone of a violin and that of a clarionet?
V. Why does sound decrease in power as the distance
it travels increa.ses?
VI. Supply the vibrational numbers in the following
tlfiil

chonl

r~'i

VII.

?

VIII. Why is this interva.l

... ..

~:::::~ ~ ".'. "''
IUSTORY.
It .t?.'.'fhOJr1 is the invention of notes
tl,pp,lQXltn~te q~~~·
.

III. Mention the names of some of the principal Ger·
man composers and their works•
IV. Name the composers wh'o were pn:nc·1pa,Uy
mental in developing the Sonata and
V. What are some· of the characteristics
to the classical period ?
positions
VI. What
belonging to the romantic period?
chief
of each period.
VIII. Mention the
works of Beethoven.
employed
in a Symphony Orchestra of Beethoven's time.
X-. In what
do the compositions of Richard
Wagner differ
those of his predecessors T
COUNTERPOINT.
Whose system of
do you employ?
I. What is Syncopation
II. Define Florid or Mixed Counterpoint.
III. What is the so-called lJo:ntr;aptmti:i.l
IV. Name a species of Triad nmmited to use as a foundation~ of measure of -counterpoint.
What. are the principal divisions of a Rondo
the
second form ?
V. Give the time signature and
measures of the
following Dance
A. Polonaise.
Waltz.
C. March.
VII.
first movement of the Sonate
found it.
form as
Analyze the
movement of
accompanying
Sonata, indicating, by means of terms, brackets,
figures ("metrical cipher"), etc.:A. Principal and subordinate themmi, both fo expo·
sition and development.
B. Connective or transitional passages.
C. Organ point.
Keys passed through in the development.
E. Subdivision of themes, motival structure,
such other minor points as would
thorough understanding of
-mitted.
ACOUSTICS.
I. What are the properties of musical tone?
II. Mention some of the best media for the tran~ssion
of sound.
III. Why are some pitches low and some high?
IV. What are
or overtones?
State approximately the number of vibrations per
s'econd of the lowest and highest tones employed
in modern music.
. VIII. To what is the difference between
consonance
and a dissonance due?
HISTORY.
I. Mention some of the contemporaries of Sebastian
Bach.
II. In what class of compO'l:lition did Bach labor chiefly?
III. Mention two of his principal vocal works.
IV. From what is the Sonata form derived, and through
whose works did that form reach its highest logical
development?
V. Why is the Sonata form of greater artistic value than
the Dance form?
VI. When did Beethoven live?
VII. Mention some particulars in which his influence in
the development of music was most powerfully felt.
VIII. Mention some of the great masters of the Oratorio,
and their principal wor.ka..
IX. Say what you know about the chief workers in the
development of th~ Romantic school of composition.
X. Give an approximately chronological list of the ma.s·
ter musical minds from the earliest times to the death
of Beethoven.

TERMINOLOGY.

""'The answers to the questions in this paper will be rated
not only with rep:rd to their -.ooun.cy, but especially
with. regard to their value u d4fi:n.itiom1 from t'IUJ

mm.dpt>im of a t~cker. Be accurate, compreken·
riN, and CQllc'86.
·
na.~tti. ot'jhe niost celebrated Italian I. What'ia a Sc..le t
...........t...... wi~Ji the titlt.• II.~WJi•tisa.IJ~ure? .
,
What 11 ~·:'1itrerence J>etwee.n l a?ld t time?
attributed? Give

m.

V. What is a Motive

YI. What is a Phrase ?
As
general rule, especially on
final tone or
chord, how long
a Pause, or Hold (";') be

X.
a Tie; a Slur.
XI. What is an Interval ?
XII. What is a Key?
XIII.
the scale of D

without signature, in
the Melodic
ascending,
Harmonic form
descending. Write the signature at the end of the
example.
XVI. Give the
words
" Da capo
Fine."
XVII.
Tempo.
XVIII. What is Syncopation
XIX. Mention

XX.

