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o The New Shampoo

The troubles you have had with the usual
shampoo have been due both to the means and

the method. The ordinary shampoo removes
much of the dust and dandruff, but -also takes
away the natural oils of the hair and scalp, leaving
them dry and lifeless. Hand Sapolio by its special
ingredients cleanses even more thoroughly than
“gpecial” preparations, and its delicate vegetable
oils furnish a stimulating health and richness to the
hair and scalp that make shampooing delightful
and profitable. Hand Sapolio has made a new
quality to the Toilet; Bath and Shampoo.

FOR. TOILE'T

marking the evolution of the
piano, no name has rr}ad.e.so
great an impress, of has signified
so much in the creation of the piano
—the perfect instrument of music of
modern times—as the name

STEINWA

To own a Steinway
is to possess the best.

GHROUGH the five centuries

e ———————
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UPRIGHT PIANOS from $550 UP
GRAND PIANOS from

STEINWAY & SONS

STEINWAY HALL
107 and 109 East 14th Street, New York

Subway Express Station at the Door

$750 UP

Represented by the Foremost Dealers Throughout the Country A
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Delightful Easter Trins

VIA THE

OLD DOMINION LINE

TWO TO FIVE DAYS
Meals, Stateroom Berth and All Expenses Included
A Trip Over-Night to Virginia

Round-Trip, All Water, or Part Water and Rail, between New York,
0Old Point Comfort, Va., Norfolk, Va., and Richmond

New York to Old Point §7 4.00|New York to Richmond §7 5.00

or Norfolk and return ... and return. s « s « = s

The Old Dominion Line Service is daily (except Sunday) between New
York, Old Point Comfort and Norfolk. ~Sailings from New York (Pier 25,
North River, foot of North Moore Street) at 3.00 P. M. Sailings from
Norfolk (Company’s Wharf, foot of Church Street) at 7.00 P. M.

For reservations or detailed information concerning these “SHORT SEA TRIPS,"" address

OLD DOMINION S. S. CO.
Pier 25, North River, New York

J. J. BROWN, Gen. Pass. Agent W. L. WOODROW, Traffic Manag:r
Or Agents'and Representatives of the Old Dominion Line everywhere

L214-216 So. Wabash Ave.

GEORGE B

At this period of the world’s work, there is made in‘Chicago a line of
artistic pianos of unusual merit. The George P. Bent Grand and the
Crown Uprights stand for theshighest development in the art of piano
building. To play a George P. Bent Grand is to be fascinated with
its tone and touch which the strongest superlatives could not overpraise.

Should you like to know more about the George P. Bent Grand
and the Crown Upright Pianos, it will be a pleasure to us to send
full information, with prices of the instruments delivered in your home,
and on easy terms of payment if desired. 7

Wrrite to-day, if you are interested, to

GEO. P. BENT COMPANY, Manufacturers
Chicago, Ills.
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A MONTHLY JOURNAL FOR THE MUSICIAN, THE
MUSIC STUDENT, AND ALL MUSIC LOVERS.

Edited by JAMES FRANCIS COOKE

Subseription Price, $1.50 per year in United States, Alaska, Cuba, Porto Rieo,
Mexieo, Hawail, Philippines, Panama, Guam, Tutunila, and the City of Shanghai.
In Canada, $1.75 per year. In England and Colonies, 9 Shillings; in Franee, 11
Franes; in Germany, 9 Marks. All other eountries, $2.20 per year.

Liberal premiums and cash deductions are allowed for
obtaining 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-
gerous, and we are not responsible for its safe
arrival.

DISCONTINUANCE.—Write us a definite
if you wish THE ETUDE stopped.
our subscribers do not wish to miss an
issue, so THE ETUDE will be continued
with the understanding that youn will re-
mit later at your convenience. A mnotice
will be sent subscriber at the time of ex-
piration.

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

MANUSCRIPTS.—Manuscripts should be addressed to
THE ETUDBE. Write on one side of the sheet only.
Contributions on music-teaching and music-study are
solicited. Although every possible care is taken the
publishers are not responsible for manuscripts or
photographs either while in their possession or In
transit. Unavailable manuscripts will be returned.

