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New Publications

SIX POEMS AFTER HEINE

By EDW. MACDOWELL

FOR THE PIANOFORTE
Op. 31 Price, $1.00

This is one of the great American composer’s most
celebrated works, having among its numbers the well-
known ‘‘Scottish Tone Picture” and “A Memory."
Each of the six pieces has for its motto one of Heine’s
poems, of which the music written in Mr. MacDowell’s
most characteristic vein is aptly illustrative. The
pieces are of medium length and are graded from
moderately difficult to difficult. All are characterized
by poetic grace and originality of conception, and will
amply repay careful study.

In addition to the two mentioned above the re-
maining numbers are ‘'By the Fisherman’'s Hut,"”
“Love in a Post-chaise,” ‘‘The Shepherd Boyis a
King’’ and “Elegy.” ¥

Qur edition is a handsome one, specially prepared
and carefully revised.

Robert Schumann

SELECTED WORKS
for the PIANOFORTE

Price, 75 Cents

This is a volume of miscellaneous pieces selected
from all the well-known opus numbers and containing
practically all the popular pieces by this master. It
is rather more comprehensive than any Schumann
Album as yet offered, containing not the very easiest
nor the most difficult, but the pieces by this master
which are best liked and most generally played. It is
such a volume asthe progressive student will be proud
and happy to possess; an addition of value to any
musical library,

Well-known Fables Set to Music
VOCAL or INSTRUMENTAL

Verses by Jessica Moore
Music by Geo. L. Spaulding

Price, 50 Cents

Mr Spaulding’s work is too well known to call for
extended comment. But this particular volume is
unique of its kind. It consists of sixteen little pieces
which may be played or sung, each piece taking its
title from one of ZAsop’s Fables, each fable havin
been versifiedand set to an appropriate and origina
melody. The pieces all lie in the first or early second
grade, and display the same freshness of melody and
attractive musical qualities as are to be found in the
composer’s well-known ‘* Tunes and Rhymes for the
Playroom,” and other works. This volume is gotten
up in handsome form, very clearly engraved and uni-
form in general make-up with the other popular vol-
umes by this writer.

THE COMPREHENSIVE SCALE
AND ARPEGGIO MANUAL

Walter Macfarren
Price, $1.50

This is the most complete work of the kind ever
published, meeting all requirem_eut& All the scales,
major and minor,are written out in full,and in all their
various forms, with proper fingering. In add;txon to
the usual four-octave forms, the scales are given in
thirds, sixths, tenths, double thirds, double sixths;
chords of the sixth and double octaves, allin similar
and contrary motion; also the various forms of the
minor scale and all fingerings for the chromatic scale.
The arpeggios of all common chords are given, to-
gether with those of the dominant and diminished
seventh chords in various forms. The work is hand-
somely engraved on extra large size plates, nothing
being abbreviated. Many teachers and students prefer
a substantial volume of this sort which may be used
indefinitely.

New Songs Without Words

FOR THE PIANOFORTE
Preparatory to those of Mendelssohn
RICHARD FERBER
Price, 75 Cents

This volume is of rare educational importance, con-
sisting of a beautiful set of modern lyrics (fifteen in
number) for the pianoforte, which, in ad_dltlon to being
unusually interesting and attractive in themselves,
may be used as a preparation for the ““Songs Witheut
Words” of Mendelssohn and for other classical works
of similar grade and scope. These pieces are all of the
earlier grades, easier than those of Mendelssohn.
They are all melodious, expressive and harmonious,
well contrasted in rhythm and musical content. The
use of pieces of this character with pupils of inter-
mediate grade tends to develop taste and musical per-
ception. This set should prove a welcome addition to
the teaching repertoire.

Songs for Children

Price, 75 Cents

Our endeavor in making up this volume has been
to produce an all-round work useful for all purposes to
which children’s songs may be put, and with this end
in view we have covered a wide range in selection.
using the very best songs we have for children, none of
these songs ever having appeared in any other col-
lection. A number of the songs were specially com-
posed or arranged for this work. All the action songs
have complete directions for performance. There are
songs for boys, for girls, for young children, for larger
children. The text throughout is bright and interest-
ing, the music melodious and sparkling. The piano
accompaniments are all easy and effective.

Chopin Album

Selected Works
Edited by I. PHILIPP
Price, $1.00

The Chopin Album is possibly the most popular of
all music books of a high grade for the piano. It
contains the very best pieces of this gifted composer,
the same work found in corresponding albums in the
various standard editions, including the favorite
waltzes, polonaises, mazurkas, nocturnes, ballades,
etudes, etc. There is scarcely a pupil of any advance-
ment who does not need this album.

M. Philipp, in addition to being one of the greatest
living teachers, is a most accomplished editor. His
work is practical and up-to-date, and our editicn is as
good as it is possible for us to make it.

Musical Poems For The Children

Original Melodies for the Pianoforte With
Appropriate Text

OCTAVIA HUDSON

Price, 50 cents

This collection of short pieces is intended more par-
ticularly to develop the sense of rhythm and inculcate
style and expression in playing. The pieces have an
added interest in that they are accompanied by texts
which in most cases may be sung with music. This
work, the author of which is a teacher and writer of
many years’ experience in elementary work with
children, may be used either in private or class in-
struction or in kindergarten wor{'. It will prove of
great value to teachers working in the early grades.
The last page will contain a short explanation of all
the musical terms used throughout the book.
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FOR SALE AT LOW ADVANCE PRICES. SEND FOR BULLETIN.

JUVENILE ABLBUM FOR PIANO. Carl
Reinecke.

VELOCITY STUDIES. Geza Horvath.

CZERNY, C. Op. 599. First Instructor for
Piano.

SONATA ALBUM, Vol I
Haydn, Mozart, Beethoven.

Sonatas by

MARCH ALBUM FOR FOUR HANDS.
STANDARD COMPOSITIONS FOR
PIANO. Vol. IV. Fourth grade,

24 PROGRESSIVE STUDIES FOR THE
PIPE ORGAN. Geo. E. Whiting.

VIOLIN METHOD. Geo. Lehmann.

THEODOR

1712 Chestnut Street

PRESSER

Philadelphia, Pa.

Harry C.
Hammond

Tenor

Oratorio
Concert
Recital

Enox Conservatory
Galesburg, IIL.

Crane Normal Institute of Music

Trainirg school for supervisors of music. Voice cu.lmre,
sight-reading, ear-training, harmony, form, music history
chorus-conducting methods, practice teaching. Graduates
hold important positions in colleges, city and normal schools.

POTSDAM, N. Y.

HUGH A. CLARKE, Mus. Doc.
LESSONS BY MAIL

In Harmony, Counterpoint and Composition

The Sherwood, - Philadelphia, Pa.

PIANO TUNING
REGULATING and REPAIRING

A Complete Course of Self-instruction
for the Professional or Amateur
By J. Cree Fischer

PRICE $1.75

A work of great practical value. Arranged systematic-
ally in lessons gand thoroughly illustrated, making a book
that can be used for self-instruction, correspondence
courses or text book in schools and conservatories. A
valuable lesson is that on the tuning, regulating and repair-
ing of reed organs. We think a work of this kind will
appeal to teachers and musicians who live in the smaller
towns and rural districts rarely visited by professiona 1
tuners, and then not oftener than once a year. It will also
be a valuable work for a young man or woman who wlsl;es'
to add to the income from teaching by keeping pupils
pianos in order.

THEO. PRESSER, Philadelphia, Pa.

Music Typograpby in all its Branches

& Dudley T, Limerick:i

3V
¢/

No. 10 South Bicks Street, Philadelphia
( Market above Fifteenth )

NCORPORATED 1900
15 THE PENNSYLVANIA

COLLEGE or MUSIC

DEGREES OF MUSIC CONFERRED
1511 GIRARD AVE.

K. H. CHANDLER, Prest

Central School § SME-2XYILLE: - IND.
. et 5 Now strictly a Corre-
of Piano Tuning % s

spondence School

Hns attuined the highest success of nuy schoool teaching by mail—99
per eent. of stidents hecome eXpert professionsl tuuers. Eighth year.
Graduntes everywhere. Hundreds of
testimouinls. No “grafts’’ or worth-
less ““ aids’* but thorough and practical
iustruction with competent personsl su-
pervisiou, guarauteeing success toany-
ouehaving nnmusical ear, without which,
ofcourse, uo one can succeed in piano
tuniug.

To the NEW SYSTEM OF
TEMPERMENT

copyrighted and taught only by us, we
attribute our unaminous success. By
no menus neglect getting our free pros-
pectus if interested iu acquiring the
best profession of the day.

J. PISCHKI, PRINCIFAL

Please mention THE ETUDE when addressing our advertisers.

STRICH & ZEIDLE

Manufacturers of Artistic Grand and Upright Pianos.

PIANO

are noted for Purity, Power, and Resonance of Tone; Respon-
siveness of Touch, Unsurpassed Construction, Workmanship,
and Excellence; and New Artistic Designs of Cases.

132d Street and Alexander Avenue, NEW YORK
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A MONTHLY JOURNAL FOR THE MUSICIAN, THE
MUSIC STUDENT, AND ALL MUSIC LOVERS.

Subscription, $1.50 per year. Single Copies, 15 Cents.
Canadian Postuge, 25 cents, Foreign Postage,72 cents.

Liberal premiums and cash deductions are allowed for ob-

taining subscriptions.

Remittances should be made by post-office or express

money orders, bank check or draft, or registered
letter. United States postage stamps are always
received for cash. Money sent in letters is dan-
ger;)usl, and we are not responsible for its safe
arrival.

DISCONTINUANCE.—If you wish the journal

continued an explicit notice must be sent us
within four months after the paid up sub-
scription expires, Explicit directions will be
sent at the time of expiration,

RENEWAL.—No receipt is sent for remewals. On

the wrapper of the next issue sent you will
be printed the date to which your subscrip-
tion is paid up, which serves as a receipt for
our subseription.

¥
MANUSCRIPTS.—AIl manuscripts intended for émbllgzclaé

tion should be addressed to THE ETUD
Chestnut Street, and should be written on one side
of the sheet only. Contributions on topics con-
nected with music-teaching and musie-study are
:ollclged. Those that are not available will be re-
urned.

ADVERTISING RATES will be sent on application.

Forms close on 10th of each month for the sue-
ceeding month’s issue.

THEODORE PRESSER,
1712 Chestnut St., Philadelphia, Pa.
Entered at Philadelphia P. O. as Second-class Matter.

N

= 2)5)5)=)S

)=

)=)>)

=)

/=,

e

TR

==

NN
=)

CONTENTS
“THE ETUDE?” - May, 1908
Student Days in Weimar \\"ipll Liszt,

V. H. Sherwood 285
Extending the Compass of a Hand Without

L B P T R B TR I. Philipp 287
Thelr - Tayorite . Plecel. . <o oo teudigius vy 288

Warren M. Hawkins 289
European Musical Topics...... Arthur Elson 290
Difficulties of Teachers in Small Towns,
Ethyl Proctor 290
Reflections by the Way....Fanny E. Thomas 291
Suggestions for a More Aecurate Nomen-
CHEEHEE., 3% oy ivs ais aninne « d biod o W. B. Kinnear 291
The Practice Problem,...... Perlee V. Jervis 292
Leopold Godowsky on Natural Technie,
W. P 292
Retaining the Loyalty of Old Pupils,
Helena McGuire 293
The Rise of the Virtuoso...... D. C. Parker 293
Letters from our Readers................ 204
Stimulating the Pupil's Ambition, II,
Mme. A. Pupin 294
The Recital Programme. .J. Shipley Watson 295
Writing Musical Experiences....M. W. Ross 295
Centering the Attention...J. Francis Cooke 296
The Necessity for Credentials..H. D. Wilkins 297
Sources of Musical Inspiration..D. €. Parker 298
Some Essentials of Pianoforte Tone Pro-
duetion ol S50 SRR A s e B Ernest Lees 298,
A Good Way to Teach Odd Rhythms,
Carol Sherman 298
Mothers as Assistant Teachers....C. Cady 299
Why Practice is so Essential,
Frederick B. Emery 300
The Teachers’ Round Table.....N. J. Corey 301

07 11407 ¢ 0 SR edl e T e e S Ul L T 302
Vocal Department. ....John Dennis Mehan 327
Organ andsCholr, 500 . Lons E. E. Truette- 330
Violin Department........... Robert Braine 332
CHIYeR . Pape. Sk iion . manh el sl S ol 334
Ideas for Music Club Workers............ 336
The Indolent Pupil..........] Marie H. Jones 337
Teaching the Minor Scales....Mme. A. Pupin 337
PADHEROEN, - INOTCR ox-v s ae < 9 S o 2 b s ol s 338
TERtitnonInle S adas i I T e BN IR Ve 339
Recital Programmues: ... ... tu. . evvieeass 340
Questions and AnSwers................. arov @Y
New FUbHCSHOBS 55 v phdag ol Cenind 341
Staccato an@ LegRtos . o 7o s onvs s b s BT 342
Keyboard Talk............ C. W. Fullwood 343
The--World ofi MEBICT Fewasfs's o as-d0s o aidsiee 344
Jumping at Conclusions. . .........c...00... 345

The Country Teacher in the City,
Daniel Bloomfield 346
Explanatory Notes on our Music Pages.... 347

MUSIC.

Valse Romantique.............. 8. Raurich 303
Concert Polonaise (4 hands)..H. Engelmann 306
Spanish Dance, No. 2, Violin and Piano,

M. Moszkowski 310

RORE = ORI TR L Lo e waie e o b aYe P. Lawson
Impromptu, Op. 90, No. 4...... F. Schubert
Shepherdesses and Yodler...... L. Schytte
Melody at Twilight........ F. P. Atherton
March of the Midgets........ C. W. Kern
Priends -Again’ . 0ol I rmu ol F. Voigt
Falry Footsteps...s.dviieis.s F. E. Farrer
Processional March,.......... Henry Parker
The Waltz Proposal..........-. W. Pulitzer
My Lov'd One, Rest............. P. D. Bird

p=)>

\ =
\
\

THE ETUDE

T0 OUR READERS

SILVER THIMBLE AS A PREMIUM.
Tuis is one of the most useful
premiums we have ever offered.
Every one of our readers has
need for a thimble for them-
selves, a relative or a friend; a
second thimble as a subsitute

ST e >
e T for one mislaid is quite a con-

vience.
The thimble which we offer is made of

sterling silver. It is quite heavy and beauti-
fully chased. We can furnish any size de-
sired, “seven” or . ‘“eight” sizes are those
usually worn.

This thimble will be delivered postpaid to
any address together with a year’s subscrip-
tion to Teg Etupe for only $1.75, or we will
send it as a premium for only one new vearly
subscription, not your own, at full price; the
thimble can be sent to any address.

Add 25c. postage for each Canadian sub-
scripfion,

Be sure to mention the size of thimble de-
sired. More expensive thimbles of solid gold
can be furnished for a proportionately small
number of subscriptions.

SILK UMBRELLA FOR FOUR SUB-
SCRIPTIONS.

EvErRYBODY has use for an umbrella. Those
of our readers who do not need one for them-
selves will find that the umbrella we offer
will make a splendid gift.

This umbrella is made by one of the largest
manufacturers in the country. We have used
it for many years as a premium and it has
never given the slightest dissatisfaction in any
instance.

The umbrella is made of silk with steel
frame. The handle is an artistic piece of wood,
either curved or straight. It may be had in
two sizes, 26-inch for ladies and 28-inch for
gentlemen.

We will send one of these umbrellas for
only four yearly subscriptions to Tur ETUubE
at full price, express charges to be paid by
the consignee.

In ordering be sure to mention size and
style of handle desired.

Add 25¢. postage for each Canadian subscrip-
tion.

We can also furnish more expensive um-
brellas and parasols, if desired, for which
special arrangements can be made.

THE ROSE OFFER.

THE number of orders which we have re-
ceived from the offer made last month of
Five Rose Bushes and a year’s subscription
to Teg Ertvpe for $1.65 (Canadian subscrip-
tions $1.00) has already exceeded our expecta-
tions. :

We would advise those of our readers who
have not taken advantage of this offer to
do so now before the planting season is over,
Full particulars will be sent to those who
failed to read the offer in the April number.

CHANGES OF ADDRESS.

As we are endeavoring to deliver Tug ETupE
to our subscribers earlier in the month than
heretofore it will be necessary in the future
to receive all changes of address before the
10th of each month to insure delivery of the
succeeding month’s issue to the new address.

In sending a change of address be careful
to write very plainly porH the old as well as
the new address. Many misunderstandings
arise through the failure of our subscribers to

AGENTS WANTED.

WE want a representative in every locality
to solicit subscriptions for Tue Etupe. Large
commissions are offered. Particulars upon re-
quest.

BRI E1EcK B akaa815a88e

THE EDITOR'S COLUMN

PRIZE ESSAY CONTEST.

THE Prize Essay contest announced in pre-
vious issues of THE Erupe has closed, and a
staff of readers is now engaged in the dif-
ficult task of appraising the merit of the
numerous manuscripts that have been sub-
mitted. A conscientious effort is being made
to have the adjudication free from bias of any
kind. We want the prizes to go to those who
have earned them. As there are only five
prizes there must of course be many disap-
pointed contributors. This is the case with
all prize contests and should be considered by
all those who enter essays. It is not unlikely,
however, that we may discover in some manu-
scripts material suitable for our wuses as
general articles. In such cases we will com-
municate with the author regarding publica-
tion. We desire to thank all those who have
taken part in this contest most heartily.

AN OMISSION.
UNFORTUNATELY, the name of Miss E. L.
Wynn, the author of the article entitled “Sug-
gestions for Country Teachers,” was not
printed in connection with the article in the
April issue of THE ETUDE.

PRACTICAL SUMMER STUDY.

THE June issue of TuE Etupe will be devoted
in part to the presentation of ideas for profit-
able and agreeable Summer study. We are
not quite certain whether our American idea
of giving up two whole months at one time
to recreation is a good one. Our torrid sea-
son seems to make this imperative. Were
it not for the days of extreme heat it might
be a better plan to have our vacation season
distributed throughout the year in shorter
periods, as is done in parts of Europe. Per-
haps the Spanish idea of having a holiday
almost every week, and sometimes every other
day (in cases where the Saints have been
propitious), would be an improvement upon
our ten months of grind and two months of
indolence.

The struggle for existence is so intense in
America that musicians can not afford to
waste the Summer. Recreation we must have,
it is true, but we can safely prophesy that
the musician who does not formulate definite
plans for his winter campaign during the
Summer months will have cause for regret.

A READIMG COURSE.

WE will present next month some ideas for
a Summer reading course. We will endeavor
to indicate just what books will be of most
assistance to you in various lines of study.
For instance, there will be a popular course
for light reading; there will be a course for
children; there will be a course for those who
desire to go more deeply into the theoretical
side of pianoforte playing, and similar courses
for other branches. We will tell you in a few
pointed words something of the nature of the
books, their prices and uses.

SELF HELP.

THis one feature of the June Ertupe ought
to make it worth many times the price to our
readers. We Americans are a people who have
learned that success comes through helping
ourselves. Abraham Lincoln’s hoarded Ii-
brary is a symbol of how many of our most
important -members of societv have acquired
their education. Many pupils and teachers
who cannot afford to pay for expensive in-
struction can profit greatly by the use of Tur
EtupE as a regular monthly educational, pro-
viding daily inspiration, advice and suggestions
from many of the greatest living teachers.
But there are many things which it would not
be wise to print in a magazine of the nature of
Tue ETupk, which can be found in books. Our
purpose in the June issue is to tell you about
these books in such a manner that you can de-
termine your own needs.
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JUST PUBLISHED

lay claim to.

Princess
Chrysanthemum

A Japanese Operetta

In Three Acts
Words and Music by C. KING PROCTOR
Price, 75 cents net

This merry little operetta is a valuable addition to the
limited repertoire of works of this character that offer a more
decided musical interest than the average school-operetta can
There are thirty musical numbers in all.
dialogue is genuinely humorous and witty throughout, the
text of the more serious numbers being undeniably poetic.
The music is tuneful and attractive.
and costumes, a glance at the “directions” will show that no
great elaboration is required and that the operetta can be ade-
quately and attractively staged at a comparatively trifling cost.

The

Regarding properties

Folk:-:Dance Music

A Collection of Seventy-Six Char-
acteristic Dances of the People of
Various Nations  -:-

Adapted for Use in Schools and Playgrounds for Physical
Education and Play

Selected and Compiled by
ELIZABETH BURCHENAL an© DR. C. WARD CRAMPTON

Cloth, $2.00 net

Seventy-six folk dances, representing the most widely
diverging racial characteristics, the inheritance of the child-
hood of many nations, have been brought together in con-
venient and technically not exacting form with a definite
end in view: the natural and healthful development of the
school-boy and school-girl through the medium of simple
The wide special experience of
the compilers has enabled them to make this work one that
will be of the greatest value in public, private and vacation
schools and playgrounds, and in general to all interested in
elementary physical development work based on an educa-

Paper, $1. 00 net

dances and motion-games.

tional and esthetic foundation.

WILL BE SENT FOR EXAMINATION
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By A. K. VIRGIL.:

Ihe Virgil Method—Foundation Exercises

BOOKS I and II, Each $3.00; Cloth 25 cts. Extra

STEP BY STEP—A Text Book in Piano Playing for Teachers,
Players and Students.

EDUCATION IN MUSIC—A Book for Teachers.

Price $2.00
Price 25 cts.

Address 1002 Flatiron Building, NEW YORK

UPERJO

ANTHEMS

Jor QUARTETTE anéd
CHORUS CHQIRS ?

N
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Th

up-to-date collection of 35 Anthems in

book form, edited by I. H. Meredith,
that contains a wealth of material of a
superior character.

ere has been absolutely no padding in

the compilation of this book, it has no superior
spots, but is superior from cover to cover.

It is printed from engraved plates and is
durably bound in flexible covers, which per-
mits easy handling.

e price is 6o cents per copy, postpaid ;

or $6.00 per dozen, not prepaid.

Returnable copy sent on request of any
choir leader if you mention THE ETUDE

P

NEW YORK
150 Fifth Avenue

CHICAGO
57 Washington Street

MUSIC FOR SPRING
RECITALS

is easily selected from our

THEMATIC CATALOGUE OF PIANO
AND VOCAL MUSIC

These booklets are comprehensive
guides to the teacher and are sent free
for the asking.

Send us your name and address,
telling what branch of music you
teach, and we will send interesting
and valuable advertising matter for
your examination.

THE B. F. W0O0D MUSIC
COMPANY

Proprictors of Edition Wood
BOSTON NEW YORK
246 Summer Street 6 East 17th Street

LONDON
12 Rathbone Place, Oxford Street
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CARSE TECHNIC FOR PIANOFORTE

By Herbert E. Carse

An authority and text-book for students and teachers.
Finger, hand and arm positions and strokes
ILLUSTRATED BY PHOTOGRAPHS and accurately
described. Endorsed by many of the greatest concert

pianists. Price $2.00 postpaid to any address

CARSE TECHNIC PUB. CO., Los Angeles, Cal.

A Cordial Invitation

To Teachers

The very next time you visit the music
store, we invite you to inspect

THE TEACHER'’S
COUNTER BOOK

an entirely new idea for selecting musie,
which saves you valuable time and much

worry.

This book is universally accepted as the
HANDIEST, most economical and practical
method ever conceived for the selection of
sheet music for teachers.

In it every grade is represented—the
choicest of modern musical works,

For the purpose of identification each
copy bears the registered trade-mark.

L. F. GRADED EDITION

For sale by all Leading Music Houses
throughout the World. Should YOUR regu-
lar Dealer not have it, send us his name, and
for your trouble we will send you a sample
copy and catalog absolutely Free.

Published by LEO FEIST

“ Feist Building”
136W. 37th street INEeW York

SPECIAL OFFER for this month only
GRIMM’S

Pronouncing Pocket Dictionary

of 3500 Musical Terms

Second Editfon. Regular Price, 25¢. Will send to any
address upon receipt of 10e. in postage stamps.

Have you seen it?

GRIMM’S
Practical Instruction Book

For Beginners on the Piano

Founded on a new plan, aiming to
produce fluent readers and good timists

Containing Easy Selections from Bach, Beethoven, Handel,
Haydn, Mozart, Wagner, Weber, Clementi, Koehler, ete.,
Choice National Melodies, Major and Minor Scales, Arpeggios
and Cadences, Explanation of the Embellishments, Dictionary
of Musical Terms, A Short Talk to Parents on ‘‘ How to Gét
the Best Results out of Piano Practice.”” A Graded List (for
teachers’ use) of Etudes and Pieces to be studied towards the
end of, and after this Book.

Seventh Edition. Regular Price, #1:00
Teachers’ Price, ibe, prel{ml
‘It is very, very practical and the children like it,
and that is the best endorsement.,”

The GEO. B. JENNINGS CO.
105-107 W. Fourth St.,, Cincinnati, O.

I MISS THEE, LOREE

Just out, and an instantaneous hit with every singer of
high-grade popular mus‘c. Its beautiful Iyrics and un-
usually sweet melody go straight to the heart. Mezzo-
8 or Baritone. Price 22¢ postpaid. Our new cata-

SWALLOWS RETURN

The latest and best piano solo written by the
celebrated composer of Robin’s Return,
Leander Fisher. Beautiful and original.