The Demonstrative Examination forCandidates entering for Musical Theory alone, conilisted in the nr•~!'l~:ntJ'I.·
tion of an original composition, requiring not less than
minutes for
performance (see Prospectus, page
addition to a written Examination
following branches : HARMONY.
Whose system of Harmony do you employ?
I. Derive chords of the AugmeRted Sixth from every
triad of the C
' scale, and resolve to
! or% position. Through the interpolation of what chord
may chord of the augmented sixth and fifth be :resolved
a chord of% whose root lies a,..._diatonic half-step below
bass of the fl.rat chord?
Proceed from the chord ofE major to
dominant
seventh chords upon G, F, B flat, and C (employing any
position), but without the use of intermediate harmonies.
III.
augmented triad of the
of B
minor to the har.mony of the fourth degree.
IV. Modulate from G sharp minor, by means of diminished seventh chord not belonging to i~-0de, to the
key of E flat major.
parts, and
. Work out the following bass
Roman numerals. -·

EDITOR OF

ETUDE : -

The different courses of study, or, still worse, no ,
course at all, used by music teachers, causes much disappointment and failure, as hungreds of music students
can testify whose hopes have been blighted and talents
stunted, who have been taught "the only correct method''
by one
to have it pronounced "
wrong" by
the next.
While it is true that no course of study should· be a
stereotyped one, for different pupils require different
treatment, yet a
music course from which can be·
!!elected the
to every case and used
by all is what is needed. Then, and only then, wiU the
method hobby diuppear and musical progress be uninrsal. It hardly seems necessary to
how this
can be brought about when we have two sn<!n .onrar.uziir.~
tions as the American College of Musicians
National Music Teachers' .Association, whose aim it is
to guide and direct our musical progress; nevertheless, I
su1gut that the board of e~aminers of the College of
Mueicians s~ course of study which I be)ieve would
be accepted and ·adopted by ev~ry competent and con.sciEintious teacher.
· '
I would add that
board of examiners
I ~ust th~ this
ofth•ret.den

:

<~,.

EfT-0-DE.
Questions an_iI 1f.nswe11s.
l. What is a Doppio movement?
2. Why are Recitatives and Oratorios so often written
without a signature, and the accompaniment, etc., written
with accidentals, which plainly point to some key remote
from that of C? Then, again, they are written with a
signature. Why not write them all so?
Hope I have not asked too much, and have made my
W. B. J,C
questions plain.
1. By " Doppio " movement is meant a movement
twice as fast as the preceding, i.e., one in which a quarter·
, -note will go just as fast as an eighth-note in the movement previous.
2. I give this up. Sometimes, perhaps, because the
recitative is to modulate from the key of the previous
piece to that of the piece following. In short, I do not
know, and it is more than likely that the composer himself did not know. I have been asked too many times
what I meant by something that I had put in a criticism
the night before, and been obliged to answer that I did
not exactly remember, not to know where an author
is apt to find himself whe~ confronted by an inconsistency which, after all, may have been only thoughtlessness.
1. Please give tempo of Beethoven's Andante Favori
in F. Is the tempo the same throughout, barring the
ritards and accelerandos?
2. Tempi of rpJvements of Beethoven's sonatas. Op.
27, No. 2, and 'Op. 57.
3. Which numbers of Bach's Well-Tempered Clavier
are most frequently played?
4. What is the form of the Allegro in Schumann's
Faschingsschwank a.us Wien?
L.
l. In the Andante referred to the eighths~ about 92
MM ; in the second subject, in B flat, the tempo may be
slightly quicker, an eigth at 100; return to the original
tempo afterward.
2. I do not happen to have the Bulow copies ot
the Beethoven sonatas at hand, and therefore give my
own tempi, which are not essentially different. In the
so-called "Moonlight" sonata, the first movement takes
the quarter note at 66 mm ; in the second movement the
dotted half at 69 mm; and in the finale the half at 69.
In the Sonata Appassionata, the dotted quaJ;.ters in the
first movement go at the rate of 132 mm, which is slowed
up to 126 when the second subject enters the flowing
melody in D flat; at the third subject in A fl.at minor,
the original movement is resumed, and you will find it
very rapid. In the second mo¥ement, the Andante, the
eighth-notes go at the rate of about 96 mm, and in the
finale the quarters go at the rate of about 1'32 mm.
3. The easier pieces in the Clavier are the prelude and
fugue iu C minor, No. 2, that in F major, the one in G
minor, and in B fl.at. The prelude in C sharp minor is
very pretty, as also is the one in B)lat minor. The prelude a.nil fugue most frequently heard in the concert room
is that in C sharp m~jor, No. 3, but the fugue is very
difficult. The prelude in C major, No. 1, is lovely; it
is upon this that Gonnod composed his' famous Ave
Maria.
4. The Allegro in the Schumann piece, Op. 26, is in
a form which might be described as a free rondo form.
It is composed, as an attentive examination will show,
upon the first subj~ct, that is to say, upon the first twentyfour measures. To this it always returns. This subject
occurs five times during the piece. In fact, it would not
be improper to describe. the entire movement as a fantasia, in which this ·occupies the post of honor. The
little intE!rlude in G minor, beginning in the twenty-fifth
measure (as ~rinted, not counting the r'e'peats), cuts no
·figure; its orirce is merely to divert attention-until time
permits introducing the. principal subject once more.
The real second subject is the syncopating melody in
B ~ti!i.t, beginning after the second appearance of the
theme. This leads a~und, again, to a recapifulation of
the theme. Then .th~r~is another interlude in G minor
(mm 86 for a dotted half-note), leading around again to
the principal subject. Then a third subject, the, one in
F sharp major, afterward changing to A flat, etc., this
time only suggesting .t~e:princiP-al subject· by the passage
work marked " Hoechlt lebhaft." Then a fourth aub-