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

THEODORE PRESSER 0O.,
1712 Chestnut Street, Philadelphia, Pa.
Entered at Philadelphia P. O. as Second-class Matter.
Copyright, 1912, by Theodore Presser Co.
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Promptness,

Economy
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Satisfaction

THE PRESSER BUILDING ANNEX
1713-1715-1717 Sansom Street
10-story fireproof building just

completed

THE PRESSER BUILDING
1712-1714 Chestnut Street
Philadelphia

of the Theodore Presser Company
illustrations above.
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*(29 YEARS OF PROGRESS |

Established prin

the largest mail-order music-supply house in the world. Every addition to th
been with the idea of catering still more successfully to the needs and desires of a large
increasing clientele of educators in music.

[29 YEARS OF ECONOMY |

terms.

makes it possible to give the largest discounts ol
able from fair refail prices, and the most favo
Our ‘ln"st endeavors are always devoted to the teachers’ interests—saving time,
and labor—giving the greatest value for the least outlay.

At the beginning a few clerks were ample

[29 YEARS OF EXPANSION | . ! :

care of the needs of the-business. To-da v

employees, every one selected because of particular efficiency, are required: It is 2 signifi
fact that of the number employed 10 years ago, 80 per cent. are still with the firm.

A stock, second to none, drawn from every quarter

[29 YEARS OF PROMPTNESS | 2, fock, seconc. 10 nofic, o0 : .
of the world, makes it possible to fill an order

the date of its receipt, whether for one piece of music, or the stocking of a music store.
small orders receive exactly the same attention.

~ ~ T y1 3 > e e >, ~ re . ‘Am

rz() YEARS OF EXPERIEI\CE] h'n\ given ‘ﬂ!g Theodore ],MA\\(. Com

- - timate and unusual knowledge of

requirements fwf teachers of music. This experience combined with economy

courtesy, efficiency and satisfaction as a basis of all transactions, has brought
staunch friends and patrons.

Large

[29 YEARS OF SATISFACTION | Jff Peratnl, confeence K areatest factor
. of fair anc slpful deali 18/ the A
in the success of this business. Satisfaction in the \\(::is‘;y‘ul“l(ix}xn 1<| and satisfacti ervice

are attested by over 25,000 regular accounts.

| 29 YEARS OF NEW _PUBLICATIONS | ;U#7® Te 't =

added to an already large catalogue. All are adapted to modern demand
and _;mm)mlcd by the foremost teachers. ‘Mathews’ Standar Brac
publ\cntinns of the Theodore Presser Company, enjoys the \1.
imitated to a greater extent than any educational work ever pul

Original

publicatios

FILL OUT AND MAIL THIS COUPON

The presser Couecﬁon Theo. Presser Co., 1712-1714 Chestnut St., Philadelphia.
An edition of Standard
Studies and Classical Col-
lections in book form, con-
taining only well-known Name
works — those universally
used in teaching. Retail
prices are low, with liberal
discounts to teachers.

GENTLEMEN:—Please send me, postpaid, mu
complete information regarding your original

purchasing music.

“On Sale” p

Address

Teacher of - Grades—
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Cantatas—Operettas and
Musical Recitations

PUBLISHED BY

THEWILLIS MUSIC C0. gHigage, v

The Feast of the Little Lanterns
. A Chinese Operetta for Ladies, By PAUL BLISS

Oriental costumes; inexpensive stage-setting; no orchestra

necessary (piano, Chinese gong and tom-tom);. pretty aud easy,
shoruses, easy to direct with auy number in chorus; four prinei-
pals; solos within range of amateurs; may be given in day-time,
out-of-doors. Time of performance, about an hour and a half.
These principal features should interest you enough to wairant
a closer examination of this form of entertainment. The plot. is
interesting and the costumes easy to obtain or make. The cost of
producing is practically nothing, while there is ample opportunity
toelaborate, While appealing to adults, it has been given with great

sucoess by High Schools.  Price 785c.

THE LAND OF SOMETIME An Operetta
for Children
By GRACE S. SWENSON

The Operetta is intended to provide a background which will

make a program of gymnastic exercises entertaining—otherwise

uninteresting because of incoherence. Any drills may be inserted

and those which seem superfluous omitted. Stage d{rvcllunl, de-

soription of costumes, all dialogues, together with words and musio
of all songs, included in each book.

The Land of Sometime, by Grace S. Swenson, 60c.