Postpaid to you for 15 two cent stamps, from
THE EBERLE MUSIC CO.
86 West Ave,, - = Buffalo, N. Y.

logue of 3000 vocal and instrumental numbers now ready.

G.V.MECKEL, 845 Eighth Ave., NEW YORK

Publishers of Music can increase the Sale
THE’ThE_}'rU[l)’EPlic;ﬁom by advartini:( in

SEND FOR RATES

Please mention THE ETUDE when addressing our advertisers,
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Student Days in Weimar with Liszt

Reminiscences of an American Virtuoso and Teacher Who Won the Interest of the
Greatest Master of the Keyboard

By W. H. SHERWOOD ‘

Durine my seven months’ stay in Weimar,

where I enjoyed the inspiration of study under that

greatest of all masters for the piano, Liszt, an ex-
perience at his studio one morning is before my
mind, never to be forgotten. Liszt was amiable and
indulgent on many occasions toward would-be
pianists, who flocked to Weimar to obtain the
great benefit of his instruction and encouragement.
He appeared willing to hear many play. If they
pleased him they would be invited to come again.
If not, they were dismissed, sometimes with severe
criticism.
One day a wealthy lady and her daughter

tion for the fingers, meanwhile, tolerably close to
the keys, while bounding the wrist up and down,
within a range of perhaps from two to six inches.
I speak of these mechanical matters, as used by
Liszt in this kind of technic, for the reason that
they were unusual. As far as my experience goes,
the elastic use of the forearm at the wrist joint,
combined with rigid or fixed positions of the fingers,
was not taught in any of the conservatories at
that time.

To return to the waltz and the occasion spoken
of, Liszt had a habit frequently of dashing the

of this music, really the accompaniment part by the
left hand, as Liszt did it, with artistic touch and
efficiency and perfect use of the damper-pedal, made
a beautiful composition out of the work done, al-
though none of the themes was heard. Certainly
the performance sounded like music, whereas the
previous performance by the young lady, with both
hands and all the fingers (and much greater noise),
was anything but music. The young lady evidently
had talent, but had been very badly taught and
was undoubtedly worse spoiled by the injudicious
flattery of friends. ' She was invited to come again.
The last I knew of her she had gone, at Liszt’s
advice and recommendation, to one of the music
schools in Germany to do some studying in the
elementary branches of her art, which she appeared
to have overlooked in her ambition to shine as a
great star in the musical firmament.

Legato Chords and Octaves.

Upon three occasions I selected compositions to
play to Liszt in which a performance of Legato
Chords and Octaves was a prominent feature. I

had learned how to cling to the keys toler-

from New York appeared. They wore fine
clothes, with a conspicuous display of
jewelry, while the air was laden with per-
fume in their presence. The daughter was
invited by Liszt to play, and she certainly
played with strength and assurance. Her
hands and wrists were powerful and her
execution rapid. The weight of the lady’s
right foot on the damper-pedal was such
that all the vibrating resources of the piano
were in constant use. She played a brilliant
concert waltz, with many wrong notes in
the bass and chord accompaniment for the
left hand. Liszt had a vein of sarcasm,
good-natured but keen, and, while the lady
was playing, he went through various gest-
ures behind her back, which caused the
other students present to smile.

When the performance was finished he
told the young lady that she only needed a
few finishing touches to be a great artist,
all of which was so elegantly sarcastic that
the other students smiled still more. After
this he began to talk kindly and to point out
some of her greatest errors and faults.
Then he sat down and played the parts for
the left hand alone, for some two pages of
the waltz. In doing this Liszt phrased the
bass (one note each measure) with accented
and expressive grouping, in sets of four and
eight measures, according to the natural ex-
pression of the waltz. He played the alter-
nating chords in such a way as to give
meaning to the separate harmonie parts of
each chord, as related to those of the next,
etc. He played with an elastic, bounding

ably well and to use flexibility of the fore-
arm at the wrist in many such cases, in-
stead of tossing the hand up and down, as
is more generally done, according to ordi-
nary methods. In each one of these pieces
Liszt came over to the piano while I was
playing and bore down heavily upon my
hands. He held them down steadily in such
a manner that I could neither raise knuckles
nor wrist and then he told me to go on
playing.

Should I have yielded to such pressure
upon my hands, as to have held them down
heavily against the keyboard, I would not
have been able to play a note. I found out
immediately that the first thing necessary
was to keep the palm of the hand steady
at a moderate distance above the keyboard.
It was necessary to have a space of from
one to three inches between the keys and
the knuckles. In cases where there were
enough fingers to go around the problem
was not such a difficult one, but with a suc-
cession of full chords, containing four notes
each for one hand, it was necessary to use
the same fingers continually a..d above all
to play legato. Under such circumstances
the only thing to do with the finger can be
described about at follows:

To straighten out the finger, meanwhile
keeping the key down and, when time to
play either upon the same key or upon
another, then lift the tip joint of the finger,
enough to let the key up only an instant,
drawing finger back to a curve immediately
for the next note. Students with Dr. Wm.

stroke of the forearm at the wrist, with

comparatively fixed, rigid fingers. The frame of the
hand, was somewhat arched and rounded out, almost
in the shape that he would have been obliged to as-
sume had he been holding a large orange in his
hand. The sensibility of touch for each individual
finger was not in the least impaired by the rigidity
of that part of the finger next to the hand. The
palm of the hand averaged about two or three
inches above the keyboard, maintaining the posi-
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wrist abruptly from the chord at the second beat
of the measure, with more or less accent, some-
times almost prematurely, the movement being cor-
respondingly retarted, before playing the chord
on the third beat of the measure, with another
less conspicuous up stroke. Such treatment cer-
tainly lent a piquancy and sparkle to the per-
formance. As it was never twice alike there was
no objectionable mannerism therein. The playing

Mason always learn to stretch out and draw
in fingers. A specialty of Dr. Mason’s has been to
use such motions for staccato playing, drawing the
finger in suddenly and far enough in to leave the
key as abruptly as it is approached. But here was
a method of stretching the finger out nearly enough
to straighten it (more or less according to circum-
stances) and then drawing the finger in only enough
to cling strongly to the key, as related to legato
playing in difficult combinations of full chords and
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octaves. The way in which Liszt insisted on this
kind of work was very emphatic. The selections
used in these lessons with him, where legato chords
were such a feature, were the Schumann’s Symphonic
Etudes, The Chopin Etude in C sharp, Op. 25, No.
27, and the Liszt arrangement of “Isolden’s Liebes-
Tod” from “Tristan & Isolde”—Wagner. The latter
number was persisted in with such enthusiasm and
diligence that I enjoyed the great honor of being
invited to play it at Liszt’s concluding soiree of the
season, just prior to his departure for Rome, where
he was to spend some of the winter months.

Advisable Hand Positions.

As a matter of study, it has been a most helpful
principle in my work as a concert player and teach-
er ever since, to find out how many ways the
fingers can be taught to work with independence
and control of varied touches, without requiring any
additional movement of the hand at the knuckles,
except in lateral movements. To hold the wrist
equally fixed might easily lead to stiff and very unde-
sirable conditions. A pianist can train the hand at
the knuckles to fixred positions with great advantages,
while retaining the power of flexibility and light-
ness at all times with the wrist and fingers. In
a general way it may be said that the height of
the knuckles can be adjusted to different kinds of
playing with several very efficient changes. Generally
speaking, it is well to hold the back of the hand
(across the knuckles) about two inches above the
keyboard (one side as high as the other) during
the performance of ordinary "legato passages for
the fingers. A higher knuckle position, perhaps
three inches above the keyboard, serves its purpose
in the staccato and chord playing, better than the
low position for ordinary legato. Liszt certainly
illustrated exactly such discriminations and many
others, of which one might speak. My experience
on a good many occasions with him was that he
would take as much minute care and pains about
small matters of detail, in different ways of manag-
ing the hand, arm and wrist, and in little matters of
discrimination regarding ideal beauties of expres-
sion, as any teacher I ever met. The greatness of
the man really served to emphasize his kindness
and patience toward young students in little things,
as well as with the wonderful expression of poetry,
musical soul and imagination shown in bolder flights
of interpretation.

Lessons From The Joachim Quartet.

When a student under Kullak and Weitzmann in
Berlin, I never missed an opportunity to hear the
Joachim String Quartet. At that time this was tl}e
finest organization of its kind in the world. Tt is
doubtful if any stringed quartet has ever had any
more rightful authority in regard to artistic taste
and feeling, and correct judgment and poise, in
matters of phrasing and interpretation, than that
of which Joseph Joachim, DeAhna, Rappoldi and
W. Mueller were the members. These men played
Beethoven’s string quartets with the finest appre-
ciation of tone blending and musical unity of pur-
pose that could be conceived. In smoothness and
efficiency of expression it was as if one man were
playing and he a master of his art. One could,
however, also hear the definite will and meaning
which each man singly felt and put into his own
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part. When these men played
a fugue, each voice had its own
peculiarities of expression, of
accent and impulse, of increas-
ing or decreasing tone volume,
of rounding out each phrase.
Thus we would hear a true sense
of values and relative import-
ance of voices and parts in their
music. One man could accent
a note, the climax in his phrase,
and sustain the note at a mo-
ment when another man would
be making a diminuendo and
ending for his particular phrase.
Although playing simultan-
eously, two or more men could
play with totally contrary and
opposite inflection of individual
parts. The Joachim Quartet had
a perfectly graded system of
ending phrases. With some
pianists a mannerism is fre-
quently prevalent to end all
phrases alike, suddenly, staccato
and weak. But the Joachim
Quartet would play the final
chord in a phrase, if playing in an adagio move-
ment, with a tone only a degree less strong than
the preceding tone and with a prolonged, instead of
a short, staccato. The violinist has at least three
methods of playing staccato, the shortest kind
called “pizziccato,” being produced by picking the
violin strongs with the fingers abruptly. The next
kind by bounding the violin bow across the strings,
and another kind, suitable for slow song phrases,
by drawing the bow to a greater or less degree, ac-
cording to the player’s taste and judgment. How
many pianists can show an equal amount of dis-
crimination in similar cases?
Liszt’s Generosity.

I have referred at such length to the Joachim
Quartet in order to emphasize the independent
beauty and infinite variety of expression in Liszt’s
playing of fugues and other music, where two or
more voices of independent meaning are so fre-
quently heard simultaneously. I studied several of
the greatest fugues for the piano with him, includ-
ing his edition of the marvelous “Fire Fugue” by
Handel and also Liszt's own arrangement for the
piano of Bach’s great organ fantasie and fugue in
G minor. Liszt played the works mentioned to
me, in addition to patiently hearing my efforts
through, in these and many other numbers. Many
were the valuable hints given and great was the en-
couragement and inspiration gained thereby. He
would frequently invite the students to come to
his studio and elsewhere, where he played for
some special occasion. The
average opportunity to spend
two or three hours with the
master, much of the time in
company with other students,
was three or four times a week
for four or five months, When
it is remembered that Liszt re-
ceived a good many students
this way, although many others
were politely invited not to
come again, and that this inesti-
mable privilege was absolutely
free to the student, wthout
.money and without price, one
can understand something of
the grand and generous nature
of the greatest pianist of all
ages. While in Weimar I know
of at least one instance in which
Liszt aided an extremely tal-

.

ances began at the Weimar theatre. I was a sub-

scriber. There were performances three or four
times a week. At one time there would be a drama
by Goethe, next some new opera, not a hack-
neyed number; next a tragedy Vl‘vy Schiller, then a
Wagner opera. At this time hdu:n‘.d ‘Ilasscn,.the
director of the opera at Weimar, an intimate friend
of Liszt and a musical genius and composer of
renown, was rehearsing “Tristan and Isolde.” Herr
and Frau Vogel, the great Wagner singers from
Munich, were in Weimar as guest performers. They
had rehearsed many times with the friendly co-
operation of Liszt, who would take a front seat in
the audience room near the conductor and fre-
quently interrupt the rehearsal with criticism and
suggestion. I was invited by the master to go
with him to some of these rehearsals and sit be-
side him, looking over the score. The orchestra
in Weimar was a fine one. The singers, who had
solo parts, were artists. The enthusiasm of all con-
cerned was at the highest mark. With such inspi-
ration this opera was performed successfully at
Weimar more than a year earlier than its first per-
formance at Berlin. Weimar was the second place
in Germany for the performance of “Tristan and
Isolde.” I attended the performance several times
there. During the ensuing winter this opera had
some fifty-two rehearsals at the royal opera house
of Berlin, but the season ended without a public
performance thereof. A year later I heard it given
in Berlin at one of its first performances in that
city. To my mind these particular Weimar per-
formances ranked as superior to those in Berlin,
notwithstanding a greater reputation and much
greater preparation for them in the capital city.

Promote Music in Smaller American Cities.

Perhaps the most interesting suggestion in refer-
ence to this subject might be found in the difference
in price of admission to hear such works in Weimar,
Berlin, etc., as compared with present rates in New
York and other American cities. The success and
the high artistic standard in a small provincial city of
Germany, much less in population and resources
than hundreds of our American cities, is a com-
mentary upon the kind of art that can be developed
through local enthusiasm and united interests of
people, who live and work at home for modest
incomes and have a love of art in their hearts, as
compared with the commercialism and propaganda
which leads our beloved American citizens to
throw cold water upon the more or less imperfect
art aspirations of our own musical talent, while pat-
ronizing the brill'ancy of the European and tran-
sitory star system with which we are amply pro-
vided at a high price.

ented young lady with money,
that she might be enabled to stay
and study. It is a matter of mu-
sical history that Liszt made
many voluntary remittances to his friend Richard
Wagner, and it is doubtful if Wagner would ever
have been rescued from obscurity had it not been
for the persistent and untiring work of Liszt in his
behalf,

The Famous Weimar Court Theatre.

Toward the last part of my stay in Weimar, a
small provincial town by the way, containing only
some thirty or forty thousand inhabitants, a sub-
scription series of dramatic and musical perform

LISZT'S HOME IN WEIMAR.

“THE musician in search of self-improement is not
the only one to find intellectual nourishment in the
ﬁelfis of genius other than his own. The concert
artist by broadening his knowledge, his acquaintance
with the world, and increasing his capacity for
thought, finds many a help in augmenting the power
of his artistic experience.”—Lessmann.

“MENDELSSORN and Meyerbeer were amateurs, and
yet composers of the first order, because they had
takgn the trouble to study seriously.”—Marmontel.

EXTENDING THE COMPASS OF THE HAND
WITHOUT INJURY.

BY I. PHILIPP.

(One of the most complicated problems the young
teacher has to confront is that of extending the
compass of the hand. Many young people have
hands that are considerably under the normal size.
Just how to train these hands so that they may
extend as the pupil’s intellectual musical attain-
ments progress is no inconsiderable problem.
Drastic exercises must be carefully avoided, as they
may injure the pupil’s hand. permanently. In most
cases, with very young pupils it is advisable to take
exercises within the grasp of the pupil’'s hand and
expand the pupil’s musical education rather than at-
tempt to extend it, until the pupil’s hand develop-
ment permits of extension. For this purpose specific
exercises are necessary, and we referred the matter
to the renowned pianoforte teacher, M. Isador
Philipp, of the Paris Conservatory, who, through
the publication of the valuable work, “Exercises in
Extension,” has made himself an authority upon this
important subject. M. Philipp’s article, though
short, will be found to possess very valuable
material for teachers and pupils—THE EbDITOR.)

No department of technical practice for the piano
requires so much care and attention as the exten-
sion of the hand. In the beginning one must be
sure of the complete freedom and absolute looseness
of the arm, and of the correct position of hand and
fingers; one must listen to every tone as it is played;
in a word—it is necessary to think constantly, to
concentrate the attention on the difficulty which it
is desired to conquer.

Exercises for the extension of the hand should be
practiced during fractional periods of time only;
never forte, never with any wrenching of the mus-
cles; the fingers thrown lightly forward in a natural
position and playing upon their fleshy ends. I draw
attention again to the essential requisite of a per-
fectly free arm. In such exercises all machinal or
calculated movement must be avoided; the neces-
sary movements must be governed by the will, by
reflection; there should be nothing mechanical in
their nature.

The following exercise for extension will be found
very useful:

.
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A slight lateral movement of the hand ‘s allowable.
For small hands:
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Extension between the extreme fingers—that is,
the thumb and little finger—is much more easily se-

THE ETUDE

cured. It requires patience, however, and slow prac-
tice. The following exercise should be carried
throughout all the keys:

0 Pv} P-q A 0 /
iv4 & [ J 1 vy (X X
= 2 - i
Gl o= —— ETT
J -o- -8- -9-6-0- -0 9-a-
;_—/
/A e
—
A N ! B
: i ]
ly\ = : ¥ etc.

<48

After practicing exercises for extension for a very
few moments, it is necessary to have recourse with-
out delay to exercises of a contrary nature; that is,
to ones that bring the fingers together, in order to
give the hand complete rest. This is the only way
to increase its stretching power without danger of
nervous contraction and injurious effects.

Since these precautions are obligatory for players
with large hands, those whose hands are small need
to practice with redoubled care and intelligence.

To recapitulate: Practice slowly and carefully,
the arm and the hand absolutely loose .and free, with
an elastic attack on the balls of the fingers; piano,
with no wrenching of the muscles.

For material in the technic of extension I can but
recommend my “Exercises for the Independence,”
published by Schirmer, and their useful sequel—
“Exercises in Extension,” published by Presser.

SECURING PUPILS.

BY C. F. EASTER.

THE average young man begins his professional
life without sufficient attention to the business part.
Instead of doing some of the numerous things that
create employment he trusts his future to his guid-
ing star and then watches it twinkle feebly until
hidden by the dismal clouds of failure.

“Where now,” he asks, “are all of those friends
and acquaintances on whose support I relied?”

The answer is harsh, but he should hear it. His
friends and acquaintances are snugly enveloped in
the cloak of conservatism. He thinks it strange
that not even one of them has required his serv-
ices.

It might be stranger if one of them should. Let
us examine an individual case.

The scene is an orchard. A bare-footed boy is
perched in one of the trees. The owner of the
orchard discovers him and gives chase. The boy
escapes and the owner returns to his property. The
boy then takes up the study of theology. He worl-<
works, works—nobody but himself knows just how
hard he works. The mischievous, boyish ideas
graduallv zive way to serious, manly ones until, at
last, he 2merges triumphantly a minister of the gos-
pel. He steps out for a stroll, and again meets the
owner of the orchard. The owner notes the im-
provement in the young man’s appearance, but he
cannot see the new mind, and, consequently, notes
no improvement in the young minister’s character.
To him, aside from the improved appearance, the
young minister is still the mischievous boy that took
liberties in his orchard.

In order to regain the owner’s confidence the
young clérgyman must do something directly op-
posite to that which brought him into disfavor. He
must, in fact, walk past the orchard again and again,
without even looking at the trees, before the prej-
udiced old owner becomes reassured and in the
least inclined to listen to his religious doctrines.

A similar condition frequently exists with a young
professional man and the public. The public should
not think of him as the boy, but should regard him
with due respect for his new professional position.
Unfortunately it thinks only of his past.

The young professional man often accuses the
public of waiting for him “to mature,” while, in a
great measure, he himself does the waiting. He
should not wait, but kindle at once the fire of his
chosen profession and then build it up until his old
identity becomes lost in the shadow.

The things that help to get pupils have a great
deal in common with the factors that help to keep
them; but perhaps it will be better to consider each
part separately. Several important factors are ap-
pearance, disposition, location, advertising, tact,
“favors,” and ability.

287

Appearance.

The manners and dress of the reputable profes-
sional and business man of the community are good
enough for the young teacher. Manners and dress,
other than the prevailing ones, suggest that the
owner considers himself better than, or. at least
different from, the rest; and this creates a sort of
subconscious feeling of resentment that leads to
ridicule.

Kindness and cheerfulness are the main charac-
teristics of a teacher. A kind word germinates a
friendly feeling; and a cheerful expression causes it
to grow so profusely that even inability is some-
times overlooked.

Locauon.

Location has much to do with getting pupils. It
governs the price of lessons because you can get
out of a neighborhood only what the neighborhood
contains. A tradesman receiving low prices for his
groceries cannot pay high prices for lessons. The
location, therefore, cannot be chosen too carefully.
The best place for a studio is on a corner of two
streets easily reached from al points from which
the teacher expects to draw pupils. The rent will
naturally be a little higher, but the extra con-
venience, prestige, and number of pupils that come
to a studio with such a locativn maore than pay the
extra rent. In looking up this point it was found
that a certain teacher had in his class enough well-
to-do pupils to pay his entire rent. The young
teacher is unwise to hide himself in some side street
where people may not care to go even after they
have found him.

If the beginner courts failure all he needs to do
is to entertain that old-fashioned idea that it is
undignified and injurious for a professional man to
advertise. Advertising, for teachers, may be dvided
into three classes: general publicity, persona’ I=*ter,
and personal interview. The young teacher requires
a neat card, printed letter headings and envelopes,
a good sign, announcements in the newspapers, and
musical journals. He should also meet people at
their homes, places of business, en. the street,
parties, churches, lodge halls, recitals, etc. The
most popular card seems to be a neat, white,
medium-sized piece of good cardboard, square
corners and showing only the name, address, tele-
phone number, and specialty of the teacher. The
printing on the envelope corresponds with that on
the card. The desirable sign exhibits only the name
and specialty. The announcements in papers, pro-
grammes, etc.,, should always be modest.

Personal Letters.

The personal letter costs more than printed ad-
vertising, but it has a more direct influence on the
recipient. The personal interview is the best of all
methods of securing pupils. This gives the teacher
a chance to show his individuality; and, further-
more, people like to do business with somecne they
know.

Tact is important. A young teacher called on a
gentleman with the object of securing his daughter
as a pupil. He failed; several days later an older
teacher called upon the same gentleman with the
same object. He succeeded. The younger man
asked: “How was it done”? The other explained:
“The first thing I noticed was a cactus, then specie
upon specie until I must have counted a dozen. It
struck me that the gentleman must be a sort of
cactus enthusiast. I spent a half hour at his home—
twenty-five minutes talking cactus, and five minutes
talking music.”

Small favors are things that must not be under-
estimated. They create a feeling of gratitude which,
sooner or later, becomes a benefit to the donor. A
teacher might get one pupil through the recommen-
dation of some acquaintance, but, unless he makes
an immediate and fitting acknowledgement of the
favor he is not likely to get another from the same
source. How easy it is to send a short note, like
this: “I thank you very much for having recom-
mended me as a teacher to Miss So and So, and
assure you that I will do all T can to prove my-
self worthy.”

“NEITHER actor nor poet can prescribe every little de-
tail of dramatic action, and similarly no composer can
interpret his compositions by written signs. Attempts
to do so usually make shipwreck of time and tempo, for
which no sign can be more than a vague indication.”—
Dr. Carl Krebs. 2
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THEIR FAVORITE PIECES

In a recent issue of The Strand Magazine several of the most noted virtuosos of the
day contributed to a symposium entitled, * The Piece
I Most Enjoy Playing.”

I

The following is in part taken from the statements
of those artists who are known to ‘“American”
readers:

Fritz Kreisler.

I have no hesitation in saying that my favorite
pieces, and those that I enjoy playing more than
any others, are the Concertos of Beethoven and
Brahms, because they are the very finest pieces of

F. KREISLER.

music ever written for the violin. No words of
mine could express all the beauties that I find in
these two magnificent Concertos or all the admira-
tion I feel for the extraordinary genius of these two
great masters. Nor do they need any admiration
of mine, since their greatness speaks for itself. In
the case of the Brahms Concerto there are asso-
ciations, also, which make it dear to me, for I used
to know the great composer in Vienna. But, as for
the Beethoven Concerto, it has for me no associa-
tions except its beauty.

Mark Hambourg.

I have two favorite pieces. The first is the Fan-
tasia of Schumann, Op. 17; the second is the B Flat
Minor Sonata of Chopin with the Funeral March.
Both of these works depict for me the wvarious
periods of a hero’s life. In the first case the work
is divided into three great sections. The opening
allegro is fantastic and passionate, based on a rest-
less figure, worried by strenuous syncopated mel-
odies. It is interrupted by a folk-song melody or
legend, and, after some development, returns to the
main theme. The second part is a moderato of
mighty chords and massive harmonies, which re-
mind one of a triumphal march, and the final move-
ment is a lemto in which is expressed a restful,
peaceful mind.

To an artist’s imagination the work is like a
canvas on which three periods of a hero’s life are
painted. In the first he is pictured battling with life,
an enormous amount of energy and enthusiasm
helping him through; in the second he is depicted
as a conqueror, having surmounted all difficulties;
while the third shows him living happy and con-
tented, having accomplished his life’s work and be-
ing at peace with all the world, though subdued and
soothing echoes of his great past ever and anon
sound in his ears.