iect, and a vetf'pretty one, the light· movement in C flat,
where the hands-are removed from a high chord to a low
one, and vice versa, continually. This is treated extensively, leading around to the principal subject, and so
to the conclusion and the end. The movement is
approximately a rondo. None of Schumann's forms
are strict, according to the rules supposed to prevail
before his time; bnt they are generally symmetrical,
and they always hold the principal subject in due
honor, thereby distinguishing themselves for unity. At
the same time, Schumann's long pieces are composed of
several short ones, which do not necessarily grow out of
each other.
W. S. B. M.
"Though a recent subscriber to THE ETUDE, I have become greatly interested in your Letters to Teachers.
" Judging by your valuable advice to others, I feel sure
you are just the one who can lend a helping hand to those
in trouble. What would be the best course to pursue in
changing from organ practice to a piano, weak fingers to
contend with, and being obliged to work for the next six
months without assistance 1
"There are great obstacles in the way, yet, with the
ability to read ordinary music, good (organ) execution of
scales, and great determination and perseverance, I am
sure something can be accomplished. Please answer
through THE ETUDE. Also direction for. playing single
repeating notes in 'La Tremolo·-Rosselen. There are
such long series of them that I am in doubt where to depress and elevate the wrist, in slow practice, to obtain
the best mechanical results. How should octave-repeat·
C. S.
ing notes be played?"
I would advise you to get Mason's Technics and prac·
tice the two-finger exercises as well as you can make
them out, and the arpeggios with accents. These you
will be able to do well without assistance, if you use your
good sense. Also scales with accents. These exercises
will help you to correct the monotonous touch acquired
upon the organ, more rapidly than any other exercises I
know of. In connection with them play Loeschhorn
Studies, Opus 66, Book 1st, and my Studies in Phrasing.
You had better memorize the first six of the Loeschhorn
Studies and as many of the Studies in the Phrasing as you
have the heart for. I have, no doubt that if you practice
irt this way, your teacher will tell you, when you come to
take lessons on the piano, that you have got a good start.
'f OU will have another test, which you can apply for yourself; it is, whether other people like to hear you play.
If they do, it is sure that t.here is something more nearly
right than wrong a.bout your work.
2. The tremolo notes in Rosellen's Tremolo study are
played with the points of the fingers, drawing in from
the second joint toward the palm of the hand. There
is little or no wrist motion, only this motion of the. ends
of fingers. Every finger point passes off the front end
ef the key, and the key is ready for the next fin~er. The
wrist may be elevated and depressed alternately for six
notes at a time. Octave-repeating notes are played from
M.
the wrist.
''Would you advise me to get a technicon to take to
the beach this summer for my little daughter to practice
upon while she is away from the piano, in order keep
her fingers from losing flexibility?"
I would not advise it, although a technicon would be
of great use all the rest of the year. A growing girl
needs rest just as surely as any other of God's creatures,
and while she is a.t the beach it would be a good time for
her to take it. Let her forget tJ:µi.t she ever saw a piano
or a book of any kind. Let J.ie;'~ssociate with the clams
and other quiet denizens at the seaside, and .imbibe from
them a measure of their repose, and, as Hegel calls it,
"pure contemplation." So will she return home glad
to get back to books, and gluddest of all to get back to
the piano and the music, of which, after all, the pianoM.·
forte is merely a humble instrument.
"Will you not in Tm: ETUDE tell me how the bar in
fourfold time is counted- I
~
111\ I? Why are
the eighth notes placed first and h1.11t in the bar?''