THREE SPRINGS

Cantata for Three-Part Chorus of Women's Yolees, with Soprano,
Mezzo-Soprano and Alto Solos

The story of three springs that rise high on the mountainside
under & willow tree. First in the ‘pool,’” then in the ‘‘brook,'
then down the ‘‘little falls,"” then out in the ‘‘river,’ then over the
‘great waterfall,” and at last they are drawn up from the ocean
by the sun and wafted baock to their home. Not difficult to sing—
brilliant accompaniment and sustained interest in the story. Sult-
ablé for recital work.

Three Springs, by Paul Bliss—Price 60c.

QUEEN OF MAY—A Children’s Cantata
By W. OTTO MIESSNER

This Cantata may be sung without costume or action, The num-
ber of participants may vary from fifty to two hundred ohildren.
The music is tuneful and bright, and well within the range of
young voices.

Queen of May, by W. Otto Miessner—Price 50c.

PRINCE CHARMING Or the Capture of

the Queen of Hearts
A Comle Operetta In One Aet, By JOSEPH SURDO
A story connecting things of the present day with fairy stories
and legends of old. A fascinating story for young people, and a
source of real entertainment for adults,

Prince Charming, by Joseph Surdo—Price 75c¢c.
The Crowning of the Gypsy Queen

A Comie Operetia In Three Acts, with a Prologue
By JOSEPH SURDO
An Operetta for young people, replete with bright, catchy mel-
odies, and possessing a well-sustained plot.
The Crowning of the Gypsy Queen, by Joseph
urdo—Price $1.

LAZARUS—A Sacred Cantata

ARRANGED FROM THE SACRED TEXT AND COMPOSED BY
ALEXANDER S. THOMPSON
A strong, musicianly setting of a well-selected text. A Cantata
suitable for any season of the year, of sufficient musical interest
to be worthy of a careful preparation by a good choir.
'h

Lazarus, by Al der S. T Price 75c¢.

JESUS AND THE WOMEN
By PAUL BLISS

A Cantata for any keason of the year, but dealing particularly
with the scene of the crucifixion. A Cantata for Women's Voices.
Not difficult—much of it in unison—almost no solo work, and
treating an old theme in a new manner. It may be done by a
quartette or chorus of women,

Jesus and the Women, by Paul Bliss—Price 50c.

THE TRIUMPH OF DAY

Short Cantata for Male Volees, and Chorus of Boys’ Volees
y DR. N. J. ELSENHEIMER
The poetic fancy of the words in the overcoming of the Shades
of Night, by the Glory of the Sun, is treated in a thoroughly mod-
ern method, by Dr. Elsenheimer. The difficulties for the adult
voices render the work most interesting.

The Triumph of Day, by Dr. N. J. Elsenheimer, 60c.

THE GREAT GOD PAN For Male
Voices
By HARVEY B. GAUL
A beautiful setting—using two flutes with the piano for accom-
paniment. The flutes’ obbligato lends a delicate and yet, at times,

almost tragic coloring to the story.

The Great God Pan, by Harvey B. Gaul—Price 60c.

SNOW WHITE An Overctta for
Children’s Voices"
Text by MRS, THOMAS WOODRUFF ALLEN
Musie by SIDNEY C. DURST
The Operetta can also be given by adults,although especially writ-
ten for a highly trained boy choir. The story is most entertaining,
and the music bright and fresh. The costuming most attractive.
A good Operetta for schools.

Snow White, by Sydney C. Durst—Price 30c.

OUR LINCOLN AnE?def‘t;rThree

ual Voices
Words by DR. W. €. WASHBURN, Musie by JOSEPH SURDO

Written to be sung by the pupils of the 4th, 5th, 6th, 7th, and
8th year Grades. Orchestral parts to be had on application.
A strong, big setting of a stirring text.
“All honor to our glorious dead
The world claims for its own.’’

Our Lincoln, by Joseph Surdo—Price 20c.

The Nightingale and the Rose A Musical

Recitation
The Story by OSCAR WILDE, The Musie by PAUL BLISS

This beautiful story of the Nightingale who sang all night long
with her breast against a thorn, so that a red rose might bloom for
the sorrowing lover, is told in prose, of the choicest wording. The
music is in free form, suggesting in its three motives, the under-
lying thoughts in the story—not following word for word. A
sutisfying story for the reader, and an interesting accompaniment
for the musician.