The hero I have just described as being illustrated
by Schumann in the Fantasia was of the sturdy,
undismayable Teutonic kind. Chopin in his B Flat
Minor Sonata also depicts the life of a hero, but this
time the hero is a Pole. The national characteristic

of the Pole is his inability to win success in the
face of adverse circumstances. So long as all goes
well he is as triumphant as anybody, but the first
reverse throws him to the ground. Chopin’s herq,
then, is a Pole, with overstrung nerves and imagi-
nation, to whom the ideals of life are love and war.
After great sufferings and defeats he dies in morbid
despair. Wonderfully expressed in the finale we
hear the whispering of spirits over his grave.

Emil Sauer.

The piece I enjoy playing most is Chopin’s B Flat
Minor Sonata with the Funeral March. As a piece
of interpretation it appeals to me very deeply indeed,
and I find it a most exacting piece to play. So
entirely lost do I become in the music when inter-
preting it that during the Funeral March I seem
to see the coffin being borne along on its hearse
and the mourners walking slowly behind it, while
the finale means for me the sound of the wind sweep-
ing through the grass upon the grave.

So intensely do I feel the music that my spine
creeps and I become quite cold. I live through it!
I see it all quite plainly before me, and although I
can play the, most tiring and difficult show pieces
without getting hot, yet after playing the Funeral
March I am invariably bathed in perspiration from
the sheer excitement and feeling that the music
arouses in me.

During my short tour in England last winter
I played several times in Scotland. On one of these
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occasions the Sonata in B Flat Minor was on the
programme. When I came to the Funeral March
there suddenly flashed into my mind the remem-
brance of my little boy, beloved so dearly by my
wife and I, who, alas! died a little while ago. On
that instant the piece had a new meaning for me.
I forgot the concert hall, the piano, and the audience,
and my whole soul went out to converse through
the music with my little child. As the piece went
on it must have become evident to every member
of the audience that I was being carried out of
myself, for, although up till then there had been
a good deal of coughing, a great hush fell upon the
hall, and each note seemed to wake an echoing throb
in the hearts of the listeners.

The last two chords of the final movement seemed
to me to gently breathe my dead child’s name, and
as the last note died away into silence a long sigh
of pent-up emotion went up from all parts of the
house, followed immediately by such a storm of
applause as, I think, has never before been accorded
me. Even rough workmen in the gallery, so I was

told afterwards, became so filled with the knowledge
that something unusual was passing that the tears
welled up in their eyes, to be wiped away surrep-
titiously with their grimy hands or to roll unheeded
down their weather-beaten cheeks.

Richard Buhlig.

The knowledge as to which is the piece of music
I most enjoy playing was brought home to me
very forcibly last year, when I was rehearsing one
morning at Bournemouth for a concert there that
afternoon, which I gave just before leaving England
for America. When the orchestra commenced to
play it I was moved to an extraordina.ry degree for
I had not performed the work in public or in prac-
tice since I included it on the programme of my first
London recital two years before. My thoughts as
the piece progressed during the rehearsal referred to
was—“‘How terrible not to have played or heard it
for so long! I have listened to no music for two
years!” As a matter of fact, the work I am speak-
ing of, which is Brahms’ B Flat Concerto, has pecu-
liar associations for me. I remember very vividly
indeed the first occasion on which I ever heard it
performed. I was quite a boy at the time, and
hearing it played .ia America by Joseffy, received
such a wonderful impression that from that moment
the whole of my musical ambition was centered in
being able to perform it. During the years that
succeeded I never lost sight of this ambition. I
performed the work for the first time in public about
four years ago in Berlin, and now each year that
passes and each time I hear or perform the work
enhances the keen musical enjoyment that it affords
me.

Leopold Godowsky.

To name one’s favorite piece would be quite an
easy matter if one did so in a merely off-nand way,
for it would only be necessary to select at random
one of the many pieces the playing of which gave
one pleasure. But if one is to reply conscientiously
the task is very difficult indeed. The pianist is
necessarily a man of moods, and the piece which
happens to appeal particularly to him on any given
day may not do so twenty-four hours later. Thus,
if you were asked on Monday what your favorite
piece was, you might name the Beethoven Sonata,
because it appealed to the particular frame of mind
you happened to be in. Were the question repeated
on Tuesday, your choice might fall on something
entirely different, and the same thing may be said
of every day in the week.

I have always thought that the custom of arrang-
ing weeks beforehand what pieces are to be included
on the programme of a concert is almost a barbarous
one. The man who is used to dining continually
at restaurants would utterly resent it were his dinner
selected for him two or three weeks in advance,

The ideal method would be to have no programme
at all. He could then announce from the platform
whatever he felt inclined to play. In this way he
yvou_]d be ever so much more likely to do himself
Justice and to please the public than is the case
when he is forced to perform many pieces which
do not fit his humor.

It is with considerable diffidence, therefore, that I

L. Gobowsky.
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choose as my favorite piece the B Flat Minor Sonata
of Chopin, Op. 58, and I do so knowing, that were
I to choose again a week or even a day hence my
choice might fall upon a different piece altogether.

Vladimir de Pachmann.

C’est im-
It is a mon-

How can I choose my favorite piece?
possible! It is out of the question!
strous proposition! For I love all music, and I
play all music equally well. Chopin? Yes, it is
beautiful; but I will not choose Chopin because it
annoys me so that the public seem invariably to
associate me with the music of that master, as
though I could not play all masters. Ah, how can
I choose? My mind wanders from- one piece to
another, like a bee that flits from flower to flower
and gathers honey from each. As I think of the
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exquisite music of Weber I am on the point of
selecting some piece of his, when suddenly in my ear
there comes the sound of some of Strauss’s charm-
ing waltzes. Think of it; five different waltzes em-
bodied in one, and all played at the same time!
No one but myself can play it!

Yet perhaps I love best of all the arrangements of
Godowsky—every one superb, magnifique, colossal!
I will not choose any one of them, for I love and
admire them all, but I will merely select as my
favorites the unique arrangements of my friend,
the great Godowsky.

Miss Marie Hall.

From the point of view of the music alone I
think it would be exceedingly difficult for any in-
strumentalist to say that any one piece was his or
her favorite, and I cannot help thinking that in
almost every case where favoritism exists in an
artist’s mind it is due to association more than
to anything else. At any rate, so far as I am con-
cerned, I must admit that this is the case and
when I name as my favorite piece Paganini’s Con-
certo in D it is because it is associated with some
of the earliest recollections of my childhood.

In my early days I used always to be playing this
Concerto because the piece is one of great technical
difficulty, and is therefore of a showy nature. The
playing of such a difficult piece by a little girl never
failed to create surprise and win reward, and, as in
those days money was scarce, I was frequently made
to play this piece before people. When I look back
upon the time of my early struggles, and think of
the numerous occasions when I and my family would
have gone supperless to bed had it not been for
Paganini’s Concerto, is it wonderful that it should
rank very highly in my affections, and that when-
ever I turn over its pages or play it in private or in
public a lump rises in my throat and a tear wets my
lashes at the recollections it calls up?

I. J. Paderewski.

Two very favorite pieces of mine are Chopin’s
Ballade in A Flat and the Fantasie in F Minor. I
am exceedingly fond of all the Ballades, for to
me they are filled with a beauty all their own, and
are as full of meaning as the ballads, or stories
told in verse, of which every nation has its share.
Chopin tells a story in each of his Ballades, but
he expresses himself in music instead of in words,
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although the meaning is just as clear to those with
musical insight as though every note was a word.

The Fantasie in F Minor is perhaps rather a sad
piece to choose as a favorite, but it is very beautiful
all the same. One seems to listen, in it, to the
story of some lover whose heart is lost irrevo-
cably to one who does not requite his affection.
Every emotion likely to be felt by such a one is
expressed in the Fantasie, and one is carried from
joy to despair and from despair to joy again, until
one’s heart is stirred to its depths by the subtle
romance with which the work is impregnated.

Poetry, poetry, poetry! Here is the secret of
the ability of any given piece to give pleasure to
its player or his audience, and I know no keener
enjoyment, so far as music is concerned, than to
play the Fantasie—independently of whether there
is an audience or not.

HELPFUL IDEAS FOR THE YOUNGER
PIANO TEACHER.

BY WARREN M. HAWKINS,

HAVE a careful and perfectly definite system
which can be applied to all beginning pupils alike,
and then follow it strictly. Many “methods” justly
owe part of their success to this management.

Do not slide over any principal or technical prob-
lem, nor be deceived that it is not necessary for
the pupil at hand. Various pupils may require in-
finitely different methods of management, but they
should all be conscientiously given the fundamental
ideas alike.

The elementary priciples of rhythm and ear-train-
ing, with the intervals, should be begun early and
carried on faithfully along with the regular tech-
nic.

Drive one point home at a time, employing the
simplest method of doing so; if the pupil be slow
in grasping the thought offered, try to discover
a new way of presenting the same idea to him. If
you succeed in the end your benefit may be still
greater than that of the pupil, since you have gained
a victory, and added, perhaps, to your supply of tact
and experience.

The table is an excellent place to teach conditions,
motions and rhythm. This is done extensively with
the Virgil Method, which is so successful in equip-
ping pupils with a-firm and artistic technic. To
learn how to raise and relax a finger quickly is a
tiresome and noisy process at the live keyboard.

Insist above all points on smooth, even time-keep-
ing; it is an absolute mnecessity to artistic piano
playing. No one can make a really beautiful ritard,
accelerando or any other deviation of tempo, until
perfect time-keeping has been mastered or unless
it is there naturally. Everyone should be able to
beat one, two and four notes to a beat perfectly
after some study. If, however, after three or four
months’ study the pupil cannot beat two notes
perfectly and four notes fairly well, the material can
be safely said not to warrant further musical study.

Firmness of purpose tempered with sympathy
and good judgment is an ideal quality for a teacher;
it would be a difficult matter for a teacher to make
a real success without it.

Finding Fault

To scold or find fault merely because one is
annoyed or out of temper is senseless. Talk with
a definite aim and do it well, for there is an art in
scolding as in other things. But be sure, when
deepening the shadows, to make the high lights
contrastingly great when the opportunity presents.
If you find fault in the rough places and give no
praise when good work has been accomplished, the
pupil may become discouraged or else may regard
you as a sort of thing to be dreaded, a condition that
should never exist if the best results are to be
obtained. I have sometimes, at a single lesson,
given a sturdy scolding and yet have sent the pupil
home in fine spirits over good work accomplished
along some other lines. A child will strive with
greater earnestness and pleasure for one who he
knows will appreciate and praise his effort.

Lastly have a certain amount of sympathy for
every pupil, employ imagination by trying to see
things from the pupil’s point of view. In this way
you can more readily help him and supply his needs.
Sympathy is bound to foster a firmer mutual co-
operation of teacher and pupil in the great work of
perfecting musical art.
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MUSIC FOR THE BUSY GIRL.

BY KATE J. JAMISON.

Why is it so many busy girls are anxious to study
music? Perhaps for the general reason that the
busiest people often attempt and accomplish the
most, although they themselves may have their own
personal reasons outside of this fact. These busy
girls who are engaged in work of one kind and
another decide to study music for various reasons,
most of them for the pleasure they expect to get
out of it, in their leisure hours; some, because their
friends play and they wish to be able to do what-
ever they do; others because they happen to have a
piano in their home and wish to make use of it.

With the business woman choice of a teacher is
regulated to a certain extent by the fees for tuition.
The more expensive teachers are discarded and the
choice too often falls on the second and third rate
teachers just because they are less expensive. I
do not mean to insinuate that all teachers demanding
moderate fees are inferior to teachers charging
larger sums, but even in the present state of musical
progress, it is often the case that teachers of little
repute and insufficient preparation attract pupils by
their low terms. But, you may say, cannot the
pupil soon discover that a poor teacher though cheap
(as far as money goes) is very expensive in the long
run, since it requires more time and money to undo
poor work, than to start right and continue in the
right course. Possibly a few, who study for the
love of the art, may see their mistake before they
have gone too far and begin afresh, but how many
young business women, once having made a choice
of teachers give the matter a thought. They rely
upon the musical ability of their poorly selected pilot
to carry them through their work, and help them
in gaining the desired results.

Hurry the Great Fault.

So many of our young working women, after the
rue American fashion, hurry the educational process,
We cannot expect busy girls with limited time, ex-
perience and money to view musical education from
the highest standpoint. They do not understand or
take time to think of the enormity of the task in
hand, and it remains for the teacher to carefully
guard the tender sprouts of musical growth until
they have attained the power to resist the winds of
adverse criticism. To keep interest and enthusiasm
in what at first seems but very hard and dry work,
but without which no true musical foundation can
be built is not an easy task. All possible encourage-
ment should be given the pupil in her technical
work, which will naturally appear much more dif-
ficult now than in childhood, when the muscles had
not become stiffened. I have found by appealing to
the reason of the pupil, that the difficulty of technical
practice is overcome to a very great extent. If the
pupil thoroughly understands the importance of the
practice and the results to be gained by it, they will
more resolutely attend to it. It is both wise and
helpful not to keep the pupil entirely to technical
practice, but rather to follow each point gained (no
matter how small) with little melodies, that will
show the results of their difficulties conquered.

We cannot treat busy girls as we would those
who intend making a long and thorough study of
music. That, however, does not mean that we
should be neglectful of the essential points in
practice and study. Even if they only intend to
climb but half way up, let their knowledge be firmly
and evenly poised, that they may better appreciate
the heights above.

Sometimes the brightest imaginable talent is dis-
covered in these girls who have so little time to
devote its proper development, by dint of sacrifice
and hard work they frequently accomplish unhoped
for results.

Teachers who may think the results from these
pupils are barely worth the hard work often find
that the greatest musical good they are able to ac-
complish community at large is through the channel
of these busy girl pupils. If they are taught and
trained to love and appreciate the best of music,
they in turn influence other friends, until the general
appreciation and taste for good music exhibits itself
in the public concerts and musical talent of the
present day.

“Music is an art which rapidly alters its forms. We
speak of ‘immortal masterpieces’ of music, forgetting
that barely four hundred years have passed since that
epoch which we of to-day look upon as the dawn of
musical ‘art.”—Moszkowski.
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EUROPEAN MUSICAL TOPICS.

BY ARTHUR ELSON.

WEINGARTNER'S reminiscences of Liszt, in the
Neue Freie Presse, of Vienna, throw many interest-
ing lights on.the personality of that great composer
and greatest of teachers. The gatherings of famous
artists at his house are well described, and his own
mannerisms excellently portrayed. His playing was
always marked by the ripest perfection of touch.
He did not incline to the impetuous power of his
youthful days, but sat almost without motion before
the keyboard. His hands glided quietly over the
keys, and produced the warm, magnetic stream of
tone almost without effort.

His criticism of others was short, but always to
the point. His praise would be given heartily, and
without reserve, while blame: was always concealed
in some kindly circumlocution. Once, when a pretty
young lady played a Chopin ballade in execrable
fashion, he could not contain ejaculations of dis-
gust as he walked excitedly about the room. At the
end, however, he went to her kindly, laid his hand
gently on her hair, kissed her forehead, and mur-
mured, “Marry soon, dear child—adieu.”

Another young lady once turned the tables on the
composer. It was the famous Ingeborg von Bron-
sart, who came to him when eighteen years old, in
the full bloom of her fair Northern beauty. Liszt
asked her to play, inwardly fearing that this was to
be one more of the petted incompetents. But when
she played a Bach fugue for him, with the utmost
brilliancy, he could not contain his admiration.
“Wonderful,” he cried, “but you certainly didn’t
look like it.” “I should hope I didn’t look like a
Bach fugue,” was the swift retort, and the two be-
came lifelong friends.

Debussy in England.

The English are beginning to appreciate Debussy
or-at least to listen to him. The first performance
in London of his “Blessed Damozel” (Demoiselle
Elue), has produced the usual adjectives—“musical
portraiture,” they say, “together with a mood of
contemplative earnestness of expression and gentle-
ness of touch.” Debussy’s symphonic sketches of
the sea have also been heard, but critics agree that
his delicate, tortuous subtlety is not equal to the
occasion in depicting old ocean. His general style
would rather suggest, in the words of the poet,
those

“Magic windows opening on the shore
Of perilous seas in faery lands forlorn.”

Yet there are rare beauties in many of the De-

bussy works—more especially in the piano pieces,

where the intimate style shows with best effect. _

The Musical Times, in a short life of the composer,
reminds its readers of the fact that both “Le Prin-
temps” and “La Demoiselle Elue,” when sent from
Rome to the Paris “Institut,” were refused the usual
public performance, as being “erratic and infected
with modernism.” Of his songs, the “Ariettes
Oubliées” and Fetes Galantes” were early examples
of the independent style that became more marked
in the “Afternoon of a Faun” (1894)—a piece of
“bold harmonies, delicate melodic curves, and mani-
fold color effects,” in the words of the writer, M.
Calvocoressi. The “Proses Lyriques” (1804) were
symbolic, the “Chansons de Bilites” (1898) a
notable group of songs, while the orchestral
“Nocturnes” (1809) show even more hyper-refine-
ment of expression than the “Faun.”

The success of “Pelleas and Mélisande” is in
part due to the fact that this delicacy of style is
exactly suited to the shadowy suggestions of Mae-
terlinck’s plays. Whether the composer can do as
well with other subjects remains to be seen. He
is not afraid, however, for after finishing incidental
snusic to “King Lear” he is now starting on a French
version of “Tristan and Isolde.” We suspect that
Wagner's bones may indulge in a few “Danses Ma-
cabres” in their grave, although the shade of the
elder composer need not indulge in any ridiculous
fear that the Bayreuth operas are to be surpassed
at last; for there is something more than theory in
them, there is real music.

According to Debussy, however, “the principle, of
symphonic development should be excluded from
music-drama as out of keeping with uninterrupted
action. The music must not comment upon the
drama, but become part of it, the atmosphere
through which the dramatic emotion radiates.” This
sounds very fine, but Wagner was able to make the
orchestra comment on the drama without preventing
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the emotion from radiating, and without interrupt-
ing the action. In fact, the present writer has some
misguided ideas that it was a gentlerqan named
Wagner who insisted especially upon uninterrupted
action and fidelity of music to words. If Del?ussy
does not care to use guiding motives there is no
law compelling him to do so. But the law of t_he
survival of the fittest will make it advisable for him
to see that his music is worth listening to. So faf,
it has been novel, delicate, graphic enough, beauti-
ful in spots, but lacking in the qualities of rugged
strength and direct power that announce the epoch-
making composer.

Thus much for his operas. His string quartet, Op.
10, is one of his best works. His piano pieces,
though now often heard in our country, ought to
be even more widely known than they are. In-
teresting among the early works is the beautiful
“Marche FEcossaise.” Then there is the effective
“Ballade,” and the “Suite Bergamasque.” Then come
the “Masques,” “L’Isle Joyeuse,” and “Pour le
Piano.” The admirable tone-pictures of “Les Es-
tampes” and “Les Images” are too well known to
need description.

A New French Keyboard.

France is full of inventions and suggestions. The
latest proposal from that center of novel and joyous
ideas comes in the form of a suggestion for a
symmetrical piano. Bach did away with the old en-
harmonic system, and divided the scale into twelve
equal semitones; now an unknown genius arises to

CraupE A. DeBussy.

declare that the keys for these semitones should
all be white, irrespective of race, color, or previous
condition of servitude. There are to be no more
black sharps and flats in the millennium that is to
come, but all keys are to be placed on the same
level—in other words, the crooked shall be made
straight, and the rough places plane. For guidance
of the unskilled, a sliding scale, not unlike a yard-
stick, may be placed at the back of the keyboard,
to show by certain markings which is the keynote,
etc. This scale may of course be moved whenever
the key is changed. It sounds plausible, but on the
whole the inventors of the gay capital will do well
to rest satisfied with their chromatic harp, and not
attempt a non-chromatic piano.

Interesting Operatic Notes.

The recently rediscovered manuscript of Gluck’s
opera “Tigrane” dates back to the time when that
composer was young and foolish, and wrote in the
conventional style of his contemporaries. Those
were the days when the number of characters was
prescribed, and each one had to have his share of
display arias of certain definite varieties. Such
operas could be ground out at so much per grind,
and Italy has only recently recovered from the mu-
sical decline brought about by this fatal facility.

In the Italy of to-day, Puccini is busy putting the
finishing touches on his “Girl of the Golden West.”
The inquiries that he has made in America concern-
ing folk-songs and popular music show that the new

work will be full of local color. chmm}y is applaud-
ing the veteran Goldmark for h{S setting of a ver-
sion of “The Winter’s Tale.” In I*ran_cc, "Lx_hyslame,”
by Marcel Bertrand, is laid in the time of the cru-
sades, while the “Habanera” of Raoul I:uparra is a
faint echo of Carmen. In Prag, Oskar Nedbal, com-
poser of “Der Faule Hans,” has prf)duced “Z Po-
hadky do Pohidky,” a fairy pantomime opera that
is not so bad as it looks at first sight. London
heard an “Illuminated Symphony,” Aby. Herbert
Trench and Joseph Holbrooke—a recitation, with
orchestral accompaniment—in a hall that was not
illuminated, but darkened. Switzerland is hunting
for a national hymn, being tired of singing patriotic
words to the English tune of “God Save the King.”

Opera performance at Manila are not all un-
mixed bliss. While the “Mikado” was being given
there recently the orchestra stopped suddenly;
chairs were seen projecting themselves in all direc-
tions, and the walls began to crack. The singer,
Miss Olive Moore, kept on bravely with her part,
and held the audience until the earth ceased to trem-
ble. This brings to mind the fact that some months
ago an English choral society crashed through a
stage while singing the “Earthquake Chorus".from
“Elijah.” It is said that the performers objected
to so much realism, but probably the manager calmed
their ruffled feelings by reminding them that other
choruses had often broken down.

DIFFICULTIES OF TEACHERS IN SMALL
TOWNS.

BY ETHYL PROCTOR.

I mAVE found one of the most difficult problems
confronting the country music teacher to be that
of arousing in the pupils more than a superficial
interest in good music, and of impressing upon their
minds the fact that music is one of the doors to
culture and refinement and not merely a fad, as
so many of them regard it. In the typical country-
town class, comparatively few of. the pupils regard
music as an art worth the hours of hard, patient
work it requires. This condition may be due to
home training, or lack of it, but I believe its cause
may oftentimes be traced to the door of the careless
or incompetent instructor. Judging from experience
and observation, she is frequently to be found teach-
ing the country or country-town class.

Try the plan of inaugurating a series of recitals to
be given either monthly or at the end of every two
weeks. Have the first program one of brilliant
pieces, or those in which the melody is pronounced,
as such pieces more readily arouse the interest and
command the attention of the class. Such a program
may be prefaced by a short talk on the growth and
development of music. Another program may be
given entirely to the works of one composer—for
example, Mendelssohn. First give a sketch of his
life and works and follow by playing a number of
his compositions. At another recital, one may de-
vote his time to the rendition of compositions of
various styles, giving a limited explanation of each.
One can also demonstrate the difference in various
grades of music by playing a number of pieces
selected from grades one, two, three, four, five, etc.

A demonstration of scale work and scale passages,
more or less difficult, and their application to studies
and pieces, is another practical plan for recitals.
It is a very good idea to have the more advanced
pupils give occasional selections, or, if possible,
devote a whole program to them.

One can formulate a number of programs which
will be both interesting and instructive, and such a
course establishes a bond of sympathy between
teacher and pupils. If each program is prefaced by
a short talk on musical history and the lives and
works of the difierent composers, and a musical
question-box introduced now and then, it creates a
wholesome rivalry among the members of the class.

Some teachers who have to meet the conditions
usually found in the country and small town may
consider such a plan impracticable, but I know it
can be made successful. It requires tact and much
WOl‘k,_ but it pays. It introduces a social element
that is very often lacking in the lives of country
folks. 1t wins friends and means dollars in the
outcome.

_“In Bach, Beethoven and Wagner we admire prin-
c1‘p§lly the depth of the human mind; in Mozart the
divine instinct. His highest inspirations seem wun-
touched by human labor. He creates like a god—with-
out pain.”—Edvard Grieg.
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REFLECTIONS BY THE WAY.
The Ensemble.

BY FANNY EDGAR THOMAS.

THE next time you find yourself before an ensem-
ble, vocal or instrumental, use your opera-glass in
scanning the individual members, as to force, inter-
est, imagination, vitality, expressed by them. Then
try to imagine what would take place if, by any
chance, each of these members were to wake quite
up to the highest pitch of intensity of which his
nature was capable. The fact is, that these human
beings are never more than half alive, half awake,
half active, not half vibrating. Proof of this lies,
first, in the evidence of their bodies, which reflect
the condition of their mentality; secondly, in the
observable inadequacy of their response, as chorus
or as orchestra, to the exhausting activity of their
leader, and, thirdly, in the lack of real enthusing
effect upon the audience.