J' J J'

l

2 8 4 5 6 7 8

Or 1 & 2 & 8 & 4 & 1
The eighth notes are placed as they are in ·order to
represent a certain rhythmic effect which could not be
represented in any other way. The first note occupies
half a unit of time; the second comes in at half-past one
and goes on to half-past two, the third to half-past three,
the fourth to half-past four, when the last .eighth note
comes in and.finishes the measure. The counting is a.11
represented in the notes under the example. ·
M.

"I am told that Mr.. Lavallee, ex-Presid.ent of the
National Association of Music Teachers, has sent to the
Chicago chorus master an English work for ~reparation·
for next July. Had he any right to do th1s?"-SunSCRIBER.

This is a matter not strictly belonging to Tm11 ETUDlil 1
but as the field of journalism wou.ld be unpleasantly narrowed by confining itlo matters within the strict letter of
its province, Tm: ETUDE will not hesitate to say that, if
the fact be as stated, President Lavallee must have exceeded his prerogatives.
The money is raised for producing American· works
worth producing. It is well known that in many other
parts of the world there are plenty of works better worth
producing than the average American work, but the charter of the annual meeting of the National Association of
Music Teachers calls for American works. All others.
therefore, are out of place, except as they form part of
the repertory of visiting artists.
QuEs.-Will you recommend a number of brilliant
pieces for_public performance?
ANs.-The following are some of the best: Persischer
Marsch (Strauss), Op. 289, by Gruenfeld ; Valse Arabesque ( Waldteufel), Streletzki; Gavotte No. 5, from
Suite1 Pr. 0. Klein; Valse Caprice (D), Op. 4, Tschaikowski; Air de Ballet, Moszkowski, Op. 36, No. 5;
Saint-Sii.ens, Danae Macabre (Ritter)*, Menuet et Valse,
Op. 56, Etude en Forme de Valse, ep. 52, No. 6; Ungrischer, from Tanz-Salon, Polonaise, Op. 106, J. Raff;
Fantasie Impromptu, Fantasie, Op. 49, Chopin; Rhap·
sodie Hongroise (facilite), No. 6, Fantasie over Bunga·
rian Melodies, Rha~sodie No. 8, Capriccio (facilite),
Liszt; A la Marcia, A la Cosacia, Ferd. Hiller; Rondoletto III, Op. 53, Scherzo frorp Sonata in m., Op. 135,
Rheinberger; 'Op. 36, Toccato de Concert, Chanson
·
Hongroise, A. Dupont.
QuEs.-Will the ETUDE name the contrast with Kamenoi Ostrow of Rubinstein and Schubert's Impromptu?
N.G.
ANs.-A decided contrast to Rubinstein's Kamenoi
Ostrow would be his brilliant " Cracovienne," or 11 Polonaise" or " Valse," both from Le Bal, or hii1 Va.lse
Ca.price in EP, or II Etude Op. 23.*
A decided contrast to Schubert's Impromptu (I suppose the favorite No. 3, Op. 142, is meant) would be his
Military March, arr. as solo by Tausig, or Schubert's
"Erl-King," by St. Heller. Chevalier Fantastique (B.
Godard), Le Tournoi (Schulhoff), Over the Steppe (L.
Schytte), are three brilliant pieces which require the
same kind of touch and unfailingly please any audience,
musically educated or not. Then the pupil might. now,
aft.er Schubert, take up Schumann, for instance, *Op. 26 1
Carnival Pra~ in Vienna, or a Novelette like Op. 21,
No. 5, Op. 21, 'lto. 7, or something in classical form like
Suite Op. 1, by Eugen d' Albert; or Gavotte* Sarabande,
Courante, Op. 115, Hiller ; or I. Moderne Suite, Op. 10,
by Ma'"Dowell.
QuEs.-Please answer in May ETUDE : 1. About what grade are the Eschmann Studies, Op.
22? Are they more or less difficult than Heller's Op.
47? Are they more progressive, and does minor alternate with relative major? .
2. What is the so-called " Contrapuntal Cadence? '