The Nightingale and The Rose, by Paul Bliss, $1.00

THE ROMANCE OF THE DAWN

A Reeltation with Pianoforie Aceompaniment
Poem by ELIZABETH K. REYNOLDS
Musie by ERNEST R. KROEGER, Op. 61

80 musicianly a setting of this beautiful text awakes at once the
{nterest of all lovers of this form of entertainment. The music
particularly follows every shade of meaning in the story, and the-
matically is sustained throughout
The Romance of the Dawn, by Ernest R. Kroeger

Price $1.00

BRUSHWOOD A Recitation with

Pianoforte Accompaniment
Text by T. BUCHANAN READ, Music by P. A. TIRINDELLI

This beautiful story of the woman with the load of brushwood
which bursts into bloom at last, is exquisitely accompanied by Mr
Tirindelli. The music is not diffienlt in execution, and the story
lends itself most satisfactorily to this form of entertainment,

Brushwood, by P. A. Tirindelli—Price $1.00

THEWILLIS MUSICCO. iieace: i

THE ET UDE B

GORDON’S GRADED P!ANO COURSE

9 GRADES (First 8 now ready)

i d concise
EACHERS! Can you glve.clear an ’
definitions of Ritard, Ritenuto and Ral

50 CENTS EACH
L

3 i hem ?
ALEAREIES lentando and differentiate among t e
GRADE| GRADE V " 9 Don’t lOOk in the dlctlonarless
CRADE(l  GRADE VI | You can o k ;- L Course’
SEQEQL pg,::gi},n‘ conflict. Get Gordon’s Gra:lde lak
— -to-date work.
TOrvED A0 EOTED OY a most complete and up-to at
AMILTON S.GORDON

{K_’,_'J_ﬂ_t—\)w Send for circulars and special prices
b H. S. GORDON, - 114 W. 30th Street, - NEW YORK
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AMATEUR
OPERAS

" SINGBAD THE SAILOR, text and music by
Alfred G. Wathall. .
The plot and details satisfy every demand of its
gestive title. The neatest hit in comic opera since
gt O Gibert and Sullivan. Happy, jingly
lyrics; all within amateur reach. Bright, clean, crisp
o cal lines; swinging, catchy, melodious and expres-
n'l::l music. Extraordinarily humorous situations. = Stir-
o choruses; easy, beautiful solos. Opportunities for
mhiﬁl-cluu individual work. Singbad the Sailor has
been perfected through performances. It is complete,
Music score complete, $1. Libretto, with full in-
i 25¢. BooLs sent on approval. Orchestra

AN ORIGINAL METHOD

Should have a

EVERYONE INTERESTED IN MUSIC copy of

GEO. L. SPAULDING’'S

NOTE-SPELLER

Trade-mark registered 1911,
This is a novel system ot learning to read and
CEO L. 1 write the notes in music, and is destined to rev-

olutionize; modern elementary methods.

SPAULDING'S | 1f you are learning to sing or to play the piano,or-

gan,violin,cornet, clarinet, ﬁute,t‘rombone or’.;AN_YI
other musical instrument, the * Note-Speller ”* wi

NOTE-SPELLER teach you toread the notes accurateeldy’ ivr:iat }Slgl;lgrflf?}‘:;

tion of the cime heretofore consuimed, ¥ ;

least interfering with your present routine of practice.
The ‘‘Note-Speller” will prove a most valuable

oF { adjunct to every course of musical instruction,

LEARNING TO READ MUsiC' || being, in fact, indispensable in the modern studio,

class-room and kindergarten. e
In one MONTH, students of the “Note-Sp'eller
will have leaped a YEAR ahead in' cheir studies.
50c-REGULAR PRICE-50c
To Readers of this Ad.—One Copy to a Person.

cE so ey

M WITMARK @ soms i

] 35CSFECIAL PRICEQJC
M. WITMARK & SONS

Dept. T 48 Witmark Building, NEW YORK

i { the Philippi

A, mance of the Fhilippines, text
A QU red & Wathall. - This new opere
was written for the use of brass band organizations,
with a view of furnishing them a play in ch band
e The opera may be used just as

well, however, by choirs o musical iocncu'm}‘ fa Lybkh:id

possess some amateur acting talent, where a band,
&l::e or small, is available for help. Only five leading
solo characters necessary. Pasquita (pronounced
Pos-kee-ta) has been given many times yith great
g The complete book, text and music, $1.00. The

Choruses are issued also in a separate bool at 50c,
The band and orchestra music in manuscript books will
be rented at reasonable rates. Sample complote book
sent on approval.