See the chorus, many of them standing on one
foot, shoulders, arms, faces, all expressive of the
most sublime calm, even repose, indifference not felt
always, lethargy and a general non-vibrating condi-
tion. This, while uttering the most stirring. heart-
breaking or uplifting sentiments. You may, indeed,
discover this condition in your choir while singing
“Open ye the Gates,” “Thanks be to God,” or the
“Hallelujah” chorus. Watch those closed lips, those
dead cheek lines, chin lodged upon the collar, eyes
down, that general stiff, stopped. feeble appearance
while thanking Omnipotence for the salvation of life
and nation after an extended drought and famine,
while giving Him welcome into the gates of human-
ity’s hearts, and while including in one word of
praise, all that can be expressed by human might, of
the recognition, adoration and praise of Deity. A
fly upon any one of the collars would not be dis-
turbed. The whole face, the whole body is that of
a “mask,” immovable, inexpressive, mute, dead.

Is that life? Can any human being look that way
and at the same time emit force, vitality, expression,
sentiment? The feelings of all these people, not to
speak of the voices, never pass beyond a certain
limit of “life.” This limit is far away and far down
from the line where “vibration,” physical or mental,
sets in. To produce vibration one must, of all
things, wake up. Unless vibration be produced by
performers, musical sentiment cannot possibly be
carried into the mentality of the listeners. This is
one great and leading cause of the perfunctoriness.
tedium, conservatism, lack of real enthusiasm, and
consequent incomprehensiveness of average musical
performance. And this means most of the musical
performance.

That each one should reach this condition of vital-
ity does not mean physical exertion, loud noise or
much movement necessarily, Sadness, pleading,
fear require as high a degree of intensity as triumph
or jealousy. It means that he or she shall put into
each idea presented (joy, triumph, pleading, threat),
all the mental and spiritual intensity of which he is
capable. If an idea be triumph, the reflection or
expression will then be that of immense victory: if
sadness, of profound grief; if joy, of intense and
exhilarating happiness. The effects in every case
will be what is termed “inspiring.” These varying
intensities move with and color each phrase,
strain, passage—even word—underlining, accenting,
strengthening, softening, vivifying the intelligence as
in animated and earnest discourse, and producing
like results.

“Fear of exaggeration” is cited as cause of this
great lack, by a certain class, many of whom do
not even realize just what they mean by the phrase.
There need be no fear of exaggeration ever, pro-
vided a structure be symmetrical. A dodge-and-
punch-like, unintelligent, meaningless accentuation
is to be avoided in all things—reading, speaking,
dressing, painting—all things. But, other things be-
ing equal, strong accentuation of musical expression
is not only desirable, but imperative, and for several
reasons.

In the first place, music in itself is an intangible,
refined art, naturally far out of reach and unspeak-
ing, to the average human being. In order to pro-
ject and carry its meaning to an unthinking or un-
prepared body down in the audience. the focus must,
necessarily, be strong. Next, most of the people in
the audience, even when artistic, even musical, arrive
in a concert-hall full of other thoughts, tangible
enough most of them, not necessarily vulgar or com-
mon-place, but absorbing. Few, if any, have been
prepared for the set of thoughts, sensations, feel-
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ings (as you will) which are to be presented by that
intangible, invisible, untouchable thing, music. Pro-
vided the general art structure of the conception be
symmetrical throughout, it stands to reason that the
greatest strength of appeal possible to expression is
not too much to carry the subject into the under-
standing and feeling of the people across the foot-
lights. Proof that this is almost never accomplished
lies in the evidence of the unstirred, undisturbed,
unfeeling condition of the larger part of every audi-
ence, a condition seemingly unsuspected by the aver-
age, even the super-average, performer. Audiences
have been talked into the idea that this condition is
the result of their not being “educated up,” “musi-
cal,” etc. In truth, the performers it is who are
not “musical.” With the proper presentation ninety-
nine of every hundred people wake up to and re-
spond sincerely to music.

Again, a subject, when quite new, cannot possibly
assume desirable shape and color upon first pres-
entation. Still less if that form and color be feeble
and uncertain. On the other hand, many musical
subjects have, by repetition, been brought to the
verge of uninterestedness. It requires a smart whip
to lift them back into their rightful possession of
head and heart.

But further, Americans, of all people, have little
need to fear “overdoing” in the matter of emotion.
This for reasons. The least they can do is to do
the very most they can. They are not alone in
this. A sensitive one, in speaking of the singing
of “Comfort Ye My People,” by a “well-known
artist,” referred to the “aluminum efforts” of that
“boudoir tenorette” to pour comfort into the mass
of souls before him. This suggests what is meant.

The above does not mean to bear only upon the
“expression” of the average chorus. The same ex-
actly is true at all points of the average orchestra.
Watch the next one before which you sit. Do the
members suggest earnestness, fullness of subject, or
that condition expressed by a celebrated orator, as
though “the heavens must fall” unless that of which
his mind is bursting be “sent forth and carried into
the minds of those below?”

Do not the members look anything but enthused?
Do they not, when not actually playing, scan the
audience complacently, gaze into the ceiling or upon
the floor, feet swinging, chairs tipped back even,
because it is not ‘“their turn?”’ Do they not leer
between themselves during performance, chat and
make jokes when “out of it,” as they call passing
through silent passages of thought? Do they not
lie back against the backs of their chairs when play-
ing, “sawing away for dear life,” as some one ex-
presses it? Could any one ever have invented such
a phrase while under the influence of a “force”
exerted by the player? Does not every separate
musician have something to say, in the story, even
when silent?

Almost without exception all musical performance,
vocal and instrumental, is but half said, half done.
Indeed, the same is true of the same proportion of
solo performance. There is no response in the
audience because there is no vibration in the per-
fc.)rmers. There is no life, no conveyance of impres-
sion, no impression. People admire, are gratified,
interested for one cause or another. They are never
—scarcely ever—stirred. They are not made to
thrill to the subject presented, as all musical subject
worth the name is capable of thrilling, ninety-nine
out of one hundred people. It is wrong to put the
b.lame upon the audience. It is the performers nine
times out of ten who are to blame. Proof of this
is the different effect of the same music upon the
same audiences presented by different performers.

SUGGESTIONS FOR A MORE ACCURATE
MUSICAL NOMENCLATURE.

BY W. B. KINNEAR.

AT Los Angeles the N. E. A. music section
adopted this report of terminology committee:

“We believe in bringing about a better understand-
ing and teaching of existing terms rather than the
invention of new ones. In other words, terminology
reform rather than terminology revolution.

“1. Tone as a distinctive term for musical effects
is better than sound. For instance: ‘Sing the third
tone of the scale,” rather than ‘sound of the scale.’

“2, Tone as distinguished from note. For in-
stance: ‘The high tones of the violin were both
strong and pure,” rather than ‘notes of the violin.’
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“3. Tone as distinguished from interval. For in-
stance: ‘Sing the fifth tone of the major scale,’
rather than ‘interval of the major scale.

“4. Bar, a visible symbol as distinguished from
measure. For instance: ‘I heard only the last few
measures of the symphony,” rather than ‘bars of the
symphony.’

“s. Scale as distinguished from key. For instance:
‘America is written in the key of G,” rather than
‘scale of G.’

“6. A sharp or a flat does not raise or lower: 1.
A given note. 2. A given tone. 3. A given pitch.
4. A given staff degree. The following statements,
therefore, are all incorrect: 1. The fourth quarter
note is raised by the accidental sharp. 2. The third
tone of the major scale is lowered by a flat. 3. The
pitch F is raised by a sharp in the key of G. 4. The
third line is lowered by a flat in the signature of
the key of F.

“7. There is no pitch named ‘B natural’ [This
means that the word ‘natural’ is superfluous as part
of any pitch name.]

“8. Any and all of the following: Tone, semi-
tone, whole-tone, half-tone, are incorrectly used as
terms of [interval] measurement.

“9. The chromatic scale is a progression upward
or downward from a given tone to its octave by
half-steps. Step and half-step aré legitimate terms
of measurement.

“10. Chromatic is always a term of ear. The char-
acters, the sharp, the flat, the natural, etc.. when
used away from the signature, are not properly
called ‘chromatics.’

“11. The following are words of opposite mean-
ings: By rote, by note. By syllables, by words.
Do not talk of having an exercise sung by note if
you desire the pupils to sing the sol-fa syllables. All
singing is by note in which the pupil is guided in his
efforts of the eye. All singing is by rote in which
the ear is the sole reliance of the learner.

“12. The unaccompanied chorus ended a half-step
flat, rather than a ‘half-tone flat”” Agreement was

* reached upon every point, and all except Nos. 3 and

12 received the unanimous approval of the section.

It is not a question of what pupils can be taught
to understand by any given term or form of state-
ment. We all know what is commonly understood
by “semi-tone” or “half-tone,” though in all the cen-
turies of music past there never was, and in all the
ages of music to come there never can be such a
thing as a semi-tone, a half-tone. It is a physical
impossibility, a confusion of ideas, a fictitious name
applied to a patent fact. These and other objection-
able terms became a part of musical nomenclature
because musicians have ever been more interested in
music itself than in its theory and terminology.
They retain their place partly because of a conserva-
tive attitude toward change in existing conditions,
partly because it is much more difficult to formulate
statements or select terms that will square with the
facts than to copy accepted bits of fiction.

In one of the very latest publications—a harmony
book, issued during the present month, December,
1907, the author, a teacher in an important univer-
sity position, has taken advanced ground regarding
the obsolescent figured bass system, but has not
dared, or did not care, to go a step further and in-
clude amended terminology, merely accepting terms
“in common use by the great majority of writers.”
Such things retard our cause.

It is difficult by mere oral teaching, however true,
to offset the error of the printed page. Penciling
corrections in current texts would involve labor, but
might be justified by results. Something of this kind
may be necessary for a time until there can be de-
veloped a race of teachers who, themselves care-
fully taught. shall write with more care the things
they prepare for the instruction of others.

Next to the habit of mental application the next
best thing a teacher can do for his students is to
implant germs of ideals. All art life is a working up
to ideals. Before one can make progress he must have
a point at which to aim. That is, for the time being,
his ideal. Pupils begin their study without objective
points clearly defined in their minds. Insinunate these
into the student’s thought, inoculate him with the
virus of discontent with his present standing and the
dynamic force is provided for growth and development.
—W. F. Gates.
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THE PRACTICE PROBLEM.

BY PERLEE V, JERVIS.

AMoNG the many problems that present themselves
to the teacher for solution, perhaps no one is more
perplexing than the question of what to do with
the pupil who can practice but an hour a day; how
shall the time be divided so that satisfactory prog-
ress may be made? What technical work should
be given? What piece study?

The problem will be greatly simplified if it is
borne in mind:

1. That we must choose between making our
pupils good exercise or good piece players; we can
seldom do both.

2. That the object of music study is, or should be,

the study of music. !

3. That it is not so much what we do as it is
how we do it.

4. That the factors in the solution of any tech-
nical problem are usually twenty-five per cent. know-
ing how, fifty per cent. concentrated thqught, and
twenty-five per cent. actual keyboard practice.

5. That intensity of interest is necessary to the
production of large results.

That the objett of music study should be the
study of music seems often to be overlook_ed; the
writer has had not a few pupils come to him who
had been kept on exercises a whole year with not
a single piece to vary the monotony of the daily
grind. One pupil had worked thus for two years,
and, strange to relate, had no technic!

Believing, as he does, that the proper study of
music should be through music, the writer also be-
lieves that the major portion of the practice hour
should be devoted to piece study. In order to
utilize the short practice period to the greatest ad-
vantage, the pupil must be made to undel:stand thor-
oughly that it is not so much a question of how
much she does, as the way in which it is done, that
counts; the cumulative effect of even ten or fifteen
minutes’ daily technical work carefully chosen and
properly done is not always realized by the inex-
perienced teacher.

A Valuable Exercise.

The writer has examined and tried many exercises,
but has never found any so far-reaching and cumu-
lative in its effect as the Mason two-finger exercise;
for accomplishing great results with the least ex-
penditure of time, he has never found its equal; a
sequence can be played in from five to seven minutes,
and the exercise can be treated so exhaustively that
a new form can be given at every lesson, if the
teacher so desires, by thus forcing the pupil to keep
the mind on the alert. Routine thinking is thus
avoided, a point to be strongly emphasized. The
Mason exercise must not be practiced in a listless,
haphazard fashion, but with the mind concentrat'ed
on the work in hand, and the ear co-operating with
the mind in the effort to produce a tone of the most
musical quality.

The two-finger exercises should be given one at
a time, each should be perfectly played before tak-
ing up the next; this may take anywhere from five
to ten lessons. After these exercises are well under
way, the scale should be taken up, the canon forms
being introduced at an early stage; these, with the
accent and velocity forms, can be played in ten
minutes (after they are thoroughly learned), and
should, like the exercises, be given a step at a time.

After the scale is well in hand the arpeggio may
be introduced, and thereafter alternated with the
scale—the arpeggio being practiced one week, the
scale the next. Pedal study and chord playing may
be assigned a few minutes each day till the pupil is
familiar with chord touches and can pedal skilfully,
when these exercises may be discontinued, as the
same practice can be had in the pieces studied.

Piano technic is largely a thorough understanding
of a few important principles, the practical applica-
tion of which materially shortens the time actually
required to overcome many keyboard difficulties.
An elucidation of these principles would require
more space than the limits of this article will allow,
suffice it to say that they constitute the knowing how
spoken of above.

Intense Interest Imperative.

As said before, intensity of interest is necessary
to the production of great results, this interest can
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often be aroused through the appeal which a beauti-
ful composition makes to the pupil, rarely or never
by means of any technical work.

yShakespeare, in “The Taming of the Shrew,”
makes Tranio say: 4

“No profit grows where is no pleasure ta'en. In
brief, sir, study what you most affect.”

A psychological truth which the ‘Feacher shpuld
always bear in mind. We study with enthusiasm
what intensely interests us; how can we'expect our
pupils to do otherwise? Hence, the writer seld-om
gives a pupil a piece that the pllpll' does not ll.ke.
From his carefully graded repertoire of: teaching
pieces a number are selected which eml?ody the
technical or musical principle which he wishes th.e
pupil to study. These are played to her and she is
allowed to choose the one which, by its beauty, most
appeals to her. The pupil’s interest having thus
been excited, she will in most cases cheerfully put
upon the composition an amount of hard work that
it would have been impossible to secure by means
of a piece forced upon her by the teacher, and this
will be interested work—a vital point.

In addition to interested enthusiastic work, we
must have practice free from mistakes, also a high
degree of mental concentration. How these can be
secured was described by the writer in the January
Ertupe; the piece chosen may be studied as there
suggested, and after it has been learned through
from the music, ten minutes a day may be devoted
to memorizing it.

Memorizing.

The following is an excellent method of memoriz-
ing: Take a few notes of the right-hand part, name
them aloud, then, with the eyes closed, play them,
naming each one before playing, and at the same
time visualizing mentally each key played, just as
if the eyes were open and looking at the keyboard;
play these notes a number of times in the same
manner, then add to them a few more till a phrase
has been learned, after which the entire phrase is
to be thought, visualized and played many times
over. Memorize the left-hand part in the same way,
then think and play hands together; continue thus
to the end of the piece.

The advantages which accrue from this method of
study are a power of concentration which enables
one to learn rapidly; a command of the keyboard
which ensures great accuracy and freedom, and is
a material aid in sight reading, and a facility in
thinking tones in groups, which is one of the condi-
tions of fast playing.

The division of the practice hour now stands:
two-finger exercise, five to seven minutes; scale or
arpeggio, ten minutes; other work, five minutes;
new piece, thirty minutes; memorizing, ten mniutes.

It may be objected that the teacher cannot make a
pupil work as thus outlined with only an hour's
daily practice, to which it may be replied, that if he
does not possess the faculty of inspiring the pupil
to do one hour of intense, concentrated work, he
certainly will be no more successful with a pupil
who has four hours at his disposal.

LEOPOLD GODOWSKY ON “NATURAL
TECHNIC.”

BY W.. ¥,

FEW persons can listen to a performer of abnormal
gifts and phenomenal attainments interpreting the
classical works of the great masters and the show
pieces of the virtuoso music-makers with that per-
fection of detail which defies all adverse criticism,
however well informed it may be, without inquiring
by what means it has been accomplished. What is
commonly known as technical development has, of
late years, engrossed the attention of many piano-
forte students to the exclusion of almost all else,
and become little less than a craze with them. They
will work for many hours a day at mechanical exer-
cises for the fingers and hand, only to find next
morning there has been a considerable leakage of the
previous evening’s accumulation of temporary facil-
ity. Many persons even to this day fancy that it is
the outward formation and dimensions of the hand
that are productive of good results only, but those
are sadly mistaken who think these factors alone are
the cause of excellence in keyboard facility. The
hands may be of perfect shape and dimensions for
playing the pianoforte, but incapable of much agility
notwithstanding.

Mental Practice.

The great source of motive.l_power is the general
muscular system, and it is manifest that all the great
virtuoso pianists of the past and present were and
are abnormally endowed in their muscular system;

and their relative endowments are the measure of .

their respective attainments, rather than their hours
of labor and the size of their hands. There can be
little doubt that both Liszt and Thalberg, especially
the latter, were naturally highly endowed in their
muscular system. It was known that Anton Rubin-
stein was so, for had it been otherwise with him he
could not have played as he did in 1886, when he
gave his famous series of historical recitals, at up-
wards of sixty years of age, under the conditions that
had preceded his playing; a long lapse from practice,
owing to his devoting himself to composition. And
even while here in the midst of his stupendous task
an intimate friend of Rubinstein, who saw him fre-
quently while in London for these recitals, told me
that he scarcely touched the piano for the purposé of
practice—he relied upon mental rather than physical
exercise, save with such items as were less familiar
to him than the rest. And surely both Mendelssohn
and Sterndale Bennett were by nature amply en-
dowed too, for it is well-known that neither of these
men did anything like an average amount of work at
the keyboard; yet both were fine pianists, if critical
opinion of their day be trustworthy.

Early Technical Development.

In this connection Mr. Leopold Godowsky has to
say: “My mechanism is entirely natural. I have
never played a ‘mechanical’ exercise in my life; I
have practiced solely at my repertory pieces.” He
further assured me that he had quite as much
mechanism at the age of 13 to 14 as he now has, and
that he played Chopin’s E minor Piano Concerto
with as much mechanical ease and certainty then as
now. But he did not say that he played it as well
musically, of course. Those who have not heard Mr.
Godowsky play can scarcely conceive with what ease
he covers passages of the greatest difficulty, never
deviating from the highest perfection of detail as he
proceeds.
whether or not every note is audible, etc. As Mr.
Godowsky was seated at the keyboard of a small
grand piano, and I at the treble end of it, during our
chat of more than an hour’s duration, I had ample
opportunity for close examination of his hands and
the ease with which he glides over stupendous diffi-
culties, as he illustrated at the keyboard any point
we were discussing, and he played to me several
times in this way. In short, Mr. Godowsky’s muscu-
lar system seems of infinite elasticity, power, and
capacity; he is ideally endowed by nature with all the
essentials of a great pianist and artist. I asked Mr.
Godowsky something about the extent of his reper-
tory—if he played the harpsichord suites, etc., of the
old masters, the 48 preludes and fugues of Bach, the

sonatas of Mozart and Beethoven, the works of -

Schubert, Mendelssohn, Schumann, Chopin, Brahms,
the Russian composers, Liszt, etc., as a whole from
memory, and he very modestly answered, “Oh, yes,
of course,” as though that went without saying.

Saint-Saéns’s Technic also Natural.

But our discussion of music was by no means con-
fined to pianoforte items; we talked of the great
symphonic works, operas, and chamber music in
general, and with these I found Mr. Godowsky very
intimately acquainted. He is evidently a deep
thinker, and all that he does is the result of serious
thought. In speaking of Rubinstein, Mr. Godowsky
informed me that he had neither seen nor heard him!
In the course of our conversation I incidentally
spoke of Saint-Saéns’s most recent visit to England
and of his very remarkable playing on that occasion,
irrespective of his more than 70 years, thinking Mr.
Godowsky would be interested in his old master’s
doings. Reverting to the playing of Saint-Saéns 30
years ago, to his marvellous facility and beautiful
touch, in spite of his large engagement in composi=
tion, Mr. Godowsky informed me that the distin-
guished Frenchman’s technique, like his own, is en-
tgrely natural, which alone accounts for its preserva-
tion. Mr. Leopold Godowsky is one of naturf?’S
rarest products—a born pianist, highly endowed with
muscle, brain, memory, and a fine musical instinct—
a peffect coalition of talents, in addition to a diligent
application.—London Musical World.

The listener is never in doubt as tO&
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ON RETAINING THE LOYALTY OF OLD
PUPILS.

BY HELENA MAGUIRE.

ONCE upon a time there dwelt within a certain
city two Wise Men. One said, “I shall give of my
wisdom only to those who are to travel far, that
my name may be carried forth to all men, and that,
returning full of gifts, these whom I have taught
may reward me, and [ shall be rich and honored in
the land.” And this he did, and those he taught went
forth, and some fell by the wayside and were never
heard of more. And others found without the gates
a greater master, and, forgetful of the first sat them
down at this one’s feet, until, hearing of a greater
still, they rose and journeyed forth again. And others
there were, who went forth proclaiming their wisdom
as theirs alone, and asking glory for ®o one but
themselves alone. And so the wisdom which he
sent forth was as the dust that is swept without the
city gates, and joins the sands of the desert, and he
died, poor and alone.

But the other Wise Man said, “I shall give of my
wisdom to all who ask, and if, when I am old;. I
have the loyalty of those whom I have taught, then
will I be rich enough.” So he gave each day, to
those who dwelt beside him, to the poor, to those
who toiled in the streets, and strangers coming
marveled at the wisdom of those who lived in this
city, and asked, “whence comes such wisdom?” And
they pointed across to the acacia tree where the
Wise Man sat, and said, “He taught us and teaches
our children.” And the strangers going forth told
of the city where wisdom walked the streets, and
spoke from the mouths of the poor, and others
coming, sat them down to learn, and many offered
him rich gifts, and his fame was great. And at the
end he said, “Behold I desired only the loyalty of
those I taught, and all these things have been added
unto me.”

And the parable is being lived out to-day in the
music-world, and the teachers who are teaching for
fame, money or position, who are “self-seekers,”
are making of their pupils just what they are them-
selves, self-seekers, who will leave these teachers
either disgusted or discouraged, or else to go to
another teacher, or, believing that they have
“squeezed the teacher dry,” will go forth to “blow
their own horns,” desirous of giving honor to no one
but themselves alone.

Money and Fame vs. Service.

I do not mean that a music teacher should not
have money, fame and position. I wish every
teacher as much of these as he can carry, although
I do not consider any of them necessary, or all of

- them together worth the loyalty of one pupil. What

I do mean is that a teacher who works with his eye
always on the rewards is more apt to see them vanish
than come his way. On the other hand, a teacher
who works unselfishly, for the good of his pupils is
sure to “have these things added unto him.”

I have seen many pictures of sweet old musicians
eating their scanty loaf on a box in a garret, and
have read many sad stories of the wretched death
which ended a life of unappreciated musical virtue,
which used to make me cry and say, “that is the
way it will be with me.” But the truth is that I
have never known it to happen in real life, in real
American life 1 mean, that a teacher who did his
whole duty by his pupils, and worked with God
upon his side, ever had to suffer real poverty in
his old age. It is more natural for pupils to be
loyal than disloyal, grateful than ungrateful. We
cannot keep a pupil always, but we can keep his love
and respect. The people of America are willing
to pay for a good thing (the history of the Pure
Food Laws is good reading for teachers) and if
what we offer is good then the rewards will come,
and having earned them honestly, we have a perfect
right to accept them with a sober gratitude.

Of all the reasons there are for a man being a
music teacher, three occur to me, any one of which
is sufficient to insure and to retain the loyalty of
pupils.

The first is, to teach for the love of teaching; the
second, for intellectual motives, and the third for
ethical reasons. As to the first, those who teach
for the pleasure of teaching may be called “born
teachers.” They would teach anyway. They are
only happy when teaching something to somebody,
and they become music-teachers because, added to
their love for teaching is a love for music strong
enough to draw them into the profession. Such a
teacher brings a great big fund of never-failing
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natural joy to his work. He gives a savor of his
own to the plain and often acrid fare of the teaching
life, which seasons and makes it so truly palatable
to himself that he can honestly say that that which
has proven so tasteless and even bitter to many,
is truly a pleasure to himself. And this joy which
the teacher feels in his work is contagious. The
pupil “catches it.” It gives to the pupil’s work as
well a zest which carries him forward over the dry,
hard places, and makes him wish to “spread” the
pleasure he is having in his music. It makes it pos-
sible for a teacher to be able to say heartily at the
end of a lesson, “There! You have studied that in
such a way as to have given me pleasure, you have
for yourself the pleasure that is always the result
of work well done, and you are going to give any
number of people pleasure when you play this be-
cause you play it well.” That is the sort of teacher
who sends his pupil forth strong for greater effort,
and eager to “pass along” the joy that he feels in
his music-study. Such a teacher is laying up for
himself r'ch treasures of loyalty in the hearts of his
pupils every day, and he will not die poor and
alone.