8. In Liszt's Rigoletto, are the cadenzas to be played
ad libitum, or should they correspond in tempo with
what precedes? Are they written properly in 16th or
32<l notes?
,
4. How are irregular runs accented in such pieces as
Wollenhaupt's Whispering Winds? For instance, the
first run of 12 notes to one might be divided into two
6's or three 4's; but further on, where there are 9 or 11
to 1, it seems smoother h» divide into three groups. Also
in the run of 17 to 1, what would be the best way of
dividing? Is there any rule, or does each player choose
for himself? And why are these runs printed in 8th
notes?
ANs.-1. Eschmann Studies, Op. 22, are 24-character
etudes in all the major and minor keys. They come in
three books. They are very much more difficult than
Heller's Op. 47. They could be taken with Cramer's
studies. They are studi~ i11 interpretation. The keys
do not follow each other in any regular order.
2. In the so-called contrapuntal cadence, a major
sixth precedes the octave or its inversion ; a minor third.
precedes the prime.
-~--8. All cadenzas are played ad libitum. In this case
they should begin with about the tempo of what preced~s
them, and increase to the limit of one's technic. The
kind of notes is immaterial.
4. 'There can be no rule given that wiff cover all
cases. A good deal depends on what is in the accompaniment. SOlil~times the greater number of notes
<'Omes last, so as to accelerate to a climax. Now and
tht-n, the reverse is required. A run of 12 notes &.J!linst
1 might be divided into 2 sixes or 8 fours accordmgt~
the rhythm of the accompaniment; f time is. 8 tw.os;
f time. is 2 threes. The kind of notes in the run is of
no consequence.
Those marked with• are e11peclally dlfticolt. •

TH work of the coming meeting at Chicago, July s,
4, 5, 6, is progressing in a satisfactory manner. The
officers have been earnestly striving to prepare a pro·
gramme wort.by of the occasion. The dimensions of
these meetings are expanding from year to
This
year great adva~ceoient is made in
Thomas
and his orchestra.. The Festival feature will
brought
out prominently at Chicago. This is well enough as long
as it is done to encourage native talent, but to turn the
Association into a concert company would be to
the object for which the Association was orJzarnz4~<1.
The works by American composen1 in active rehearsal
are: A composition for male voices nd orchestra by a
F. Grant Gleason, Ode to Gen.
S. G. Pratt, also
a composition to C. C. Converse.
hope to
programme to our readers in
with other information
rates, hotel facilities, etc. Thol'le desiring mtorimatwn
may address the following persons: Max Leckner, President,
Ind. i H. S. Perkins, 16.2 State
Street, Chicago,
and Treasurer i F. Ziegfeld,
Ill., Chairman of
Chicago College of Music,
Executive Committee. Every
is being made for a
grand meeting. The College of Mm1ic
hold it11
meeting at the same time, and will no doubt attract
large number there for the purpose of
for
various
of the
The M.
A. is
which every music
teacher should be identified. Its aims, if rightly carried
out, are not dissimilar to those of the labor organization
are to the laborer. It can be made an
which
shall
the
and
members from
either on the side of the public
or
its own rank!!. The Association is educational;
the members gather from all parts of the country .to hear
subjects discussed which relate to the
work of
the teacher. The annual dues are $2.00,
entitles
a teacher to membership and all its privilges. It
that this meeting will show a positive step
every direction over all past meetings.