THE MERRY MILKMAIDS, a light operetta
for amateurs by Chas. H. Gabriel. A charining play,
easy to stage and perform, Vaﬁo;:)pular. ver fai
to please. Price of complete k, 75¢ rchestra
score rented at low pnce. Sample book sent on
approval.

A Dramatic Cantata

SAUL, KING OF ISRAEL, text Judge
Willis B. Perkins, music by Chas. H. Gal One

of the stroi and best of Scriptural Ca 18 ever
published. It pictures the characters of = Samuel
and David with the excitement that the . sity of
their lives warrant. In short, it is a great ca 2 avail-
able for good amateur singers and players mplete

book, 75¢. Orchestra arrangement rented.

Theory Books
HERBERT’S HARMONY AND COM-

Ask for Special Ratee GUMMER SCHOOLS 3z 51
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PIANO SOLOS, 10 Cents per Copy PIANO DUETS, 10 Cents per Copy

Title Composer Grade Title Composer Grade
Alice, Transoription................... Ascher Cavallerla Rustl Tn N 4
Arabesque Valse .. " Lmek Flatterer; The .................. Chaminade 3
Ballet des Papillons . .. ...Godard Invitation to the Dance............ Weber . 5
Barcarole, “Tales of Hofmann'' . ,,Ofenbach Les Sylphes....... Bachmann 4
By Moonlight............ ....Bendel Lohengrin March. 4
Caprice Bri.liante. . ...Leybach Lustsplel Overture 4
Dying Poet....... Gottsehalk Poet and Peasant ¢ 4
First Tarantella........... Polish Dance....... 4
Grand March de Concert. Qui Vive Galop . 4
Humoresque ..... ..... +...Dvorak Zampa Overture... 5

Hungarian Rhapsody.
Kamenol Ostrow .

Last Hope.......... 188 9 Composer Grade
Moonlight Sonata Bakthovek i\;nzel s Se’?nnde:: .................. Braga 4
Poet and Peasant Overture., ..Suppé Cervctaue. ol Sodard |4
Rigoletto Fantasle .......... . Liszt FT‘ ¥ “g """"" ss-Bafl 15
Rustle of Spring.. Sinding bl | s dange - 4
s::lel't‘:dl esth. .. .. Kowalski .ry‘.“w W e;‘;a“‘“ 6
AR Chaminade - 4 | y®y Potasresesschossosorsovogesise indel 3

Sqnat- Pathetique. .Beelhnre: Melody in F. .. Rubinsteln * 4
William, Tell Overt Stmple Confe I e Thomé 4
“';;;“f:n(?:‘:;ﬁ“ Star nf_.llnpe, Reve: Kennedy 3
ichoes. .. Tannhauser March..... ... . .. Wagner = 4

The complete “Century” catalog of n

four hands, also toli . I two and
s fands, askiggf and two Violins and Piano, all at the TEN CENT price—Can be had

It is money in your insi i
3 ) pocket to insi ¢ “ : 35
If he will not, i st upon your dealer selling you *‘Century Edition,”

N CENTURY MUSIC PUBLISHING COMPANY

[ 1ICENTURYT JEDITION [T

THE BEST EDILTION

OF THE

WORLD’S BEST MUSIC!
=~ FOR 10c. A COPY ==

@ Some dealers ask from 25c. to 50c. a' copy for “Century Edition”
sheet music. It’s worth it—but—don’t pay more than TEN
CENTS (10c.) our price.

( Look over the following list of standard and classic compositions,
which are sold in other Editions at from 25c. to 75¢c. each.

( “Century Edition” price isbut TEN CENTS (10c.) a copy, no mat-
ter what the marked price may be, and best of all, we will guar-
antee that each and every copy is as good as, or better than, the
copies you have been buying at many times the price we ask.

q In paper, printing, phrasing, fingering and general excellence, this
edition cannot be surpassed, there can be nothing better at any

price
q If every claim we make is not as represented, we will refund
your money.