Secondly, the man who becomes a music teacher
for intellectual motives is a man who has a talent
for music plus a passion for “seeing clear,” and is
willing to help others see clearly also. He is a man
whose desire to arrive at a critical sense of what
is good in music, and whose refusal to remain at
the merey of theorists has led him through deep
study and earnest thought to a large and wide view
of the entire history, the great personalities, and
the progress and development of the art of music.
He is constantly striving toward a fuller sense of
right values and just proportions. He is honestly
desirous of teaching “the Truth” as he knows it,
and his perfect sincerity and singleness of purpose
make it possible for him to accomplish great re-
sults. With him his pupils are apt to be a “survival
of the fittest,” but those pupils who can meet his
sincerity with an equal sincerity of purpose find
themselves, at every lesson, present at a musical

feast, where they may drink deep of knowledge, and

where every problem is set forth with a clearness
and lucidity which is a delight to an intelligent pupil.
Such a teacher will never lack the loyalty of his
pupils. The most sincere wish which his pupils
will have for all those to whom they desire good
will be that these, too, may study with their master.

The Teacher With a Purpose.

The last, the ethical reason, will seem to some
an odd reason for teaching music, but to me it is
the best reason of all. By this I do not mean the
man or woman who enjoys teaching because it is
such an excellent chance to preach. 1 never could
bear a teacher who was always “pointing a great
moral lesson,” who swam in proverbs, and revelled
in “improving conversation.” Not that kind at all.
I mean a teacher who knows music in such a way,
and who knows so much more of life than the
musical side, that studying with him is going to be
a good and beautiful thing for every pupil who goes
to him. Whose strength is in his example, in his
personality, in the use that the force and purity of
his own mind enable him to make of music as his
medium in teaching beauty and symmetry, order
and symbolism. Who else is there that has such a
chance to influence the young for good as the private
teacher?

I have heard teachers of music say that they could
not exert as much influence over their pupils as
could the school teacher, because they only had them
for one hour each week. But think! For that one
hour we have the pupil all to ourselves, all alone,
with nothing to prevent the most intimate inter-
course. What school teacher, or church teacher
either, for that matter, has this opportunity? And
as the woman said, speaking of mission services,
“I have my doubts of people being inspired in rows!”
This is what is attempted in the churches and the
schools. The clergy and the teachers must toss
their inspirational efforts to “rows” of young people,
and pray that some of it “may fall on good soil.”
But the music teacher has the young person all to
himself, week after week, and under his hands one
of the most beautiful of the arts. Any sincere
teacher may, indeed does, belong to what Benson
calls, “the natural priesthood,” in which, however,
he declares that “there is no room for him in whom
there lingers any taint of the temptation to work
for his own ends, or to exalt himself by trading on
the credulity of humanity.” Such a teacher must
have a sense of the poetry, and romance and beauty
in the lives of the young people to come to study
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with him. He must stand ready to be a friend to
the dull, the commonplace, yes even the unpleasing
ones who come, for these, like the poor, we have
always with us. And he must be able to show to
every one of these the beauty and the good that
there is in every thought and every act that is per-
formed with a right intention.

Something More Than Music.

This is all very unworldly I know, but it is of that
which has flourished ever since the Resurrection,
and is more common than we are apt to admit. I
myself have studied with just such men and women,
from whom I learned better things even than the
music which was our subject, things which have
made my pupils, on marrying, promise to put their
babies on my waiting list, and my other girls, who
have become teachers, to promise their pupils that,
if they practice well, some day they may go to their
“musical grandmother” for lessons, and I do not
worry about dying like the people in the books
any more.

We cannot keep our pupils always, but we can
keep their loyalty, if we are worthy. The loyalty
of an “old” pupil is worth a dozen; indeed (this
for the benefit of the “canny ones”), it often brings
a dozen new pupils. A teacher’s reputation rests
on the tongues of those who have studied with him,
and it is according to our reputations that we wax
fat or lean, I know that never was a general state-
ment made that did not cover a number of exceptions
as well as a truth, but the truth remains neverthe-
less, and all the exceptions in the world cannot
change this truth, that the sincere, unselfish teacher
is a richer man than he who works for the rewards.

THE RISE OF THE VIRTUOSO.

BY D. C. PARKER,

VioLiN virtuosity saw its culminating point in
Paganini, who astounded Europe by performing on
one string what in former times few would have
accomplished on four. Equally interesting is the
development of the keyboard instruments. It is a
far journey from the faint tinkling of the early harp-
sichord to the round full tone of the modern piano-
forte; and every period of change has been punct-
uated by a recurrence of mere virtuosity. We find
that this eventually affected compositions themselves
and that roulades and trills were introduced into
every bar, and so the written composition was but
a mere skeleton. It is impossible to say how long
this custom might have existed had not Rossini—
whom one does not usually regard as a reformer
in things musical—set a good example in “Elisa-
betta” by writing down the trills and other orna-
ments in the airs which he intended should be sung.
Such a change could only be for the better, as the
music was no longer at the mercy of the momentary
caprices of the vocalists.

Voltaire on the Virtuoso Evil.

It was during the golden days of the virtuoso that
many novelists and literary men of all kinds had
their fling at the artificiality of the music. We re-
member the characteristic remark of Thackeray in
“Vanity Fair” about what he calls (I think) Donizet-
tian rubbish. Equally instructive are the views of
Voltaire, as exhibited towards the end of “Candide.”
Here he talks of bad tragedies put to music and he
makes sarcastic reference to it having become the
art of doing difficult feats. Nor is the unreality of
the operas of the time allowed to escape notice.
Voltaire mentions songs introduced in the most awk-
ward way to show off the voice of an actress. With
regret it must be confessed that there was some
reason for the introduction of those remarks and
Voltaire probably regarded it as his duty to speak
of them.

It is to be hoped that we have left behind such
foolishness for all time. In very recent years we
have witnessed the rise of a new virtuoso, which
event should be productive of the best results—the
orchestral conductor. This position, which came
from obscurity, is now one of vast importance; and
only those who know how a magnetic and fascina-
ting personality can affect the personnel of an
orchestra can understand the immense influence that
a conductor has over his men. The conductor’s
function is the reproduction of works and he is
therefore only a medium. That he must in many
cases be given the credit for the great excellence
and efficiency of not a few modern orchestras is in
itself a proof that he has used his powers to noble
ends.
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Letters From

Our Readers

READING WITHOUT INSTRUCTION.
To the Editor of THE ETUDE:

My little girl has taken THE ETUDE regularly for
some time, and it has helped her in her studies.

At first I thought it was a bad thing for her to
try to pick up the little pieces, but I soon found that
the teacher was surprise at the manner in which
she was gaining in sight-reading. I said nothing,
but I insisted that she should practice the full length
of time upon the lesson that the teacher allotted.
I then told her that if she wanted to play any of
Tue ETUDE pieces she might do so, providing she
would hold her fingers in just the way the teacher
told her, and count exactly as the teacher had di-
rected. I had great fun watching her take up one
piece, toy with it awhile like a kitten with a pretty
ball, and then discard it. This went on for weeks,
and I used to wonder and wonder whether I was do-
ing the right thing. I knew that if I were to tell her
teacher she would put her foot down upon this
promiscuous practice at once. But I reasoned that
her case was a peculiar one. I fancied that she was
like a little honey bee in a garden in full bloom,
flying from blossom to blossom, and taking the
honey from one and then another flower.

One day I heard her take up a piece and work for
some time at it. The next day she did the same
thing, and continued to do so for some time. One
day when she was practicing in the back parlor, her
teacher called, and, hearing the playing, said: “Have
you some guests to-day? Who is playing?” I went
to the portieres and pushed them back. The teacher
was almost breathless with astonishment. My
daughter was playing a piece by Grieg. The teacher
can never get over it. Every time she sees the child
she says: “To think that I was keeping her on those
simple little exercises when she had taught herself
to play that Grieg piece!”

I often think it over now, and it seems to me that
what a child is permitted and encouraged to do
is far more valuable than what a child is urged or
forced to do.

(Mgs.) W. G. BILLINGSLEY.

TEACHING “EXPRESSION.”
To the Editor of TuE ETUDE:

So much is said concerning expression in piano-
forte playing and yet how very indefinite is the
method which different teachers use in teaching it or
avoid teaching it as is often the case.

One teacher will tell his pupils of the tremendous
importance of expression and how his music is al-
ways so well appreciated on account of his ability to
put expression into it, never giving any practical
ideas to his pupils as to the means of acquiring this
power,

He always speaks of expression as though it is
something apart from the music itself; something to
be learned separately. Many of his pupils are won-
dering when they will be far enough advanced to
begin learning this wonderful art. Other teachers
talk a great deal about expression without any regard
to what the composer says on the subject, often
changing even the rhythm and the phrasing, saying
that “everyone must express himself in his own
way;” which is perhaps a wise saying within certain
bounds. But “in his own way” often means nothing
but a sentimental rattling of chords with an occa-
sional spasmodic jerk followed by absurdly exag-
gerated ritards and he instills “his way” into his
pupils until it is their way.

Another teacher will explain the meaning of all the
musical terms, never once requiring the pupil to ap-
ply them to the selection being studied. I recall a
common fault which might be amusing if it did not
happen so frequently as to seem very serious. A
pupil came to me, having previously studied music
four years. She had among her first studies a theme
with variations. The theme was played exceedingly
fast, the more difficult variations very slowly. In
fact some of them so slowly that the theme would
have been almost too disconnected for the ordinary
ear to hear, had it been played with proper accent.

When asked to pick out the principal melody notes
in one of the variations she looked at me in astonish-
ment, and asked how she could when she didn’t even
know the tune yet. Each tone of the melody was
very plainly marked, and she had the theme was very
evidently indicated.

Many pupils have at their tongues’ end a good
definition for almost all of the musical terms which
are frequently used, and yet are unable to play
a simple piece of music using these terms in a
practical manner. The common effort of many stu-
dents seems to be to play everything through as fast
as possible, whether the notes have two beats each
or are six to a beat, sometimes disguising well-
known pieces so that they are scarcely recognizable.
The pupil should be taught the rhythmic accents
of each study as he begins work upon it, and not
only be able to tell the meaning of musical terms
but should be able to use them as the composer in-
dicates.

Epite E. EDWARDS.

THE REAL AND THE IDEAL.
To the Editor of ToE ETUDE:

Several recent articles in THE ETUuDE have re-
minded me of the ardor with which I commenced
teaching. To me every pupil was a sacred chalice
to be filled with the radiant truths of art. I never
once doubted my ability to make them glow like tha
Grail. For a year I poured and poured. I was fresh
from Europe, steeped in the tradition -of the classic
school. Had I not studied three years with B. and
attended six cycles of Joachim Quartette Abende,
and could I not play my Bach and Beethoven any-
where, at any time with hands separately and hands
together?

That I had pupils from the first was natural, I
had “studied in Europe”—that was sufficient. I was
very exact and very “grundlich,” and taught Bach
with great feeling and conviction. But there was
Jane, who hated Bach no matter how often I told
her of the wonderful German children who played
Bach, and hummed Beethoven, and Edith, who prac-
ticed faithfully, net because she liked Bach, but to
please me, and Mary who was perfectly unscrupu-
lous and never touched it, and the more I related
the wonders of musical Germany the more she
glowered. “Well,” T said, firm'y, “you must play
Bach whether you like it, or understand it, or think
it pretty or ugly or anything!” 1 was trembling
with excitement. “The Germans play Bach, and
you'll have to!”

After the lesson I rushed in tears into my mother’s
room. “Well, dearie, why not give them something
they do like, something pretty?”

“Oh!” I wailed, “you don’t understand, it would
be coming down, and what would B. say?”

“As you are some three thousand miles from
Berlin it is not likely that he will find it out.”

It sounded flippant. “I can’t, I can’t,” I cried, and
rushed out of the room,

My gods of music were rocking off their pedestals,
I alone “understood ” and with stubborn determina-
tion, born of three years’ German drill, I held them
in their place for a year, a long, dreary, doleful year,
and not until my chalices had turned to leaking
tin cups, and my cast iron gods to clay, did T awaken
to find myself an American, anchored in a new world.

Jo. SurpLEY WaTson.

PRACTICAL PUPILS’ RECITALS.
To the Editor of THE ETUDE:

Last year I tried a new plan which was quite suc-
cessful. I found that on giving one recital in which
all my pupils took part it was too lengthy and tire-
some for both pupils and auditors. Many pupils can-
not do themselves justice in playing once. If they
play several numbers on the programme, they get
over the fear that comes to many. Instead of having
one recital I had six parlor recitals, having six or
seven take part in each. Two of these pupils would
do most of the playing, and it was their recital as-
sisted by four or five others as the case might be. They

enjoyed it much better and worked much harder than
they would have done otherwise. Having two pianos
there was a good chance for variety, so it did not
seem monotonous. In the case of one boy, when
I said, “C—, I wish you to play in a recital this
spring,” he said, “Me? well I guess not!”and when I
told him it was to be his and P—'s recital, to be as-
sisted by so many others, you should have seen how
his countenance changed. That sounded very differ-
ent. He thought he was to be somebody after all,

and was very willing to play at his own recital.
D. H. W.

MUSICAL TESTS.
To the Editor of THE ETUDE:

I am sending you two ideas that I have found to
be of practical value in my work as a teacher and I
trust that the ETuDpE readers will also find them
novel and useful. Sometimes it is interesting to
younger pupils to give them a little musical test. In
doing this I have ten questions ready prepared be-
fore the lesson, with blank spaces for answers—to
which I give ten minutes or so of the lesson hour
occasionally. The questions are necessarily short
and quickly answered—such as meanings of different
expression marks, rests, any new word that has
lately appeared in a piece, etc., etc. It takes but a
minute or two to read the answers and mark them—
on the scale of 100. If there are one or two wrong
answers they are corrected at the time and make
quite a lasting impression—by contrast. I find the
children enjoy this. It stimulates them to notice and
remember little points in the lesson. They are al-
ways very much pleased and proud to carry home
now and then a test paper marked 100.

With little players sometimes in trying a new
piece I play one part—say the left hand—the pupil
using the right hand. We do this several times in
this way, then change about, the pupil taking the left
hand and I the right—meantime observing carefully
all marks of expression, etc. Next the pupil uses
both hands, and it is surprising sometimes to see
how well he has caught the spirit and character of
the piece. This often makes an onerous process
more interesting.

LeiLa M. CHURCH.

STIMULATING THE PUPIL’S AMBITION.

BY MADAME A. PUPIN.
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THE enthusiastic teacher often finds her best
efforts opposed or resisted by invisible, intangible
obstacles. Where she expected progress she meets
only inertia. Where she had hoped to lead her
pupils on to success she finds but a languid interest
in success. She wonders what can be the cause of
this indifference. Most of her pupils have talent,
even if only latent; all have good pianos and their
parents are able and willing to pay for the best
teaching; yet she feels that her pupils’ practice is
but perfunctory at the best.

Elbert Hubbard says, “The more the parent does
for the child, the less the child will do for himself.”

Here is the secret. Parents nowadays make life
too easy for the child. What he wants he gets for
the askiqg; he is compelled to make neither effort
nor sacrifice. Naturally, when he has secured the
object of his desires, he fails to appreciate it. But
one who has been compelled to effort, who has

‘struggled against obstacles and discouragements and

won, has paid the price and values what he has
gained.

The teacher’s greatest need then is some way to
stimulate the ambitious desires of the pupil, some-
thing that will make the pupil, of her own self,
earnestly desire to excel. There are three ways to
brm_g this about, and all must be practiced.

First—Emulation is a good incentive to effort.
The best way to promote emulation is by fortnightly
or monthly reunions of all the pupils and having
them. play their pieces before each other. These
reunions should be made so interesting and at-
tractive that no pupil would want to miss one of
them. Above all, prizes should be offered. One
of the best prizes is a neatly framed portrait of
some composer. The teacher should read a short
skgtch _of his life, embracing the most important
points in his career. She should ask the pupils to
write, in two hundred words or less, what they
remember of this reading. The best sketch handed

~in_before the next reunion to be entitled to the

prize.

THE RECITAL PROGRAM.

BY J. SHIPLEY WATSON.

In music circles, “going into a country place” is
almost synonymous with “going to vegetate,” and a
teacher who does not nip this prejudice in the bud
will run to seed fast enough. We can get much
out of life, even in a village, and it is somewhat of
a consolation to know that some of our city con-
freres do not keep clear of a tread mill grind any
more successfully than we do. When we go into
a small town to locate we must not leave the best
part of ourselves behind in the city, our enthusiasm,
ambition, ideals, and desires for “something big,”
The village does not bar us from a place of au-
thority in the music world if we are not too lazy
or too blasé to work. Remember that we, the ear-
nest teachers, are the real substance of the musical
profession and that our reputation will be in pro-
portion to our zeal and sincerity.

The recital program is a suitable place to show
our personality; though the small town’s teacher
does not have the excitement of attracting the at-
tention of a large and educated mass, the influence
of his programs is far greater than he supposes.
Through them he extends the boundaries of his little
world, and when it leaves his domain it should carry
with it a subtle far-reaching suggestion of what he
is himself. It costs no more to play an interesting
recital than a dull one. Making up a program is
much like drawing up plans for a house or laying
out a garden. We have a quantity of material
in the rough, the question is what to choose and
how to use it to the best advantage. A glance at
a recital program gives a pretty clear idea of a teach-
er’s aim, if he has one. If he loves display he be-
trays it, if he likes tic-tac-toeing kind of pieces we
know it and we are perfectly aware when he piles
up too much seriousness.

There are certain architectural features to be
considered, in a way our programs stand for us;
skill in arrangement comes from practice and pro-
gram building is a thing that every teacher should
practice, no matter how limited his work. In form-
ing programs, music must be considered in its
broad sense, as literature, and our first thought must
be to play the best always. Do not begin by
playing down to your audience. The country
teacher is somewhat of an autocrat, he knows he
is the only person in town who “understands music,”
so he plays at and talks at his audience instead of
pulling it over to him strategically.

Make your programs short, it is poor economy
to crowd too many pupils into one recital; a short
program is not nearly so “hard to understand,” and
the recollection of it is more vivid than a long
one loosely put together. The pieces should be
considered collectively, a composition loses or gains
by its position; by placing it properly we increase
its effectiveness. For those who have a nice sense
of values and a feeling for arrangement this is
not difficult. They will group the right things in-
stinctively as a gardener arranges an effect with
flowers and low shrubs massed before a background
of tall trees. Some program makers put the trees
in front, the flowers in the rear, creating a chaotic
Jjumble, in which much is lost.

Systematic Management.

There is no reason for repeating mistakes. If
we have a live audience, we can correct our blun-
ders by feeling its pulse every time we play. An
audience, even an untutored one, exerts an immense
influence upon our work. A country audience will
try to “understand” us because it thinks it ought to,
and if it does not “know classic music,” there is
one thing it does know, even better than we do,
that is the exact moment when we cease to be in-
teresting and become incoherent and dull. Tt is
an excellent plan to keep account of our successes
and failures by making a note of them upon the
margins of our programs. Upon a student’s re-
cital program I find this, “Began on time with two
present.” If we are prompt the audience will be,
and a pupil’s recital must be kept moving from the
beginning. On another is this, “Uneven, not enough
preparation.” It is unsafe to play when we have
not yet played ourselves into our pieces, it is al-
ways guesswork and not infrequently proves our
undoing. Pieces have to go through a certain
amount of seasoning and it ought to be a great
solace to the small town’s teacher to know that
some of the great virtuosi play and re-play their
repertoire sometimes for years. Our programs are
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our stock in trade, every teacher should have at
least one that he can present creditably.

It is not enough to have played well at the con-
servatory, we must play now before our pupils and
town’s people. Feeling nervous or being “out of
practice” are poor reasons for stopping. Fear can
be conquered and the country teacher with twelve
or fifteen pupils has time for many hours of work.
We have in Tue ETUupE music supplements plenty
of material to work upon. The following program
is compiled from the years 1996-'07, and offers splen-
did drill, and when divided into periods can be
worked up into a recital of more than ordinary in-
terest.

Classic.
(GAVORteran =B Rt oo Lo e e oy . 205 ] Handel
Andante, from Surprise Symphony...........Haydn
GO T s e s D e s e ey Gluck-Brahms
Bagatelle #5-D,:0p. 33, Nos 6. i v vovas Beethoven
Romantic.
MarchiMiltaige =F ArRbhath St o o0 Schubert
WL e s By BN 2 F Fi e N S e R Schumann
Polopaise bR 26, O, T oo ;s v seios s Chopin
Modern.
anhlawsOr b e a s o0 S L L e s Wagner
Crandas it SaiR R o A oy e Phillipp Brahms
Silloustte MOP. BRI ANOS 905 fovss s vl s Dvorak
Second Gavotte, Op. 5, No. 2. ........... Sapellenkoff
JuheR @Iy SO EET s rne, Tschaikowsky
AR s e R sty e s Grieg
Serenade (air for piano by Leefson)........ Gounod
Humoresqtie Negre, NO. 2..ccveseonesoesss Kroeger

The B flat gavotte of Handel is a grateful little
thing, with a winning melody, vigorous accents and
delicate staccato effects, a stimulating piece for
an opening number.

Haydn, in the sprightly Surprise Symphony, puts
every one in a good humor with his rollicking fun.
The Gluck-Brahms Gavotte is not easy, but never-
theless offers a fascinating study in clinging legato.
The trio presents a problem to the technically un-
prepared, to the pianist it will be a beautiful study
in tone color. To those who do not know Bee-
thoven’s smaller works the Bagatelle will prove a
delightful novelty. It produces an effect of charm-
ing simplicity and is worthy of serious study. It
takes fifteen minutes to play through the Classic
group. Schubert, Schumann and Chopin represent
the Romantic period. Of this group the “Vision”
deserves special mention for its phantom-like
delicacy, it is a consummate bit of fancy, imagina-
tive, elusive, and intensely Schumannesque. Wagner,
Brahms and Dvorak are interesting four-hand
arrangements; Sapellenkoff's Gavotte and the Bar-
carolle of Tschaikowsky are good contrasting num-
bers; it requires some skill to do the Gavotte well;
the Barcarolle is simple enough for any third-grade
pupil; and a girl who “loves the pedal” will enjoy
using it here. Grieg, Gounod and Kroeger, repre-
sentatives of the Norwegian, French and American
schools, close the program.

The audience leaves with a pleasant sound in its
ears and we are satisfied that it has been instructed,
entertained and amused.

WRITING MUSICAL EXPERIENCES.

M. W. ROSS.

SomewHERE in his delightful book, “The Intel-
lectual Life,” Mr. Hamerton tells us that every one
should have first a vocation, and then an avocation.
He also suggests that in selecting our auxiliary
we should endeavor to have it, in a way, help our
main pursuit, unless we have been unhappy in the
work we are forced to follow, and select an avoca-
tion for relaxation and entire change of thought.
In the majority of instances it is wiser to select
an avocation which is closely allied to our adopted
life’s work, for thereby one can be a constant aid
to the other, and greater growth and proficiency is
possible in both branches. On the other hand, many
a discontented mind would find life entirely differ-
ent if it would add to its regular employment or
business a pleasant and interesting occupation.

Push your vocation for all there is in it during
the time you must actually pursue it, either from
choice or compulsion. Then shut it out of your
mind completely and ply your avocation. In these
progressive times no one should be so narrow that
he can do but one thing. Specialization is all right.
Do one thing better than any one else can, if it is
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possible, but do something else along with it. Plan
systematically to use up your odd moments towards
some definite end; it is in so doing that one shows
himself wiser than his fellows.

The ancient Greeks associated the arts of poetry,
or letters, with music. and truly they are close rel-
atives. The natural musician is nearly always a
voluble linguist, and an easy writer. The art of ex-
pression seems entirely natural to the musical mind
and ear. Therefore the pursuit of written literature
as an auxiliary to the music-teacher would seem a
wise and prudent select'on. Hall Caine says: “Good
writers must have a natural ear for the music of the
words.” Without that ear no great prose, as well as
no great verse, was ever written. Some writers have
a fine sweet air running through everything ‘they
write. Others give no sensation of that kind. So
without this natural ear for prose I don’t think
any writer will do great things.

Music has an important influence upon the whole
of our emotional nature, and indirectly upon ex-
pression of all kinds. The best known musicians
of the historical past were author-musicians. Otto
Lessman says: “The man who to-day, shuts him-
self off from the intellectual life of his time and
contents himself with his profession merely, need
not wonder that, standing on a lower level of culture,
he remains shut out of circles in which intelligence
reigns, and the aristocracy of the intellect ranks
higher than that of birth and wealth.”

Writing Articles.

In the opportunity to meet and study human na-
ture the music teacher has almost an equal chance
with the public school teacher. Keep a note book
and jot down the unusual happenings, the strange
characters, and the odd experiences which you meet
in your studio. They can all be turned into profit
by a ready pen. There is many a chance for a good
article lost in the music studio. Musical fiction
is rarely desirable, but practical, helpful, novel
articles are frequently in demand. Your own dif-
ficulties, achievements, methods, or discoveries are
all good working capital for literary articles for
the music journals. If you have found out a better
way to perform some time worn task, tell it. The
world of music teaching wants to know it. If you
have been grieved or hurt by jealous competitors,
or unfeeling patrons, unburden your heart to your
fellow-workers, and they may help to suggest
remedies to better the teaching profession. Above
all, if some joyous, and uplifting experience has
been yours, if you've discovered some unusual oasis
in the teaching desert, sing it, for the world to-day,
more than at any other time, welcomes good cheer
and optimistic news.