IS WRITTEN ABOUT -HOWE'S
INSTRUOTOR,

THE NEW
Tn11:

keyboard has been fully explained in the
- - issue
1887, at which time a wood-cut was given
representing the keys. Since that time the invention
has been gaining ground in Germany, where they are
exceeding slow to countenance innovations. We know o
a prominent pianist in this city who goes abroad this summer to take lessons from Herr Von Janko himself. The
mere fact that the instrument is taught'fegularly in an institution bearing the reputation the :Scharwenka Conservatory does in Berlin, establishes it as something worthy.
The following, received from an American now studying
in Berlin, may be of interest:A few days ago Paul von Janko gave a short lecture
-·oohis new piano-forte. He stated some of the opinions
pa.ssed on it; though; it sufficient to ~ention that about
150 instruments had been manufactured and found introduction in nearJI all countries of Europe, also in the
United Statem, Uruguay and British'· India. The most
interesting part. were the practical demonstrations by Miss
Gisela Gulyas. Thia lady, about 18 yean old, a good
pianist, played the 8th Rhapsody of Liszt on a Duyden Concert Grand, to show that a player need not lose his practice on the ordinary piano by playin~ that of Mr. Janko.
Then she oo.t down at the new pia.no, also manufactured b;(M:r. Duyren, pl9ed Beethoven's Last Sonata,
song without words of Tachaikowsky, and a Tarantella
Moukowsky. She ha.s become a virtuoso on the
new ke:yboard in 9 months. It seemed ea.sy, to aee her
play. The hand, never 11tretched far, moved very gracefully. One can reach from the middle C to the two· .
·
lined G.
ko and Miss Gulyas i.lso p1a.yed a duet, to show
Mr.
that
in11trument wu well adap~-for duet playing.
Next week Mr. Kr.ebs .friend and pupil of Mr. Janko,
wiUorpnizeacla1115inHaver&ha
.. rwenh 1 11Consen'atory.
!.- number of students will devote their study to. the' new
piano, as good players only need from four to five months
to heco.me proficient perfonners on the ~ew keyboard.
The next five J:ears will •how how fut the work: will
make })?Ogress; f()i,- of all attempts made to facilitate piano
P.. layin.'--.~. his is. lil'Q.•.1···.e.ly the best, and will 4ave a future, if

From Philadelphia:- - - Pmu.DELPHIA, March 10th, 1888.
As far as examined," Howe's Piano-forte Instructor"
seems admirably adapted for beginners, being clear and
progressive. The four-hand exercises (in which the pupil
sometimes' plays bass and sometimes treble) are a strong a
feature of the book.
FREJ>. MAXSON,
Your'' Op. 15" I find, indeed, very substantial in all
its parts, and can clearly see three main points in it•' experience,'' " reasoning'' and " carefulness.''

From Pennsylvania:·
.A.-I am sure that there will be a steady demand for it.
B.-This is the best and most popular work that you
hav:e had published.

From lndiana :.A._..:..I think you will be well repaid for the work .you
spent on it.
B.-I shall use it in prefer~mce to others; shall
for them as I nQed 7 and will do all I can to introduce
that it may become popular.
0.-The s@lections a.re
tuneful, and are sure to
intere111t the student and alsa
teacher.
D.-My students become very much interested, especia.By in the duetts.
From Kansas:-