VIOLIN and PIANO, 10 Cents per Copy

B R A - A R R e

early two thousand titles for Piano,

1179 BROADWAY, NEW YORK CITY

Please mention THE ETUDE when addressing our advertisers

g

POSITION. J. B. Herbert. The most interesting
and practical teacher of harmony published sed ex-
tensively by teachers, as well as for self ruction.
he best book on the subject published. Highly com-
ded by the professi Price, $1.00.

HOW TO WRITE AN ACCOMPANIL
MENT;“( B. Herbert. A subject on which every
writer needs help. The only book of the | pub-
hshgd. Highly commended by the best siclans,
Indispensable to every aspiring composer aluable

ts on every page. Over 300 examples {om the

masters. Price, $1.50
HARMONY AND INSTRUMENT A TION.

Oscar Coon. Teaches how to write for mili:= v bands

and orchestras. A standard work. Such ks are
costly and rare. Price, $2.00.

Voice Culture

ELEMENTS OF VOICE CULTUE, B
D. A Clippinger. The principles of voice re ap):
plied to class work. Voice training in class choirs.

Price 30 cents. Sent on approval.

THE POLYCHROME LESSONS IN
VOICE CULTURE. By F. W. Root. Unique

for private study or for teachers’ use. Price ; © cents.
STUDIES FROM THE OPERA.. F.W.
oot.  Selections adapted to the use of stu of the

Polychrome Lessons, Ei i ow e
eteds; 02110'00 “2;1. Either high or lov , state

: Sheet Music
Life Eternal, Solo for mezzo voic e, by J. W.

Lerman. A beautiful, strong, new solo. iled for
cents.
Rejoice, Ye Pure in Heart, a duet for either

soprano and alto or tenor and bass, Fasy
: . Easy compass, a
really great duet. Mailed for 30 cents.

Children’s Songs

P HEART SQNG_S. for children. A new book
or primary and junior grades, A
teachers and trainers of children of from 5 to 12 years.
etew r%hon songs, individual songs, character songs,
chciid'uoe don't think there has yet been published a

ng book equal to “‘Heart Songs.” Price, 30
cents.  Sent on approval. o0 e

W(i:}l;lﬂRACTER _SONGS. for children, by 4. G.
P, af Ca} L A set of six character songs in sheet music.
“Tn \| eo, B, Lul, B“.df"rd- Pa., High School, says:
t e:ea £ & een years experience with children | ﬁ’nd
*Ongs supenior to any children's songs I have ever

found.” " Prices 25¢. and 30c. each. Samples mailed

on approval,

BETTER BE GOOD. S izzi

DeAmond. Music b M < i
.. Music by Henry Fillmore,

song for a child or group Z?rc}hild‘ror:.meNr\{::) fgﬁ;m‘:

‘O:azg.c'enltts.is a distinct * hit,"" highest note C. Mailed

PLAYMATES Duel for a bo: i

g ; and a girl. They

?\1/1113 pltﬁrnalely and in unison. \ijs bydE. ? GuPti”}'
usic by J. H. Fillmore., An action duet, representing

tel, and “happy make-up. ' Never

The general compass easy. Mailed

surprise in store for

a children’s quan
fails to interest,
or 25 cents.

Orchestra and Band Music

our“n::t'eleﬂed in orchestra and band music send for
M sic sample parts, or ask for our Musical

t:essen oerr, a }r‘nonlhly band and orchestra journal.
Cincinnati Hero 32 ot band supplies address the

ouse. Mention 7 he Etude. -

FILLMORE MUSIC HOUSE

CinCinnati, 0 o;‘g‘i;l;lg;\ie,

Sty

S

%

T

Rty

.
D
= o

Y]

>
g

2

e

=N

=

perTTIIx

T e

AT | H

£=)
-

<

ATy

21

ey

[

T

>

T
SR

Say a Good Word for
THE ETUDE

No other force can do as much
good for music in a community
as Tae ETUDE, as it is tp-day the
most powerful and active agent
in stimulating music thought and
progress in America. Neverthe-
less, we are striving to reach still
greater influence and usefulness.

Music lovers in every com-
munity look to music teachers fgr
guidance as to what is pest in
music. Every new subscriber to
Tre ETUDE in your town means
that the circle of musical influ-
ence will be widened, and.that
your work as a musician will be
raised to a higher standard. !