This broadening process presents another agree-
able aspect. Aside from the genuine pleasure of
assured mental growth, it enables one to increase
the income. Even if the accepted manuscripts be
few and far between, they will help provide the new
music one always needs, or pay for the subscriptions
to the music journals, without a supply of which no
teacher or student can be truly up-to-date. Further,
the practice of transferring one’s thoughts to written
language is always valuable discipline, even if no
results meet the public eye.

Music students and teachers have no moral right
to be ignorant, indolent or lazy. They should be
the best informed, and the most highly educated
people in the community. Of course the actual
work, mental and physical, of mastering any branch
of music study is enormous, and will consume the
bulk of any individual’s time. But if the spare hours
be systematically employed in wise reading and
study, one may be become broad and well informed
along other lines, and this condition is highly es-
sential for any musician. In former days people
expected the professional musician to be petty,
narrow, bigoted, and unenlightened outside of his
own sphere. To-day the situation is reversed. Our
best musicians are intellectual and cultured people,
and more learning is demanded in the profession
to-day, than at any time in history.

There is an old Hebrew proverb of a camel who
in going after horns lost his ears. Therefore the
student or teacher should keep always in mind that
the reading and writing are only auxiliaries to his
music work, and while they are fascinating pursuits
he should not allow them to encroach on the allotted
musical periods. But again I say it is possible to
do more than one thing well in the many years given
man. Some of the younger writer-musicians must
be ready to take on the mantle of author-musicians
who to-day supply the music journals, and press.
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Centering the Attention

By JAMES FRANCIS COOKE

Commencing a Lesson.

Just what method to pursue in starting a lesson
is often very perplexing to young teachers. The
pupil comes to the lesson with a mind filled with
varied things, usually entirely foreign to the matter
the instructor desires to take up. How to bring
the interest and attention of the pupil quickly and
forcefully to musical matters is quite a problem.
In many European conservatories I have noted that
it is almost an invariable custom to take up the
technical work first, and follow this, in order, with
studies and then pieces. If there are three in a class,
I have observed a practice of having the work ro-
tate; that is, one pupil plays nothing but technical
work at one lesson; the second pupil nothing but
studies; and the third pupil nothing but pieces. At
the next lesson different pupils took up different
divisions of the work. With daily lessons this plan
is successful, but under our American system of
weekly or bi-weekly lessons it would no doubt be
less so. However, the teachers who began with
technic have given me as reasons for doing so: it
exercises the fingers; it is the least interesting
part of the work; therefore we leave the musical
compositions for the end of the lesson period.

These reasons seem tenable, and no doubt the
practice of going immediately to the technical divi-
sion of the lesson has proven of value, else its use
would not be so general. I have reason to believe,
however, that another plan can be substituted, one
that will prove more beneficial. There is no reason
why technic should be made uninteresting; again,
in these days, when even the veriest tyro knows that
the best in technic is based upon mental effort and
not upon keyboard work, it would seem that there
should be some attempt made to concentrate the
mind at the beginning of the lesson rather than
merely exercising the muscles. It is not the few
minutes devoted to technical work at the lesson that
prepares the hand for the work to come, but rather
the regularity with which the pupil has practiced
his technical exercises during the one hundred and
sixty-seven hours of the week when he is not at
his lesson. If he has devoted a sufficient number of
these hours to practice, the few moments devoted to
technic at the lesson will have an infinitesimal value,
so far as stimulating the circulation of the blood
and exercising the muscles are concerned. The
teacher would better resort to Josef Hofmann’s plan
of soaking the hands in warm water for a few
minutes. He will find that he can attain this result
far quicker by this method than the other.

Technic Really Very Interesting.

By relegating technic to an unimportant place in
the pupil’s work the teacher is doing the pupil an
unconscious injury. The pupil should never feel
that his technical exercises are necessary evils. He
should never get the impression at the lesson that
the teacher is trying to get through the technical
division as rapidly and perfunctorily as possible.
One might almost be tempted to make an aphorism,
“The greater the teacher, the more fascinating and
simple will he make the subject of technic.” I well
remember attending the lessons of a celebrated
European teacher who made it a practice, when a
pupil entered the room, of simply saying “Tonleiter”
(“Scales”). He rarely made any other remark. The
pupil always knew what was expected of him and
sat at the keyboard and ran through the major and
minor scales after the prescribed formulz of the
teacher. Although this man in his early life achieved
success as a pianist, and has since become world-
known as composer, he has never yet turned out a
pupil who has achieved anything more than a “salon”
reputation. I have no doubt after having seen him
teach that the reason for his failure as a teacher is
due to just such pedagogic misapprehensions as this.
While the pupil was playing the scales, the teacher
would wander around the room smoking a cigar,
reading letters and doing various other things en-
tirely foreign to the lesson. The pupil was in-
variably disconcerted and the lesson started on the
wrong track. The interest in technical exercises is

not akin to the interest in a piece. Nevertheless, we
all have an innate love for the mechanical. As
children, we liked to look in a watch and see the
wheels go round. It was a different pleasure from
that we took in looking at a picture, but it was in-
teresting and natural. It is the difference between
the intellectual and the emotional, apart from the
more accurate psychological definition of these
abstruse terms. It was the difference between the
Bach fugue and the Chopin ballade.

Model Technic.

In fact, the youngest pupil should learn to con-
centrate his attention upon his technical work with
no less force than that he brings to bear upon his
pieces. The pupil should know from the start that
the interest in technic is different from that he will
take in a piece. The “watch” simile is a valuable
one in bringing this vividly to his mind. He should
also be told that his technical work must stand as
a model for all the work he will do in his pieces.
He knows that in school a teacher puts a model of
handwriting upon the board to be copied. The pupil
should know that technical exercises are few that do
not run along the lines of similar groups of notes
to be found, time and again, in pieces and that all
of his technical exercises must be played in such
a way that his playing will serve as a model for the
same technical contingency, should it arise ina piece
at some later date in his musical experience.

Tact.

Let us admit, then, that it is not necessary to make
technic the most difficult and uninteresting part of
a lesson. Unless the teacher employs consummate
tact, he will find that the normal interest of the pupil
is in the piece o- some exceptionally interesting
study. However, he exposes himself to the danger
of losing the pupil’s interest by giving first those
parts of the lesson which some pupils might con-
sider most attractive and robbing himself of the as-
sistance of the pupil's closer attention during the
latter part of the lesson. The conditions surround-
ing the teacher are very confusing. As the natural
and informal in education is conceded to rate higher
than the arbitrary and formal, precisely as Charles
Dickens really rates higher as an educational re-
former than Herbert Spencer, although the former’s
direct pedagogic works are limited to a short eulogy
upon Froebel, so does the music teacher’s work de-
pend largely upon the tact with which he can lead
the pupil from the chaotic mental condition in which
he is likely to enter the teacher’s studio, through
natural and normal means of gaining his interest,
finally to the definite subject of the lesson.

Because of the failure of some teachers to make
the subject of technic attractive, some theorists have
swung to the extreme of advocating a plan of in-
struction which discards technical exercises entirely.
If the teacher uses tact, it will not be necessary to
abandon these short roads to more finished work.
I do not advocate an abnormal amount of technic,
and in my own experience I have had pupils who
have achieved an unusual technical ability entirely
without the assistance of technical exercises, but
in other cases I have invariably found that a limited
amount of technic increases the pupil’s rate of prog-
ress very greatly over that of pupils whose nervous
and mental conditions made technical exercises in-

advisable.
Musical Anecdotes.

With the young pupil, and by “young pupil” T
mean the pupil who is beyond the Kindergarten
period and yet under ten years, the teacher can al-
ways resort to the musical anecdote or the snatch
of the biography of a famous musician to center
the attention at the commencement of the lesson.
I wonder if teachers realize how profitable it would
be for them to make a close study of the CHILDREN'S
Pace of Tue Etupe and select material for adapta-
tion to their lessons.

It is difficult for the young pupil’s parents to
imagine the amount of tact which a successful
teacher must employ to secure the right results.
Every whim, every pastime, every trait of character

of the child must be taken into consideration at
some time, and the music teacher has really very
limited opportunities during the one or two lessons
a week properly to study these things. Parents
should realize that it often takes a teacher several
lessons even to comprehend the child’s character and
to adapt a system of instruction to its needs. As
soon as a teacher understands the child, there is
little difficulty in finding out just what will best
concentrate the child’s attention at the beginning of
the lesson.
Miss Aiken’s Plan.

With older children it has been my practice for
some years to employ an adaptation of the plan
advocated in general educational work by Miss
Charlotte Aiken, of New York City. This is splen-
didly described in her little book entitled “Mind
Training,” which all teachers should possess. Her
plan is to quicken the perceptive and mental re-
productive powers of the pupil, and at the same time
to make the pupil more observing and more accurate
in his observations. In her general work she made
it a practice to put a series of numbers upon a re-
volving blackboard. After letting the pupils look at
these numbers for a specified time the board was
revolved and the pupils were requested to repeat the
numbers from memory. With advancement of
ability, the number of figures placed upon the board
was increased and the time for observation reduced,
so that the pupil was obliged to observe rapidly,
comprehensively and accurately. What was done
with numerals was also done with other objects, and
the results in all cases were surprising. Pupils were
soon able to repeat long paragraphs with only a few
readings.

This method is not primarily intended to improve
the memory, although it does this incidentally to a
marvelous degree. It was intended to assist in
mental concentration, arouse interest and promote
quick, precise and extensive mind work.

Musical Tests.

In applying it to music, I have very successfully
used the following test with pupils who had hither-
to failed to respond to the means I had previously
employed. After selecting a measure from one of
the pupil’s pieces or studies that did not seem over-
complicated, I permitted the pupil to look at it for
about ten counts. I then covered the bar with a
piece of plain paper and required the pupil to repeat
every note, rest, sign, dot, slur, fingering, accent,
that had in any way anything to do with the
measure. I have found that by setting a time limit,
such as ten seconds, the pupil’s mental processes
are so quickened, that he often is enabled to tell
me the contents of the measure far better than if an
unlimited time for observation was allowed. The
powers of observation, seem to be so sharpened by
thxs.forced concentration that the pupil sees and
retains much more than he would by the slower
method.

Innumerable demonstrations of this theory have
leq me to believe, that hours and hours are wasted
daily by pupils in worthless practice and futile en-
de:ilvors to memorize. Pupils are very often much
quicker and smarter than they themselves realize.
This plan gives them confidence and shows them
h0\_v much of the dreadful tedium of practice can be
rehevgd by concentration,

.Rapld observation, does not in any way do away
with slow practice leading to what some teachers
have called the necessary establishment of the
proper re.ﬂex action. 1In fact after a pupil has a
ment:al picture of a given measure, he should be
reqt_nred to play it very, very slowly before referring
again t_o.the music. This assists in the process of
memorizing. The more slowly the measure is played
the longer it is more likely to be retained.

Concentration and Memory.

M_emory. specialists, as some of the popular and
more empirical writers upon psychology are called,
tell us that our ability to retain a fact, experience,
etc., is measured by the force with which the original
Impression was received, the slowness with which
it was considered, and the condition of the mind
fiux:mg the time when the initial process of memory
1S In operation. It is possible to memorize at one
time much more rapidly than at others. This is
due to the fact that some times we are better able
to center our attention upon a given thing than at
other times when various causes contribute to dis-
tm:b our attention. After a time this process of
q!nck concentration becomes semi-automatic or ha-
Eltual. Rosenthal, the renowned pianist, has said,
I have no method of memorizing. After pl:iying a
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piece over a few times, I know it. The memorizing
process is not conscious. Practicing for the sake
of memorizing is not necessary with me. Upon
knowing a work with the fingers, I also know it with
the brain. I may say that the shorter pieces are
acquired after being played two or three times.”
Remarkable as this may seem to many, it is safe
to assert that the process of acute concentration has
become habitual with Rosenthal. He is thereby able
to produce results in a few minutes which would
take more carelessly trained minds many hours.

Quick Observation.

The desirability for quick observation is em-
phasized by the fact it is conceded by mind students
that it is practically impossible for the mind to keep
upon any one given thought for longer than a few
minutes. Whether the constant changes which are
going on at all times throughout our entire physio-
logical structure are responsible for this condition,
is difficult to determine. What is commonly called
concentration is really reiteration. The mind must
be brought back to the subject time and time again.
It is like successive hammering. Each time the
thought is focused upon the subject at hand, is like
another little blow which serves to drive the thought
more firmly into its cerebral resting place.

In my studio I constantly employ a lens or burn-
ing glass to give an accurate illustration of concen-
tration from a physical standpoint. It is very ef-
fective, especially in showing pupils that the focus
must constantly be readjusted if its power as a burn-
ing glass is to be continued, owing to the movement
of the sun, which is so slight that it is hardly per-
ceptible to us. The pupil soon comes to under-
stand that the mind must also be refocused, or
brought back to the matter at hand every few sec-
onds. If a pupil knows what is expected of him,
and what the possibilities of his mind are, he will
do much better work than if he is groping in the
dark. I find this readily explainable to even very
young pupils if sufficient object lessons are given.

By resorting to Miss Aiken’s method of centering
the attention at the beginning of the lesson, along
the lines of the tests I have described, I find that the
pupil’s attention is not only centered upon the sub-
ject matter at hand, but that it will be keener
throughout the whole lesson. There is a psycholog-
ical reason for this, not necessary for us to investi-
gate at this time. Not only will the pupil’s mind
be attracted during the exercise of committing a
measure rapidly, but it will also be far better able
to execute the mental technical exercise expected of
it and to grasp new ideas.

The Pupil’s Part.

This little article would hardly be complete with-
out some mention of the valuable results secured by
increasing the responsibility of the pupil in' this
matter. Too often teachers shoulder far more of
the work to be done, than is good for the pupil. The
pupil should be taught that in practice; it is not
sufficient for him to play a thing once correctly and
then to abandon it. In public the performer has
only one chance to win the favor of his audience.
If he lose his chance he can not stop and play the
piece over again to win back his reputation. He
must “make good” at once. So it is that teachers
strive to cultivate habitual concentration. Leschet-
izky instructs his pupils to play a passage several
times in succession correctly before stopping. The
average pupil in practice will play a measure al-
ternately right and wrong, and imagine that he is
really practicing successfully. To my mind all suc-
cessive repetitions should be registered or marked
down, and the pupil should continue practicing until
a certain number of repetitions in succession can be
made. If a pupil can play a passage a number of
times right in succession he can certainly play it
correctly in public, unless overcome by stage-fright.
Therefore it is wise for the teacher to set a certain
number and instruct the pupil while practicing not
to stop until that number is reached. Suppose the
number is eight. The pupil keeps on practicing
until he can play eight successive repetitions cor-
rectly. In his practice he then grows more and more
careful. Suppose he has played the passage seven
times. He will naturally be over careful to get the
eighth repetition correct as otherwise he would be
obliged to start the whole process over again. By
this means his work grows more and more careful
instead of more and more careless as is ordinarily
the case, once the pupil has mastered (?) a passage.
It shifts a necessary part of the responsibility upon
the pupil, and the results are invariably surprisingly
good, except in the cases of unconscientious and un-
scrupulous pupils.
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THE NECESSITY FOR CREDENTIALS FOR
MUSIC TEACHERS.

BY HERVEE D. WILKINS,

In considering the subject of the requirement of
a certificate of some kind for those who teach music,
it may be said that music teachers who have been
permanent residents in a locality, but who have not
upheld each other in their regular professional work,
are in a sense responsible for the success of the
transient teacher, who with meagre equipment and
with erroneous ideas invades a new locality and en-
joys a temporary harvest of patronage and dollars.

In the first place, it should be remembered that
matters are no worse in the musical profession than
in any other. The public patronizes quacks in every
profession—in law, in medicine and in religion. There
is, in all these matters, a great variety of belief and
practice. There are heresies in music as well as in
religion; there is injustice in music as well as in the
law, and there is false leading in music as well as
in the practice of medicine. The public patronizes
the bad music teacher just as it patronizes the bad
lawyer or doctor, whether from ignorance or indif-
ference.

A vocal teacher who cannot speak the English
language correctly is, nevertheless, patronized by
singing pupils who are seéking to acquire a good
diction. They are quite likely to hear, “Zat is not
ze way to sing eet,” from their instructor. The man
who writes the incoherent advertisement can hardly
be expected to impart good ideas regarding technic
or interpretation, especially if they are as unsound
as his notions of grammar and rhetoric appear to be.

Common Evils.

There is no doubt a sad lack of judgment and of
critical learning on the part of many music teachers;
pupils are allowed to play with a hard touch, to
slight the passages, to play wrong notes, and in-
correct readings, and, when one turns to the question
of an artistic performance of master-works, there
are but a few teachers anywhere who have made a
critical study of them, and are thereby enabled to
perform and teach them. Again, the work of too
many teachers is not modern. The right teaching
of the present day, takes account of the individuality
of the pupil and strives to develop the mind ahead
of the fingers and of the voice. The progress and
ultimate success of a pupil depend most of all upon
correct ways of thinking as well as of doing. Ma-
chines have been invented and brought into use to
do all the mechanical playing; it is for the piano
student to do things which no mere machine can do,
and to do them in a way not possible to a machine.

The fact is that all sorts of things are good for a
teacher to know, and that besides technical knowl-
edge a teacher should have such general learning
and information that he can guide his pupil without
error and not waste his time in indirection, and in
acquiring what will later have to be undone. The
so-called methods of playing and singing which con-
sist merely of certain tricks or mannerisms, such as
lifting the hand from the keys in a drooping man-
ner, or using clawing motions of the fingers or slid-
ing the voice or singing with a simper, or showing
the upper teeth, or holding the mouth in a fixed posi-
tion while singing; such mannerisms are never pres-
ent in the singing or playing of good artists. But
the public, even that portion of the public which
might be regarded as connoisseurs, do not seem to
notice that the teaching of music does not, in many
cases, conform to the practice of good artists. Then
again, tastes differ; some artists seem to sing or
play by main strength, and others with discretion
and finesse. Some artists produce good tones and
others do not seem to give a thought to tone-pro-
duction. To use a slang phrase, they only aim to
“get there” somehow or anyhow.

Then again, there are differing tastes and am-
bitions among musicians; some are fond of memoriz-
ing and others prefer to be continually reading new
pieces, without any desire to play them in a finished
manner. "Some like to study harmony and the mak-
ing of lovely chord-effects, and others think only
of dash and brilliancy, and of catchy tunes. Then
there is the commercial view; the patron who is not
very discriminating and does not deem it necessary
to engage an accomplished teacher. So there are

many teachers of singing who cannot illustrate their
instruction vocally. There are many piano teachers
who cannot play. It is safe ground to take that no
one can teach others anything which he cannot do
himself. So the proposed examinations would have
this value: that they would expose the singing

297

teachers who cannot sing and the piano teachers
who cannot play, and would enforce the fact that
teachers of harmony or theory must have some ac-
curate, detailed and general knowledge of these sub-
jects.

Authority.

Then, last of all, arises the question of a standard
and an authority, and this may result in the ship-
wreck of the present scheme. There are already
many music schools of acknowledged excellence
which confer certificates after examination. The
diplomas or certificates, if they are to command re-
spect, must emanate from some incorporated school
or from some eminent master whose reputation is
a guarantee for the thoroughness and correctness of
his teaching. At present one may proclaim himself
a pupil of this or that master, although he may have
taken actually but three or four lessons from him.
Teachers the world over are continually called upon
to explain or to deny the claims of pretenders of
this sort, who having had a few lessons from a
master proceed to advertise themselves as his pupils.

The agitation on the subject of greater and better
equipment for music teachers will be beneficial both
to the teachers and to the public.

The teachers who are delinquent will be kept alive
to their shortcomings and the public may be led to
exercise greater vigilance and discretion as to the
merits and qualifications of those teachers whom
they may be asked to patronize.

THE FIRST IMPRESSION.

TEeAcHERS of music, more than any other pro-
fessional workers, have to depend upon the first im-
pression they make with a new patron for successful
engagement. The teacher should realize that very
few of his prospective patrons—particularly parents
—have any knowledge whatever of music other than
the ability to “carry a tune.” In their own language,
engaging a music teacher is to them like “buying
a pig in a bag.” Consequently they must neces-
sarily judge largely by your appearance, manner
and conversation. If the first impression is not
favorable you are very unlikely to have an oppor-
tunity to create others. It is somewhat disconcerting
for the young musician to note musicians of inferior
ability who are able to create a good personal first
impression actually taking desirable pupils away
from them. In such cases the only thing for the
thorough, conscientious teacher to do is to wait for
success. But while you are waiting inquire into
your personal deficiencies. Orison Sweet Marden,
in Success, says upon this important subject:

“It is one of the most difficult things in the
world to change our first impression of a person,
whether good or bad. We do not realize how
rapidly the mind works when we meet a person for
the first time. We are all eyes and all ears; our
mind is busy weighing the person upon the scales
of our judgment. We are all alert, watching for
earmarks of strength or weakness. Every word,
every act, the manner, the voice—the mind takes in_
everything very rapidly, and our judgment is not
only formed quickly, but also firmly, so that it is
very difficult to get this first picture of the person
out of our mind.

“Careless, tactless people are often obliged to
spend a great deal of time in trying to overcome
the bad first impressions they make. They apologize
and explain in letters. But apology and explanation
usually have very little effect, because they are so
much weaker than the strong picture of the first im-
pression, which frequently persists in spite of all
efforts to change it. Hence it is of the utmost im-
portance for a youth who is trying to establish him-
self to be very careful of the impression he makes.
A bad first impression may be the means of barring
him from credit and depreciating his worth at the
very outset of his career.

“If you can leave the impression that you are a
man first, that your manhood stands high up above
everything else, that your integrity and your
nobility are the most salient things about you and
tower high above your other qualities, if people can
see a real man behind everything else you exhibit,
you will get the world’s confidence.”

“RuBINSTEIN sternly forbade any such movements as
throwing back the head, or dreamful swaying of the
body, or gymnastics with the arms. ‘These things,’ he
said, ‘may make money and excite the worship of the
foolish, but they do not become the real artist and great
musician’.”—Josef Hoffman.
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SOURCES OF MUSICAL INSPIRATION.

BY D. C. PARKER.

- TI'ME was when bards and minstrels received their
inspiration from the physical features and natural
beauties of the countries in which they dwelt; when
the {nea{lows spotted with flowers, when the sea
dancing in the sun and the sound of the wind over
the mountains proved sufficient for their needs.
Those were the days of simplicity of theme and of
method of expression, when songs were carried
down from father to son through many generations.
In those early times we get a glimpse of what the
song was in its beginnings—the expression of glad-
ness at the wide, beautiful world around, the pagan
joy of ‘feeling that one is alive. Here, then, was
a groping after a form of art not without its in-
teresting and instructive features, for, with all its
shortcomings, it lay near to the common life of man.

“On old and young,” says Herbert Spencer, “the
pressure of modern life puts a still-increasing strain,”
and' as this is true of commerce and national life,
so is it true of music. No longer can it be said
that men drink at the fountain of their gladness and
are filled; no longer that mirth and light spirits are
t!le essence of their work. Each succeeding genera-
tion takes upon it an additional weight of responsi-
bility, and is consequently more bound up in the
complexities of modern existence. That this has
been felt more and more in music it would be idle
to deny, and these conditions have led men to new
sources of inspiration and other subjects which their
predecessors would never have thought of illustra-
ting. The poet who spoke of

“The still, sad music of humanity”

described not inaptly much of our modern music, for
there is a decided tendency towards pessimism in the
compositions of to-day which seems too pronounced
and too deliberate to ever have been produced by
chance. It is much more like the result of existing
conditions: the art has become modern and compli-
cated as life has become more strenuous and com-
plex; it bears the same relation to the existence of
men and women in this age as the simple songs of
singers and lutenists did when days were full of
repose. It is interesting to compare the two con-
ditions; in the one case the sources of inspiration
were curiously few, in the other music has been
use(cil as a means of depicting what it is hardly able
to do.

Inspiration from Nature.

It is good to look on this picture and on this.
Haydn, living quietly and uneventfully under the
protection of his patron, writes his music which re-
flects the nature of the man, simple, genial, unaf-
fected; the sources of his inspiration were his own
good qualities, his piety, his lovable nature, his great,
overwhelming joy in this grand life. With Bee-
thoven the conditions are the same, but there are
ripples upon the quiet waters of the sea; there are
broodings, and questionings, and moments of sor-
row; but there is, above all, the triumphal song of
the optimist, of the man who can rise above the
conditions among which he must pass his daily life.
And we can see the Beethoven who enjoyed the
country with its birds and its trees in the Pastoral
Symphony.

Much of the musician’s inspiration must neces-
sarily come from within, but outside conditions af-
fect him also. With Schumann and Chopin we feel
this at once. The romantic literature of Germany
runs through the former’s works. He sought to say
the same in tones as Jean Paul and Byron did in
words. With Chopin it is much the same. He does
not get his suggestion from the market-place, with
its hurryings to and fro; rather does an attitude of
n§md or a passing mood form his theme. And so
his music is tender, or graceful, or melancholy, just
as his fancy willed it. In like manner did Berlioz
fashion his music. We can imagine him wandering
about Nice, dwelling on the subject of “King Lear”
with such enthusiasm that his music rises up within
him and cries to be put down on paper.