Allow me to express my appreciation of the work. It
seems to me to be much better adapted .to beginning
pupils in some respects than other books Inave used.
In one respect particularly I think your hook.Jrill make
the teacher's work less arduous.
I think the theory of the scales is more fully explained
than is usual in instruction books. ·
You compel the pupil to pay some attention to phras·
ing, whic"h will undoubtedly help to cultivate a taste for
something better than the tum, tum, tum oo.ck·waltz style
of music traah.
The leuone are not so plain u to be tiresome, and I
like them abort.. The little .ironatines and pieces are both
melodious ~nd in8tructive.
·
l
.
·
.
·
.
.
b.·e···li·
. .··e·v···.·.·.··.··.th.e ·boo.k will win for you the merit wh.ich
any.:--Jo~llf.anJU.N•·
. 1ot:a due~e,and lwill take pleuure in recommending
• it i) our~hers, and in. helping; to introduce it for you.
F.ao11 tile bottom of my heart do I det.eat that one" ·
..... ~ :~
.. .
.
.
,
1i4.dn
. .. .·. ..
'!11 who think .that the!F' · ·
..
. umay w:ell be proud of' such a work aa y()ul'
i•tllt· . J .· ...•..n,d•.tbat e•~other 1,• I~~· .·At the int opportunity I shall iniroduoe it
So1101nftl'r.

·

.i~,·~ ~
"",;

·

·

a year.
tory, giving in a
ume of the u.me
of musical history as
tures on musical history at
and as contained in the large
Brendel, Ambros, and otben.
This second volume of Mr. Ma.thews' work appeals to
literar;r readers as well as the purely musical. For the
latter it furnishes the most convenient summaries available upon the subjects or which it tree.ts, handling them
with a ~th and insight not usual in musical writing.
For the general reader these same qualities will prove
equally acceptable.
··

(G.

SOHIRMER, JR.)

PUBLISHER8 AND IIPORTERS,
28 West Street,

Boston,

We will !!lend our Catalogue of Music (the finest published in this country), free, to any Teacher.
ACCOUNTS OPENED ON

TERMS.

All

fill.ED THE DAY RECEIVEDll!

Organists who wish to
themselves informed of
new Publications, French,
English or
can, for their instruments, can have this done, free
charge, by sending us their names.
Net, PostJ;rnJd.

The ftn1t two of which-

THEO. PRESSER,

Fantuie on Themes from
Price, $1.76,

PUBLISHER,

.. Pilgrim11' Choru11," from "Tannhauser,"
Price 1 60
Are

whole series

1704 Chestnut Street.

• WAGNER

wm be sent
FOR PIANO STUDENTS.
grea.t practical value and real benefit to the Piano

PBICE, 11.150.
Emslly llnder11t1>od. Interesting. Thorough. Adapted for a thori COUl'H
or foriuuxtended porlod of stmly. · A great

of

time to teachert. A real help to

the ma.in difficulty of pursuing a
progressive course in your teaching is
to
want of facilities constantly enjoyed in our reat
metropolis, I have decided to devote a portion o my
time to letters of instruction in The Art of Teaching
as used bj" me with great success for over thirty years.
I shall be happy to send a foll descriptive circular upon
request.

HGINI TU?H, KWSic:Doc.,
1429 Park Avenue, New York City.

terms, a very dS:
W E have on ha.nd 11.nd for sale, on reMOnable
including
i STOP-CYLIBDER STEAi LITHOGRAPH PRESS
111irable LITHOGRAPHIC PLANT,

To
To
To
To
To

111trongthon tho :ftngora.
improve the touch.
on111ure flexibility and ra.pidity.
give correct poaition of tho hand.
1110.vo time and a. vut amount of labor.

Thill work iii being received with groo.t favor, 11.nd !JI
duood In !16Veral of the llei!t oonservatorilll'! In thill country.
form it bu had 11. large sale, and now that it ls completed,
to talte a leading place 11mong works on Harmony.
Simple explanat!ona, short eentencoo and plain lll.llgllage throughout
are featul'll$ which will commend theJMO!Vllll to teachen1 and studemcIt will lea.d students not only to a theoretical ~~ with Harmony, but aloo to become able to d!stinguillh intervals, chonili, ~
11!om and treatment& by 6ar as readily u with the eye.
·
By llle!l.llll of an ~le variety of exerol!Hll the intere11t of the
ooul'llt i3 well 11W1talued•. It will not be found dry by any Cllnful eta:T!~ n!!~t:!i!~eaei::=ri!(o;!~ded]J' novel in a text.book of this
The book will be round interootlug and helpful In every way to the
teacher ud the pupil; It ill allllO rich in 1Jngge41tfon11 for general bnprovement and in reviews. · In advanced 11tudy it will be found invaluable.
_