Inspiration from Literature.

The great movements which are constantly follow-
ing one another in all spheres of activity have in-
creased the sources of the musician’s inspiration.
That continual process of elimination of which Hegel
speaks, and by means of which civilization advances,
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has widened the bounds of musical art by giving to
the composer a large variety of subjects on which
to form his theme. Liszt bases a symphonic poem
on a few lines of Lamartine, thus taking his inspira-
tion from contemporary literature.

Even further does Richard Strauss go. The names
of his orchestral works show the infinite variety of
the subjects he attempts to illustrate. “Don Juan”
and “Tod und Verklirung” belong to his early years,
but in “Heldenleben” he seeks to portray the career
of a hero, and in “Also sprach Zarathustra” the
philosophy of Nietzsche has obviously been in his
mind. Here, we might say, is the point of contact
between music and life, and music and philosophy
as exemplified in modern works. The simple strains
of the old masters seem to have been left as com-
pletely behind as have the old tales beginning with
“once upon a time’—the tales of Grimm and Hauft
and Hans Christian Andersen. But as the world ad-
vances with all its noise and bustle so must music
advance, and that of Strauss and his contemporaries
is the music of to-day just as the music of Bach,
Gluck, and Haydn was the music of their own time.
Their art was simpler and more direct, for the world
was younger.

Nowhere is the contrast between the sources of in-
spiration in the past and those in the present more
widely marked than in the opera. In its infancy the
opera exhibited the relationship which it bore to the
Greek drama and the old miracle play; in those days,
gnd for a considerable period afterwards, the sub-
jects with which it most frequently dealt were all
much alike. They partly accounted for the formalism
and pedantry which characterized it during the time
of the pre-Rossini school. It dealt, for example, with
classical subjects, some of which were well adapted
to musical treatment, while others were not cal-
culated to draw out the best that was in the com-
poser. The “Orpheus” and the “Echo” have passed,
if not for ever, at least temporarily into the back-
ground; we have “Pagliacci,” with its plot of love,
hate, and vengeance taking place among peasants
in Calabria; “La Bohéme,” which is drawn from the
tender and pathetic pages of Henri Miirger; “Eugéne
Onégin,” a story of Russian life by Pushkin; “Pelléas
et _Me’lisande,” taken from the mystic Maeterlinck,
It is not true, then, that modern forms of expression
have widely and deeply influenced music? What a
change from the old type of opera subject to such
ones as “Madame Butterfly” and “Salome!”

In music finality is death. So long as the activity
of men causes changes in conditions, so long must
music cha.nge; but, from whatever sources composers
sgek inspiration, there is no doubt that in modern
times the subjects from which the composer can
choose are of infinitely greater variety.—The Monihly
Musical Record.

SOME ESSENTIALS OF PIANFORTE TONE
PRODUCTION.

—_—

BY ERNEST LEES.

Mucu _misconception of the piano keys’ require-
ments arises from the fact that only a very small
portion of the action presents itself to the eye, viz.,
the ivory or ebony covered end. The term “key”
should convey to the mind the whole leverage sys-
tem, from the ivory covered end to the hammer end.
Dun_ng performance try to realize, therefore, that the
key is a “mechanical continuation of the finger,” for
by the fingers’ contact with the ivory clad surface,
we can fu’zly control and give motion to the opposite’
"hammer end of. the action. To accurately judge a

force-amount” it will be necessary to apply the
same nature of force in an opposite direction, until
the one overcomes the other. To ensure stccess-
fl..ll performance it will be necessary, therefore, for
pianists to know what amount of force it is that con-
tro_ls the piano key, causing it to return, as it does
to its “surface position,” after its release from a de-,
pre§sefi position. It follows also that it is firstly
essential to ascertain the nature of the force present.

Know]gdge of the required weight-amount for this
purpose is conveyed to our minds by means of our
muscular sense,” through the contact of finger with
the keys’ surface. To obtain, therefore, a ppp that is
the sof-test possible tone an instrument is capable of
prqducmg, it will be necessary to apply just sufficient
weight to overcome the keys’ opposition to move-
ment. This act of producing the ppp is the founda-

tion of all piano technique. Here let it be under-
stood that it is possible to apply weight upon the
key insufficient in itself to cause key-movement. The
act of releasing just sufficient weight to overcome
key-resistance to the place of sound contact with the
hammer is the basis of all true tenuto and legato
technique; similarly, the act of resting on the key-
surface, without causing key-movement, is the basis
of all true “staccato” technique.

Allow me to analyze more fully to show the dis-
tinction between these three acts. To induce
“tenuto” we must of necessity continue to apply that
amount of weight which was sufficient to overcome
key-resistance after such sound commences, for obvi-
ously that same amount required to induce key-
movement will just suffice to retain the key in its
depressed position. “Legato” requires precisely the
same acts, but further, that this “key-resisting”
weight shall be accurately “passed on” or transferred
from key to key, thus causing the merging of one
sound into the next. Now, since “staccato” requires
weight-amount insufficient to cause key-descent, it
follows that energy of some part is required to in-
duce this movement.

This being the case, it also follows that this energy
shall cease immediately the act of producing sound
is completed, thus leaving the key free to rebound
back to its “surface” position.
combined with accurate aiming (or cessation of
energy at the right moment) is the secret of all
agility in piano technique. ILet students therefore
learn firstly to produce ppp results from their instru-
ments; by so doing they learn to use and control their
piano “bows;” they learn to realise, through their
muscular sense, that there does exist such a thing
as key-resistance to movement, they will ultimately
_leam to be always conscious of this resistance dur-
ing performance, and finally they will learn to realize
that this resistance of the key is the very means
whereby they are enabled to control the same, and
prodt}ce their desired results with accuracy and
certainty.

A GOOD WAY TO TEACH ODD RHYTHMS.

BY CAROL SHERMAN.,

—

TE:&CHERS not infrequently find it difficult to teach

certain rhythmic groups to children who have a
pporly pronounced rhythmic sense. This is espe-
cially true in cases where the pupil has during the
absence between lessons practiced incorrectly, and
thus fox_'med a habit of playing certain rhythmic
groups in such a manner that all the protestations
of the teacher seem wasted.
. The logical cure for musical ailments of this kind
is, of course, to re-teach the rhythmic difficulty by
going over and over the notes time and time again
at a very slow rate, after the teacher has thoroughly
explained the cause of the trouble and assured him-
self that the pupil has thoroughly comprehended the
correct manner of performance. This is a long and
tiresome prrcess which some pupils dislike very
greatly. The interest of an extremely nervous pupil,
for instance, may be ruined by compelling the pupil
to go through such a course. What is needed is
some simple device, such as the following which was
an acc_:den_tal discovery of the writer:

While giving a lesson, I found that a pupil could
often comprehend a rhythm by comparing it with
some well-known word. For instance, one pupil
came - -to me once with the simple rhythmic figure
of a dotted eight note, followed by a sixteenth, and

then followed by a quarter note thus: .E J The pupil

instead of. playing these notes as indicated, insisted
upon playing them with the first and second notes
as eighth notes, and with an unwarranted accent
upon the second note. The habit was so firmly fixed
that the pupil continually reverted to the incorrect
performance despite frequent _warnings. It then
occurred to me that the correct rthythm should sound
!‘xke;: the alternation of the syllables in the word
stimulate.” I suggested this to the pupil, and the
difficulty was immediately overcome. This opened
up 2 broad avenue as to the possibilities of the idea
an_d although the one-word plan could only be ap-
plied to small groups, I found that it was possible
to comt.nne words into short sentences to suit longer
rhythmic groups and phrases. A little ingenuity
upon the part of the teacher will suggest innumerable
words that can be prescribed for almost every
rhythmic error the pupil may have fallen into.

o
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Mothers as Assistant Teachers

By CALVIN BRAINARD CADY

It is commonly understood that a mathematician
is he who thinks mathematics, and that he is no
more of a mathematician than he demonstrates in
mathematical conceptions. If it were as commonly
understood that a musician is one who thinks music,
that is, conceives, actually forms the music in
thought, a better music education would be desired,
and a more serious effort be made by both parents
and teachers to solve the problem of how to realize
it. Unfortunately this is not the general notion.
That music involves a very complex intellectual
activity is not recognized by the public, not even
by men and women in educational circles.

There are not a few, however, who realize the
fact that music is indeed a mode of thought, some-
thing to be conceived, to be intellectually idealized.
This article is addressed, therefore, especially to
those who recognize the impossibility of any music
education apart from the exercise of the same modes
of mental activity that are involved in the mastery
of all other serious subjects of study. It is open to
serious question, however, whether parents of this
class realize the breadth and intensity of the intel-
lectual demands of music study upon the child. The
reason for such doubt lies in the nature and magni-
tude of the demands made upon the youngest stud-
ent of music.

Music and Mathematics.

Perhaps no two studies approach more nearly the
nature and complexity of the intellectual processes
involved in the mastery of music than language.
English, for example, and mathematics. If we com-
pare music as a subject of study with mathematics
and language, it will be plain that in the matter of
complexity, as a mode of intellectual activity, music
will, at least, hold its own. But when to the intel-
lectual conception of the music ideas themselves
we add the mental mastery of the science of music
with its extremely complex notation and nomencla-
ture, language and mathematics fall behind in cer-
tain modes of mental activity. Still further, when
we add to this the mastery, the mental grasp of the
complex mechanism for the expression of music
thought, the magnitude of the subject exceeds
mathematics and language in the complex nature
of its intellectual demands.

A genuine music education, therefore, involves:—

(1) The development of the capacity to conceive
music ideas, and their relation, unity and sthetic
values, or content.

(2) A technical understanding of the science,
notation and nomenclature of music.

(3) A mental grasp of the spacial, tactual, rhyth-
mic, harmonic and dynamic elements of technique.

Apart from the inherently complex nature of the
subject, certain personal and accidental impedi-
ments beset the realization of this conception of
music education.

(1) Parents and students for various reasons, but
mainly through ignorance of the real problem, are
too willing to substitute mere technical efficiency
for music conception and expression.

(2) On the other hand, both parents and students
are too unwilling to wait for a capacity to think
music to develop to a point where the musician, the
music thinker, shall dominate all technical activities.
That is, students and parents are not willing to
work patiently and persistently until music concep-
tion and feeling vitalize all so-called physical activi-
ties involved in the expression of music. Because
the average student can gain the technical facility
of a gymnast more easily than he can develop bona
fide music conceptions, he is not willing to wait
until he really has something to say.

Lack of Time for Thorough Study.

Aside from these personal elements of the equa-
tion, however, we find others that are accidental,
and at present beyond the control of both student
and teacher.

Lack of time for study is perhaps the most seri-
ous of these impediments to a higher artistic and
scientific music education, because it stands in the
way of the majority of those who, seeing the dif-
ference between manufactured male and female

pianolas and, the musician, the genuine music
thinker, really desire to become musicians, and to
be possessed by ideas worth the mental labor of at-
tainment, and equally worth the mental toil neces-
sory to a mastery of an efficient music-technique—
that is, a technique equal to all demands of formal
and msthetic expression. In respect to the majority
of children, the lack of opportunity for sufficient
study arises from the enormous demands our school
curricula make upon the time the average student
can give to study.

Coupled with this lack of time for study is in-
sufficient class-room work, that is, infrequent les-
sons. Through daily class-room work, the com-
plexities of language and mathematics are mastered
by simple stages. No child, in at least the earlier
elementary grades, is expected to do work outside
of the class-room, for the simple reason that he
does not know how to study. It is the real province
of class-room work to awaken, develop, direct and
strengthen processes of thought; to lead the child
into an understanding of how to study, how to think,
how to search and know the truth of any subject.
If the frequent lesson is necessary in the study of
mathematics and language, how much greater the
need for daily class-room work in the music educa-
tion of the child. ;

Three important factors in the solution of the
educational problem, therefore, are to be taken into
consideration: (1) the lack of time for study; (2)
lack of daily lessons, involving (3) expense.

The possibility of the admission of applied music
into the school curriculum as a major study on a
par with drawing is steadily growing greater. But
should this admission be realized, although partially
meeting the lack of time for study, it will not wholly
solve the problem. Tuition fees must always remain
a private and not a public tax; and the high tuition
fees demanded by really competent teachers of
music is prohibitive of the daily instruction which
obtains in other important studies.

Having seen, in simple outline, what the problem
is, and some of the specifically important difficul-
ties in the way of its solution, we are prepared to
discuss the question of how some of these impedi-
ments may be removed in order that the ideals of a
higher music education may be more nearly realized.

Assuming that a teacher of recognized standing
has charge of the music education of the child, one
of two plans is open, in order to secure the highest
efficiency: (1) the employment of a paid assistant
teacher; (2) the assumption of that office by the
mother. The first plan may be the easier and the
simplier one for the parent to adopt, but in a large,
and perhaps the largest, number of cases it is im-
practicable because of the expense. The adoption
of the class system does not wholly remove the
element of expense, and in many cases it is im-
practicable.

The Paid Assistant vs. the Mother.

But wholly apart from these considerations, under
proper conditions the second plan is by far the
more satisfactory solution of the problem. In the
first place, daily lessons can be more easily secured,
and, secondly, it admits of a reduction in the number
of lessons given by the regular teacher, thus reduc-
ing expenses. But the question arises: Is it pos-
sible for mothers to assume this office of assistant
teacher, and under what conditions?

In answering this question it is taken for granted
that the regular teacher is one who has attained to
the ranks of those who have not only a real knowl-
edge of music, but also a clear understanding of the
principles and processes of higher education in gen-
eral, and of that which obtains in other subjects of
study; who has worked out a definite application
of the principles of education to the study of music
in all its aspects—intellectual, @sthetic, artistic and
technical. It is assumed that he or she has an
understanding of a logical system of music thought,
and a clear perception of an orderly presentation
of the subject matter. Still further, it is understood
that he or she aims to develop musicianship, both
in an ®sthetic, scientific and interpretative sense,
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What the Mother Should Know.

The mother may become a most valuable assistant
to such a teacher under the following conditions,
categorically stated:

(1) She must have a conceptive knowledge of
music. That is, she must be able to think music.
Mere technical knowledge of scales, chords, rhythm,
notation, etc., is not sufficient; nor mere ability to
translate black spots on paper into black and white
keys. She should be able to sing a melody, and
know how the melodic and harmonic content of
simple compositions actually sound, not merely how
they look on the page, or look and feel on the key-
board. She should be able to write out any simple
diatonic or chromatic melody correctly as to pitch
and rhythm. Any knowledge of the science of
music not based on actual music thinking, music
conception, is not only quite useless, but a hindrance
to true educational work. An extended knowledge
of the science of music is not necessary. All such
knowledge which may, and of course will, come out
in the child’s development the mother can easily
grasp during the lessons, and apply according to the
teacher’s directions.

(2) Next to this ability to conceive music should
be placed the power to clearly discern principles
underlying processes, and to discriminate between
the spirit and letter, between essentials and non-
essentials. To slavishly follow the letter of the
teacher’s work in the class-room would result in
mechanical processes, and a subversion of the real
object of the genuine teacher. The regular teacher
must always depend on the assistant’s application
of the principles of his work to every detail, but this
necessitates initiative and individuality on the part
of the assistant. Clear penetration into principles,
strong initiative, quick perception of varying ap-
plications of principles, imaginative resources in dis-
cerning processes, will be more valuable teaching
assets to the mother than any amount of mere
technical or scientific knowledge, valuable as such
knowledge really is.

(3) Infinite patience and loving sympathy with
the child are absolutely indispensable. To be able
to become as a little child, in order to discern the
child’s thought, and understand the difficulties that
seem to beset the way; to know when the problem
has gotten too far beyond the child’s present ability;
to see the weakness that “seems so strong;” and
most important, to discern the real strength and
capacity of the child’s mind and heart—these are
the deepest needs of the mother.

The Mother’s Interest.

By taking up this educational work under the
guidance of an intelligent, musicianly and broadly
educational teacher, many mothers may be led to a
new, deeper, more intimate insight into the lives
of their children on the side of their intellectual,
@sthetic and moral natures, help to awaken the
dormant mental activities, develop higher ideals,
furnish the mind with pure images of truth and
beauty, bring into dominance the spiritual nature,
and in this way be drawn into a closer unity with
them in mind and heart.

Let me urge all mothers, though they be not
active assistant teachers, to make it their business
to attend every music lesson, if possible, in order to
know the aims of the teacher.

Laying aside all prejudices, parents should strive
to learn the intellectual and moral problems the
teacher is trying to solve in the education of their
children. They ought also to know whether the
work in music has any vital educational value, in-
tellectually, asthetically, morally. The only way to
know this is to see the everyday work of the
teacher, no matter what the subject of study may
be, become acquainted with his principles, his ideals,
his processes.

Nor should this active interest in the child’s
study be confined to a positive acquaintance with
the educational work in music alone. In regard to
our children, there is no greater need to-day than
that the fathers and mothers shall know the nature
and educational aims, ideals and processes under
which their children work.

The writer can never fail to be grateful to one
father and mother whose faithful interest in their
child led one of them to be present at almost every
music lesson, for they not only gained an insight
into the problem of music education, but the weak-
nesses and strength, mentally and morally, of their
child, and were, therefore, wiser in their guidance
of the child’s education and in their demands for
faithful work on the part of both child and teacher,
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WHY PRACTICE IS SO ESSENTIAL.

BY FREDERIC B. EMERY.

[This article is based upon a question that almost
every music teacher is sure to hear many, many
times during the year. The musical parent fails to
comprehend why it is necessary for his child to
sit at the piano hour after hour, playing the same
notes over and over again. He fails to realize that
the organs of speech, which have been in continuous
practice since the child’s infancy, have little difficulty
in expressing thoughts in words, as they are re-
ceived in visual impressions by the child from the
printed page, during the process of reading. He
also fails to comprehend the great complexity of
music and the fact that the fingers are required to
receive a training that is entirely different from any
previous discipline to which they have been sub-
mitted. Teachers will find it profitable to call the
attention of parents to this article. It came to us
as a somewhat lengthy and psychological disquisi-
tion upon the subject and we requested the author
to present his ideas in popular form, so that teachers
could present the matter to parents—THE Ebprtor.]

A FEw days ago a friend asked me in all serious-
ness: “Why is it necessary for anyone to practice
music? Why is it impossible for most musicians to
play well at sight? I can read my newspaper as
soon as I see it and do not have to go over the
sentences eight or ten times before I know what
they mean. I might be able to play ‘Yankee Doodle’
well, and if it happened to be the only piece I knew
I would not think it strange if I could not play
‘Home, Sweet Home.” But if I had had all of the
notes it seems to me that I ought to be able to
play any piece at sight, if the same notes were
there; if new notes should appear I might have to
practice them, but I cannot see any sense in the
daily grind of practice which my wife says is neces-
sary before she will play a new piece before com-
pany.” So many find the same question arise in
the course of their music study and seem so utterly
unable to answer it that it seems reasonable to in-
quire into the causes which compel practice—even
after one has become rather proficient. If it seems
that it ought to be as easy to read and play notes
as it is to read print, while the fact remains that it
is not as easy, there must be some fundamental dif-
ference in the requirements upon the individual.

The general run of reading comprises only a few
thousand words, more than half of which are learned
orally by the child before he goes to school. When
the ehild is taught to read he is usually taught by the
group method—that is, he recognizes the word as a
whole, and not as separate parts, and after a while
hardly notices the separate letters, and later on will
be able to grasp the meaning of an entire group of
words at a glance, without stopping to pronounce the
individual words at all. Then it will be noticed that
certain words naturally follow certain other words,
so that when we hear one or two of the words at
the beginning we can infer what is to follow. For
example, if some one begins to say, “The man
harnessed his ,” and then stops, we naturally
infer that the next word is horse. If we are read-
ing, and come to a group of letters and words all
together, we have to stop until we can decipher the
separate words, as in this—and then we know what
it means.

Now, in music it is different. In the first place, in
order to have the melody clear each note must be
distinguished. It has to be treated as an individual,
and would thus require as much effort as an entire
group of words in ordinary printed matter. We
cannot pick a note or a measure here and there and
get the entire meaning. Each note must be carefully
analyzed and treated as an individual, fitting into
the composition as a whole. What, then, is involved
in the reading and playing of a musical note, which
to the layman “Ought to be as easy as reading simple
prose?”

The Enormous Complexity of Music.

First, the musicia: must bear in mind the key,
placing the sharps and flats where they belong, and
being prepared for any accidentals. He must observe
both time and tempo, taking the piece at the proper
velocity, and dividing the time of each measure be-
tween the different notes, so that each will receive
its own share. He must know the pitch of the
note, which tells him which key of the piano to
strike, or where to place his finger if he is playing
a stringed instrument, as the violin. On the piano,
any key may be struck with any one of the ten
fingers, but usually, in any passage, there is only

j
THE ETUDE

one that will give the desired effect. On the violin,
there are even greater possibilities, for there are
seven main positions, and the half position, each
with different fingering. Many notes can be played
in all of the positions, and some can be played with
any one of the four fingers on each of the four
strings. Which of the various possibilities, then,
is one of the questions to be decided by the player.

A violinist must consider whether the note is to
be played arco, pizzacato or harmonic. If pizzacato,
whether right or left hand is to be used; if arco,
whether staccato, legato or slurred; if slurred,
whether ordinary or syncopated; if staccato, to what
extent, and with which style of bowing, etc., the
changes frequently coming every two or three notes;
if harmonic, whether it is to be played with one
finger or two; if with two, whether the interval be-
tween the fingers is a third, a fourth, or a fifth. He
must consider the style of bowing; whether long or
short; which part of the bow to use; the direction
of motion, etc. He must decide which part of the
string will give the best effect, and must be pre-
pared for all the various ornaments th .t appear from
time to time. K

All this without much regard for expression.
When we attempt to bring out the soul of the
music, and to have it speak to our listeners, we
have to consider such things as piano or forte;
special accents; rhythm; major or minor; phrasing,
etc, so that the music may tell us what it has to
say. Now since all of these things must be con-
sidered in the playing of a single note, how much
more complicated is the problem wh>n we consider
the playing of two or more notes at the same time.

Automatic Playing Sometimes Necessary.

From the mental side we notice that it takes time
to think. We cannot respond in absolutely no time
at all. Suppose we were to move a finger as soon
as we see a certain letter, say A. When we know
which letter to expect there is a slight interval of
time after we see it before we are able to lift the
finger. Now, if we do nct know which letter is
coming next, we first have to determine our letter
before we know whether we are to raise the finger
or to keep it still, and this lengthens the time. It is
found by experiment that it takes as long for a
single letter to be recognized as for an entire group
of words, so that we can easily see that when we
are trying a new piece of music we require as much
time for the individual notes as we require to grasp
the meaning of an entire sentence. When experi-
ment shows that we can recognize only from six to
eighteen words per second, even after long practice
with perfectly familiar words, a person who can play
a group of sixteen notes in a second, as would occur
in a presto movement where 240 quarter notes are
to be played each minute and the notes are six-
teenths, is certainly equaling the best records of
recognizing words if he can keep it up for one
second. How much more wonderful is it then if
he can play the entire piece at the given tempo,
even after practice, and continue the rapid motions
for several minutes at a time? Several good violin-
ists play the Perpetual Motion, by Paganini, in three
minutes, which means twenty-one notes each second.
It is said that Paganini could play it in one minute.

If a river starts to cut out a new channel, months,
or even years, may pass before the first drop of
water goes clear through the new channel. Our
brains send out nervous discharges through certain
channels, and if we wish to wear out a new path
it takes time to get everything in shape to enable
us to respond readily. The pupil must be helped
to bend the finger, or to draw the bow, but after
he has done it for awhile it seems perfectly easy
for him and he wonders why he ever had any dif-
ficulty. The possibilities of combination in music are
practically endless, so that it is impossible for any-
one ever to become perfectly acquainted with all the
possible arrangements of the notes even for a single
octave. If each combination requires at first even
a little time to think out the best way of getting
the results desired, our wonder need not be, “Why
does a musician not play a new piece perfectly at
sight,” but rather, “Why is he able to play at sight
as well as he does?”

I HAVE been a great deal happier since I have given
up thinking about what is easy and pleasant and
being discontented because I could not have my own
way. Our life is determined for us, and it makes the
mind very free when we give up wishing and only
think of bearing what is laid upon us and doing what
is given us to do.—George Eliot,

STIMULATING THE PUPIL’S AMBITION.

BY MADAME A. PUPIN.

11T

THE third way to arouse the enthusiasm of pupils
is to urge them to attend good concerts as often as
possible, and to subscribe for one or more musical
periodicals.

What would be thought of parents who would
pay for two or three years’ instruction in German,
and who knew that their children were doing
nothing but conjugating verbs and declining nouns,
all the while not hearing a word of German spoken,
and not seeing or reading a German book?

Equally absurd is it for students to practice ex-
ercises year after year, and try to learn pieces they
have never heard played, and not go to concerts
to see and hear how these exercises are made use of
in artistic work, and to hear what pieces sound like
when they are worked up to a finish.

Many students have gone to a concert and heard
the artist play a piece they themselves had worked
on. How often have these students been heard to
say: “lI play that piece myself, but I had no idea
it sounded like that.”

A concert is equal to several lessons, and there
are teachers who have been willing to lose lessons,
that their pupils might have the opportunity to at-
tend a fine concert, knowing its value to them.

Reading a musical journal not only increases a
student’s interest in music, but it encourages her to
greater effort, to read how others have overcome
difficulties that seem to her insurmountable. Some
teachers insist on their pupils subscribing for THE
ErupE, and it is a good idea.

Enthusiasm is the great secret. The stulert
inspired by enthusiasm will progress, and it should
be the teacher’s first aim to excite this enthusiasm.
The teacher who loves her work will nearly always
be able to inspire her pupils with some of her own
ardor. No need to appeal to parents for help in
making pupils practice if you can succeed in intro-
ducing students to some of the wonderful possi-
bilities hidden in the depths of their being.

THE HYGIENIC POWER OF MUSIC.

Two English physicians of prominence have re-
_cently asserted that the exercise given to the lungs
in singing is valuable in the prevention and cure of
diseases of those organs. They consider that in-
creased professional recognition should be extended
to this special therapeutic agency, as advisable in
cases where pulmonary consumption is feared.

Singing involves correct nasal breathing, and this
means that the air admitted to the lungs is practi-
cally germ free and also the adequate development of
the upper portions of the respiratory passages. An-
other effect is the maintenance of the elasticity and
proper expansion of the chest. The necessary
b're_athing exercises mean increased functional ac-
tivity of all parts of the lungs. Then, there is the
improved oxygenation of the blood, which singing
necessarily promotes.

.As we know, most singers, and also those musi-
cians who perform on wind instruments, are a
healthy-looking lot. Not many years from now
music will be recognized as a most valuable curative
agent, especially in cases of insanity, or morbidity.
That tired, overwrought, distressed man or woman
does not know the value of music? How many
beautiful stories could be told of the power of music
to sustain and restrain?

One of the greatest scientists living has testified
th'flt. he was once kept from thought of despair and
suicide by suddenly hearing in the next house some
one playing Rubinstein’s Melody in F.

Some day, instead of putting lunatics in padded
rooms and sending would-be suicides to jail, we shall
dose them with beautiful music.—Musical America.

Does the physician or lawyer weary you with his
business when you meet him socially? Would you
not vote him a nuisance if he did? And would you
not go to some other when in need of advice? From
this, then, do you not gather that it is poor business
policy to “talk shop” out of your teaching room?
Musicians are proverbially clannish. They stick to
their text too much. If a person wants your profes-
sional advice or comment, let him come to your studio
for it. Don’t go to spilling it around at the slightest
opportunity, earning, instead of the respect of your
acquaintances, the title, b-o-r-e.—F, W, Gates,
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SCALES AND ETUDES.

*I should like to have your views in the Rounp TABLE
in regard to the advisability of teaching major and
minor scales together, or whether it is better to teac_h
the major first, and the minor after the major is
learned. I always teach major and relative minor to-
gether, and feel it to be the better way, but so many
experienced teachers have expressed their preference
for the other that I should like to see a discussion of
the matter in the Rounp TABLE.”

The problem involved in this request is not so
serious as at first thought it might seem to some,
and for the reason that the scales can be successfully
taught in either way. It is largely a matter of per-
sonal preference which is pursued. As for myself, I
prefer to teach the major scales first, simply on the
principle of one thing at a time. After the pupil has
thoroughly learned the major scale, understands its
construction, and has transposed it into the various
keys until it begins to be felt as a part of his musi-
cal system, then it is time for him to be shown
the minor scale and the manner in which it differs
from the major. For this purpose I prefer to take
the tonic minor to the major rather than the relative.
Musically young students, irrespective of their ages,
are not often able at this stage of their education to
conceive the significance of the idea of relative. So
many teachers simply teach the minor scale by
stating that the half steps come in certain places,
and that the relative minor is found on the third
descending tone, or the sixth ascending tone, of the
major. But all this carries no particular meaning
to the pupil beyond the mere fact that it must be
so because the teacher says so. It is simply inert
mechanical knowledge.

It should be shown to the pupil that the signifi-
cance of major and minor is both harmonic and
melodic; that the minor differs from the major in the
substitution of a minor third for the major, and a
minor sixth for the major sixth. This can be more
easily shown by using the tonic minor to the major,
and practicing the two side by side until the pupil
begins to feel them as well as to have a mechanical
understanding of them. After the scales themselves
have become thoroughly learned and understood,
then the “relative” idea can be taken up and ex-
plained, and will be comprehended at once. It is
very easy to show a pupil that a major third can
be made minor by substituting a sound that is a half
step lower than the upper; in the combination CE,
for example, substituting E flat for E. The effect
of the two intervals should be dwelt upon until the
peculiar and distinctive effect of each can be recog-
nized and felt. I have been surprised on a good
many occasions, when giving drill in ear training,
to discover that advanced students, both vocal and
instrumental, could not tell the difference between
the major and minor chords. In some instances it
has required some weeks before their ears could be
developed to the point in which they could be ab-
solutely sure in identifying the major and minor
thirds and chords. So Universal is the custom for
piano students to simply learn to strike the right
keys represented by the notes, without analyzing the
aural effects, and for vocal students to learn songs
by rote, even when they become advanced enough
to sing grand opera arias, that it does not occur to
them to think of such things. Some students can
identify major and minor intervals, apparently by
instinct, from the very first, and of course it is a
great pleasure to teach such pupils. But with those
who do not naturally possess this faculty the minor
scale should be taught in such a way as to cultivate
it, so that the ear can recognize the major and minor
intervals as soon as they are sounded, at least the
thirds which are the determining intervals of the
triads. From the standpoint of musicianship. it is
of but little use to teach pupils how to construct
scales by mechanically locating the steps and half
steps, unless the ear can be taught to recognize
them as well. Many players are like those who learn

to read a foreign language, recognizing the words
and rhetorical construction upon the printed page,
but unable to understand a word when it is spoken.
Such players are not musicians in the best sense of
the term any more than those who can read in a
foreign tongue are linguists in that language.

*“As one of the many admirers of the Rounp TaBLE
Department who is benefited by it monthly, I venture
to ask for a little advice. With all my former pupils
I have been in the habit of using ‘Kohler’'s Method’
along with ‘Plaidy’s Technique,” and for studies
Czerny, Op. 599; Loeschhorn, Op. 65, and Kohler, Op.
50. I have started my last two pupils with ‘Presser’s
First Steps,” and Plaidy. These two pupils are quite
opposite in every way. One is eighteen years of age,
a beginner unable to read a note, very quick of percep-
tion, a most diligent worker, with a good will, deter-
mination and ambition. She never misses a point and
is a delight. I always look forward to her lesson
hour with pleasure.

“The other is a dreamy, absent-minded, innocent dear
of nine summers. Knowing her career at the public
school, her teacher told me if I wished to save my
reputation to decline to take her, for they had despaired
of her promotion at school. But I determined to pleases
her parents by trying her, and see what I could do
for her with the help of ‘Presser’s Method,” for I love
beginners, especially children, knowing exactly where
they stand. I must confess that once my heart failed
me, but I still have hopes.

“Now would you advise me to use these studies in
each of these cases, and in what order? What would
you suggest as the best method of teaching a stu<:Iy?
Woauld you work for perfection in each before taking
up another? How much should be given at each
Jesson? 1 might add that in the case of the older
pupil I tried an experiment, as I thought, all my own,
that of teaching the theory of the scale before the
scale itself. How easy it made matters! She grasped
the entire situation at one lesson, so that in place of
a drudgery, the scale became a pleasure. Soon after
I had tried this, I read an article along the same line
by Madame Pupin in the January ETupe.”

You were doing very well when you were makiqg
use of Kohler, but you showed that you were in
the line of progress when you took up “Presser’s
First Steps.” The methods of teaching beginners
have changed materially since the time when Kohler
wrote, and many new ideas have come into vogue,
in regard to the various touches, that are better pre-
pared for in the more modern books. The “First
Steps” takes up the elements in a very simple and
easily comprehensible manner, and is a book that
can be readily adapted to every order of mind and
ability. After having passed through it, it is a good
idea to take up the first volume of the Standard
Course as a review. It is true, it passes over the
same ground, but it is a little more difficult, and will
give the teacher an opportunity to still more thor-
oughly establish the student’s foundation, the one
weak point in so many players’ education.

Few teachers realize the great importance of re-
view work., Pupils naturally hate the review that
makes them go back and go over things they think
they have already learned once, something they en-
tirely outgrow when they become advanced players,
and realize that the repertoires of the great virtuoso
pianists, which they practice year in and year out,
are nothing but constant reviewing—but if the re-
viewing is done with new material it does not seem
irksome, especially if the teacher does not inform
them it is a review, in which case they will not even
know it. The object of such a review is twofold.

The tendency of elementary pupils, before their
hands become established in making correct hand
and finger motions, with a comfortable feeling of
freedom ia them while playing, is to constrain their
hands when picking out a new piece, especially if it
is a little difficult for them. This feeling of freedom
can be more easily established in a review. Second,
in such a review, the teacher can take up all points
of technical weakness that have shown themselves,
see that they are corrected and the hand made ready
for taking up the second stage of study. If the first
book of the Standard Course is used for review pur-
poses, the earlier pages may be well omitted. The
teacher will use his judgment as to where the pupil
would better begin.
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Do I hear someone ask if Plaidy is not also out-
dated by more modern books? I would answer no
to this, for the reason that Plaidy is only a com-
pendium of the passage work to be found in the
works of Bach, Haydn, Mozart, Beethoven and
Schubert, or what is known as the classical reper-
toire, and this should be acquired and thoroughly
mastered before the more modern work is attempted.

During the first two books of the Standard Course
not so much etude work will be required, as there is
a liberal supply of appropriate etudes included in
them. Suitably selected pieces that will engage the
pupil’s interest, however, should be used. For
Czerny you will find the “Selected Studies” of Lieb-
ling most valuable. Czerny wrote such a vast
number of etudes, most of which are unusable, from
lack of time if nothing else, that the value of a
selection like that of Liebling can scarcely be over-
rated.

For elementary pupils of such widely wvaried
temperaments as you mention, I see no reason why
you cannot use this same material with equal ad-
vantage, the only difference being the manner in
which you adapt it to the requirements of each. If
they were more advanced, individual variation in
the music selected for each would, of course, be
necessary. With the “absent-minded” pupil, a good
deal more review work of the kind I have outlined
will probably be necessary than with the bright one.
I doubt if you will need the Loeschhorn, Op. 65, or
the Kohler, Op. 50, if you use the Czerny “Selected
Etudes.” The best method to employ with such
etudes as the Czerny, and those in the Standard
Course, is to bring each to as great perfection as
possible. Perfection being impossible, it is only a
relative term. Some pupils are so dull, however,
that they will need to go over their etudes a second
time. It is well to forearm such pupils against dis-
appointment, however, by keeping them informed
that such a review is usual and to be expected, and
when an etude is dfopped, by telling them that it
will be perfected at the review. The amount to be
given at each lesson you will have to learn by ex-
perience. It will depend largely upon the aptness
of the pupil and the amcunt of time devoted to
practice.

“I shall be most grateful if you will answer the
following questions:

*(1) How much time should the average pupil, who
practices one hour each day, and who is no farther
advanced than the third or fourth grade, devote to
technique? 1 mean finger exercises, scales, etc., ex-
clusive of etudes.

“(2) How can 1, a teacher, improve my sight-
reading?

“(3) How can a young child, who knows nothing of
arithmetic, be taught to count?”

With so very small an amount of time in which to
practice, I do not see how more than ten minutes
a day can be spent on scales and arpeggios. I
should suggest that these be taken up on alternate
days, five minutes being spent on them, and five
minutes upon other necessary technical form as
they come up in the course of the work.

You can improve your sight-reading by taking
music that is not very difficult for you technically,
and spending as much time as you can in simply
playing it over and over, in proper tempo, and not
stopping to correct mistakes. You will find that
you will gradually acquire the ability to grasp
phrases much more readily, and to play them with
fewer mistakes. For such practice it is better to
have the music seem new to you. Therefore, do
not play more than twice in succession at the
moment. The practice of four-hand music is ex-
cellent for this purpose, especially with someone
who reads better than you do, and shows a con-
stant tendency to hurry you along.

It is not necessary for a child to have a knowl-
edge of arithmetic in order to be able to count
elementary music. He can be easily taught to count
four, for example, for a whole note, two on a half,
and one on a quarter. Any more complicated sub-
divisions, however, will probably have to be man-
aged by rote at first, until a little knowledge of
figures can be acquired.

“Would you advise the use of the Czerny etudes
together with Mason’s ‘Touch and Technic?’ TIs it ad-

visable to study Mason’s ‘Touch and Technic’ without
the use of the metronome?”

Most certainly the Czerny etudes can be taken
up with advantage in connection with Mason’s
“Touch and Technic.” The latter does not take the
place of etudes, but is a method of systematizing
the practice of scales, arpeggios, etc. It tells how
such practice should be done, and as such is in-

(Continued.on page 337.)
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N a recent editorial in Tue ETupE we endeavored to show that music, litera- DEPARTMENT store in a leading American city recpntly inserted this _9 1 2] 3 ak Rl B 2h & 1 —h P 1\ . ﬁz. ; &
ture and art are not the moral preceptors they are commonly supposed to advertisement pertaining to mechanical pianoforte playing dev1ce§: ——% . > # 1 = = - | Y Ho—X—i
be. If music alone fostered good morals many of our most noted com- “The old days of drudgery of pianoforte practice are over for thou- ] - 1y w29t 2 r = am e iLi ! £ - : )
posers would have led very different lives. If art alone fostered morals Paris, sands of children of the present generation. No child was considered properly - - » q—‘%-r'q" T i R I~ | rl
with its ever open treasuries of art, would be the most moral city of the uni- educated unless long and weary hours were spent at piano practice. To-day, QJ f V4 S S—— cre - - - Scen !’>- =>- 0
verse. If letters alone fostered morals, how indeed may we account for the unless the child shows a distinct leaning toward musical development, the teach- i3 [) 5 = ¢ l>' ! 2. . hg. N7
obliquations of Goldsmith, de Quincey, George Sand, Byron or Poe? The fol- ing is of musical appreciation instead of technic.” e e = o . ——— . Z 1 /) i e s} 39
lowing paragraph from the Ladies’ Home Journal indicates that Mr. Bok has the This advertisement was printed by a reputable firm that would not think s >——1 - ¥ —% ! : ‘l ? ql é —eH)
same opinion, and has been good enough to put it in his customary logical and of attempting to sell other merchandise by misleading statements. There will : 5= o - € . o o ]l
forceful English: never be any mechanical instrument invented that could possibly become a . 1 | —F’ ; # — # # # #/ 5
“What Good is Music, Anyhow? Has it any relation to human life? If not, substitute for the mental technic that every child who aspires to secure a musi- Z/ / / o, <R / 3
what claim has it to serious consideration? Has it any ethical power? Not at cal training sufficient to enable it to appreciate the great masterworks of music Vals'e MM.Z.=54 2337 j{ b 2. 3 Tom, Q 13 —
all. It has no more moral force in itself than has painting. It may treat must acquire. This knowledge must be attained at the keyboard by hours of i ¢ o, TON. A 4',‘ 2 5/ 4{ 15 . e I ﬁ - AT H 125w -
occasionally of moral or immoral subjects, but these subjects lie outside of patient labor., ’ T A— = A2 - — 3 h__‘ ‘_‘,_ = - Ill <
music itself as an art. It is just an art, and nothing else. Its mission is to put It is very true that the old days of ceaseless hideous finger exercises, the « o 2{ = e — 1 - - N - %— | f % i 7+
beauty into the world, to add to the sum-total of our highest and most refining musical pillories, racks and thumb screws of a few decades ago, are now happily 0y 4 t‘_‘_‘ T $ = - | g 3 r'\/ : g ~ - .,f ﬁ
pleasures. Its purpose is to give delight by its appeal to intellect and feeling. waning. Teachers are learning the great secret of providing fascinating technical i.\______-'_,____—-—— F P ; P» E—— e
It is a creation of artistic form and captivating detail. It is not a treasure-house material so that the mechanical obstacles may be overcome in the most pleasant g P = b » Al ) / 3’ _‘}
of cheap sentimentalism, nor a consolation in time of trouble. When music manner possible. As far as our personal experience extends, we have found that - . ] P ‘PH e 5o S5 I T 1 # B '#_-hﬁ? = : —— ?
cccupies either of these relations to a man it is because he associates it with mechanical playing devices aid, rather than injure, the teacher’s business pros- B XM |l| TJF_'_FJ ! g — & =t = S| G R il R 4 | ) le—'g—-ﬁ— ]
something outside of itself. . He is comforted by ‘The Lord is my Shepherd’— pects. The possessors of such instruments soon realize that they are nothing i - e A 1 e i 1 {2 4 5 o616 e : — —s— %2 H—lg —5—1 %
but the words, not the music, make the real appeal. Music takes hold of the more than an aggravation and frequently undertake special courses of instruction B (VG - ‘ F adine ;i/‘ E.—--”" — i
mind by its brilliant, picturesque and logical arrangement of melodic ideas, by in order to comprehend the wonderful mysteries of the art. The piano play- b (e
its development of them in accordance with a broad and masterly artistic design. ing device is moved into another corner only to become a dusty monument e

it courts our approval by its passionate voicing of the elemental moods and We have known of hundreds of instances of this kind. One might as well
emotions of humanity. This is its relation to life, and this is its claim to con- purchase a copy of “Les Miserables” and mechanically pronounce the words
sideration as one of the humanities.” over and over with the vain hope of comprehending the French language without :
Mr. Bok, however, fails to give due credit to the educational importance of other instruction as to expect the evolution of a musical education by running !

music. It is only in this direction that music can have any value whatever as a a paper roll through a machine for playing the piano. Teachers should repudiatz
moral force. Anyone who has studied music conscientiously has been made advertisements like the above and reputable firms should realize that untenable
aware of the exceptionally excellent mental drill that the art provides. Merely and illusive statements, whether intentional or otherwise, are always an un-
hearing music, without understanding its construction, does not provide this desirable reflection upon the house issuing them.
wonderful mind discipline which practically all of our great educators have esti-

mated very highly. We do not know of any study in the entire educational S

When it is employed as an illustrative art, as in the case of the modern opera, to the considerable sum spent for this “substitute for a musical education.” /,-\——ég\zg 25/I——_\3\g m
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4 { ) ) A ; UPPOSE your family doctor came to call
curriculum, from kindergarten to university, that trains the mind and at the ¥ d call upon you, some day, and offered

same time renders the parts of the body employed in execution so obedient to s professxonal-serwces.m Bach s Wa.y that you W.Oum f?el very much
the mind, that we would deem of more practical importance in the development embarra.ssed to.mform him that il did not need his services and could
of human character than music. But music js only a part of the educationa] Not afford to mdul.ge in the luxury of undesired medical attention. Suppose your
system. It is a far more essential part than many laymen are willing to allow. lawyer, your dentist, your baker, your butcher, or your candlestick maker, came
Horace Mann, for instance, held the regular study of music in very high esteem, to you with their intellectual or material merchandise and put you in the position |
and the following paragraph indicates in a most beautiful manner how high was of declining to patronize them. Wouldn’t you ¢
this great educator’s conception of moral integrity and manhood: ance—a nuisance? Yet there is a custom in
“The man who sells one thing for another, or less for more, or an inferior
for a superior quality, though he may enter a large item on the ‘Profit’ side of
his earthly ledger, yet, in the Book of Life he will find it entered on the side
cf ‘Loss” What are palaces and equipages, what though a man could cover a
continent with his title deeds, or an ocean with his commerce, compared with SRR ik s ; /
conscious rectitude; with a face that never turns pale at the accuser's voice; with the .leadu?g' citizens” of the community with the invitation to purchase, The
a bosom that never throbs at the fear of exposure; with a heart that might be ‘“leading citizen” in this case is often anyone who might be likely to purchase
turned inside out and discover no stain of dishonor? To have done no man a the tickets, but the letter accompanying the tickets usually informs you that )
wrong; to have put your signature to no paper to which the purest amgel in they have been limited to a few “leading citizens.” y
heaven might not have been an attesting witne_ss; to w-alk and live unseduced, failure to properly estimate the d
within arm’s length of what is not your own; with nothing between your desire probably the last thing that the “le
and its gratification but the invisible law of rectitude—this is to be a MAN.” the concert in question,

He opens the envelope and at first is petulant and then becomes indignant.

OR nine years a paper was published in Kansas City, Mo., under the name He has _probably met the musician socially, and it is an unpleasant task to

of The Independent. One day the editor, Mr. George Creel, woke up to return tickets to people you know. The idea of the musician putting himself

the fact that The Independent was a poor name for a weekly journal in- in the position of the book agent or an eleemosynary institution gives him some

tended for national circulation. He accordingly changed it to The Newsbook. different opinions upon art etc,, etc. He may send you a check but with that
There are hundreds of papers called The Independent in as many different cities Ccheck is sure to come a greatly lowered estimate of your importance,

all over the country but there is probably only one Newsbook. Mr. Creel had HO‘W much better it would be for the musician to make himself so dedirable

simply followed the line of least resistance and let his predecessors do his professionally that there would be no necessity for compelling his patrons to buy

thinking for him. If you are really interested in your musical work you must tickets. There is a real need for good music—very good music—right in vour

make it as individual as you possibly can—it must represent you and not some ©Wn community. If you are really capable and understand the secret of how to

habit of thought you have submissively consented to don. If you contemplate Merchandise your talents so that people will really want them, there will be no
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onsider it an impertinent annoy-

which musicians, in cities and
towns, indulge that deserves severe condemnation.

) Alas, for the musician’s
1scernment of the “leading citizens.” Very
ading citizen” really wants to do is to attend

a view to obtaining excellent musi-

starting a music school or any other enterprise do not take the name of “The necessity for sending out ticke“ts to unwilling purchasers nor for inviting some
American Conservatory,” or “The National School of Music,” or any appellation Society leader-to. become your “patron” at the rate of five, ten, or e fifty, dol- T 19 £ o N
PR : : ; ; lars for the distincti f helpi R FERNEY, G0 > = B B S . GRS Y2 0 P Gl - 4 -
of this kind. Devise one that suits your immediate needs, for names of the € distinction of helping you. The days when musicians groveled for ) + r d I it — e B o e T o113 5
i i i in i patronage are coming to d i igre sl 10 - T & ry ! e =it ‘—{——‘———‘ Iz ] Ll
kind we have described have been used time and again in all parts of the g g to an end. It is the duty of every self-respecting music - t r 1 —1é L y o o £ 5
worker to keep aloof from anythj h 2 P e e o 3 : & o e e B E e
country. : S iy ytiing that will tend to place him in an ignominious T Lol -; . o e _ ~
Moreover, your entire management of your professional work, both from POSition wit those to whom he has 3 just right to look for support and to - . 2 PRI o _ AT e ) e S R B O ) e
the business and artistic standpoint, should be indicative of your individuality. Whom the musician can render a service in every way as valuable ag the fees /»/5__\ . a tempo e W5 \ . —
Herein lies the success of Kipling, Elbert Hubbard, John Wanamaker and Paid by the patron. y h‘J_ J . 24 31 & N g B g 5 =5 ’\'k‘l 5bJ—\\1} ‘n‘ | s R \
De Pachman and in fact all men and women in all lines of human endeavor who ] | 4 —y ! E e 3 s . 'Ld Z] G —Le < D@ ——. 0 &
have made a position and not indolently permitted themselves to recline in T is a well-known and deplorable fact that women teachers do not receive : : a0 % S S BN S { 2l 7] ¢ 55 -5
someone else’s intellectual niche. Professor James has indicated to us how fees for their services equal those which men teachers are paid. The whole 1V & — ({ - e « 2 2 PP
habits of thought develop into prejudices which, in themselves, are vices quite matter of fees for musical instruction is in such a chaotic condition that e - o . P —F— —F — re - - tar - - |fan'. - A o)
as pronounced as the drink vice, the drug vice or the tobacco vice. we can only. speak generally upon this point. A few women teachers of great o %) —— b% b4 F e F\ e =
Without being too radical, form the habit of shunning the ruts of conven- renown receive very high fees, but in many cases the woman teacher is shame- 4 QP- =] I 4 )h } & -+ - - N
tionalism. Now, George Creel, of Newsbook fame, puts in big letters upon fully pa.xd fox: her services in proportion to the amount that many indifferent or ‘ 0 ¥ 3o T S e s s - qﬁﬁ £
the front of his paper, “This paper has no desire to think for you, but simply really inefficient men teachers recejye. Just why this is we are unable to : ;"PTL —e o i s s (S S = - far % 1 L — " =
strives to aid you in thinking for yourself” That comes very near being the determine, except for the fact that people are inclined to thj - 2 t % : [ | | 5 2 A
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tion and information, - cal results,
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