PRtoe:; SS.60, .l,'I ET.
The' convicti~f itla excellence wilt strengthen 1111.a it la
UnqlWUl.oo endomment of lea.ding arti41ta and teachers, among wbom UHdi !i!-lld it illl 11111111.fl l to predict that this Will prove the moat
M"O s. B. M1Lr.11J.. Da. Loua :H .u.-, MAl>Alltll Rlv•Kuwe, W. H. 811.q.. popu ar work on Harmony yet pubU11hed.
with" Patent Taldng-otf Apparatllll" and "Wetting Fountain," aent WOOD, Ro11s11.T l.iOL1>111soa:, OAJ&LYLlll Plll'l'llllllllLTU., etc •• etc.
Add,.,.
.
'"'
Bend for circular giving detaUoo information. .
aa a Sample Pr1111111, extra ftnillllloo, with all the·lateet improvement!I;
Addreee THEODORE PBEUEB..
akea atone 24 by 32. Thoee in need of above will do well tO call and
examine befm-e purchasing.
1

PRINGESS SNOWFLAKE,
Beyond
A NEW OOMIO OPERA IN THREE AOTS,

A

WITH ORIGINAL WOIU>S AND MUSIC,

Cmin»llete Libretto can be furnished on ap1p.mlatJLon

Publimhed

correct,
in construction and

very
can not

R

E
For Sale

the

A SPlEl\llD GAME FOR. EVERY HOME.
Thhl pme ooDllWI! of card!!, on which the different notc!I and fil!IU!
&re printed, one on every oa.rd. After a number are dll!ltrlbuted among
the playen, the card& are pl&yed in suooe11sion and added together M
they 11.1.·e played until the value of 11. whole note Ill re11.ehed, when it
001!.nts one for the penon who played the lMt card 11.nd completed the
whole note. Thia gives a general idea only. Full dlrootion11, with
rules for a number of different pme11, tll.bloo llhowlng the notoll, reatll,

k.et~<>11.t;l~~:::~~e t~m;ia.no; Orga.n,~Vrolln, or any

other instrument; th<>llll who Iring; thOllll who wiah to rerul. mutric futer; ha fa.ct, 11.ll
who 11.re intefilllted in mumc, need thia charming game.
It teaches the value of notes 11.nd rellt&.
The names of tile notell.
The various k~ which music Ill written,
·: The dllferent Jdn• of ~me.
Pni.etice in mual.oll.l fn.otlon11.

ro:i:1r:::liet;l..e;r:,i:n~~=~g game.
It¥"1'6ad~y

l611.11led, el'en by children.

Tl.di devoted to playing thia game ill not wuted, M in m011t gamea.
A splendid game for evening p&rtloo.

A new departure-entirely unlike any other game.
m?.d:!:
::.=:.~mr children tho ·rudiment. of music, even if ~ot
lnterellting to old and Y<>l!ng, ~gl.nnera and advanced alike.
ThOllG intending to stuiiy mUlllc will Jl.nd. it to their advantage to play
this game a. while before beginnhig l6111111(;>llll

PRIOl!i' ,0 0ENT8.

The book oontains everything for keeping Accounts
of Music Teachers; Index; Daily. Programme, a pace ·
for ~chpupil; Cash Aooou.nt, Bills, Re~lpta, etc., etc. l-14mlll~l.H

Addl'('IU pub&ller,

Pa..

·

fl:HBO.PB~~BB~
t'JM ~ ~ M.11a1pW., ti.,

Puttl..her.:<

88

not satisfied with singing "
it happens, 71 but
pains, by classes and rehearsals, to
singers for solos and choruses, for
val singing. ·For such schools DITSON
best music by
best composers.