You can coOperate with us in
bringing TeE ETUDE to the atten-
tion of music lovers of your ac-
quaintance.  Tell your friends
how helpful TuE ETUDE has been
to you. You can thus greatly as-
sist us in making new friends by
simply saying a good word for
Tre ETUDE.

Bind Your Copies of
THE ETUDE

A year’s file of THE ETUDE can
be very readily preserved in
“Tpe Erupe BInper” It is sim-
ple, but complete, cheap, but en-
durable, and presents a mneat
appearance. The back is of solid
wood, which keeps it always in
shape. The copies can be readily
inserted in the binder or removed
when desired. Sent postpaid upon
receipt of price, $1.00.

Save Money by Ordering Other
Magazines with Your ETUDE
Subscription

When sending in an order for
Tuae ETuDpE, subscribers can save
considerable by adding one or
more magazines.

To assist readers in making
such a selection we have prepared
a complete Magazine Guide of
twenty-four pages, a copy of
which will be sent upon request.
Below is a list of the most popu-
lar combinations:

For $2.30 we will send THE
Eruvpe and the Woman’s Home
Companion; or Tue Etupe for
one year and the Pictorial Review
for two years; or THE ETUDE
and Everybody’s; or THE ETUDE
and McClure’s; or THE ETUDE
and American Magazine.

For $1.75 we will send THE
Erupe and the Modern Priscilla;
or Tue Ertupe and Designer; or
Tuae Erupe and New Idea Wom-
an’'s Magazine.

For $3.00 we will send THE
Erupe and Review of Reviews;
or TaE EtupE and Current Liter-
ature.

For $2.65 we will send THE
Erupg, Pictorial Review, Modern
Priscilla and the Ladies’ World
each for a year.

For $2.20 we will send THE
Erupe and the Delineator.

For $2.00 we will send THE
ErupE and American Boy; or
Tue Etupe and the Boys’ Maga-
zine.

For $1.60 we will send THE
Erupe and McCall's (with free
pattern) ; or THE EtupE and The
Housewife.

Subscriptions are for one year
and can begin with any month;
they can be new or renewal. The
magazines can also be sent to dif-
ferent addresses. There is addi-
tional charge for Canadian and
fore'gn postage.

THE ETUDE

LI

Mapparena Scararanpis (Illustrated)
are extra large and exceedingly beautiful.
rose color on deep yellow ground, elegant
with scarlet and crimson.

Name-On Folding Umbrella

Sent postpaid for five subscriptions to THE
ETUDE; or three subscriptions and 50 cents
cash. Same for 6,7 or 8 subscriptions, with
more expensive covering and handle.

Name and address is worked in the fabric,
as shown in the illustration.
practical idea in umbrella designing. The
name shows on the inside of the umbrella only,
and is not visible on the outside.
cannot be removed without destroying the
umbrella, and insures the owner against loss.
American taffeta with a fine tape edge. Guar-
anteed waterproof, fast black and will not
crack. Close rolling, long wearing and one of
the most satisfactory covers made.
tion, this is a folding umbrella and will fit
INSIDE an ordinary suit-case.
for women; 28-inch for men.

Mission style handles.

Flower Seeds and Bulbs

No. 6. Pzonies—4 assorted colors.

X3
g——.

Unusual Premium Values

Every article is of the best make and gu.aranteed by
us to give entire satisfaction. A new illustrated
¢ Premium List,”’ containing a number of new
attractive and seasonable premiums, has just
been issued. If interested, ask for a copy

9 Six Hardy Ever-Blooming Roses

Entire set sent postpaid for 2 yearly subscriptions to
TUDE or 1 subscription and ;25 cents cash.
All of the six roses listed below are supplied
by one of the largest and best known rose
growers in the United States. List includes
assortment of red, pink, white and yellow.
lot is a variegated rose and 2
climbers—one a cluster and*one an
ever-blooming. These plants are
shipped direct from the nursery
where grown, specially packed,
thus insuring their safe arrival.
MarieVax Hourre (Tre Gem)—Flowers are extra
large, very double full and deliciously sweet-scented.

Lovely canary yellow, passing to creamy white and
bcnunyfully shaded with rich p?nk.

HiawaTeA—Brilliant scarlet; bears large clusters of

Queen’s ScArLeT—Rich, velvety scarlet, very bright and
handsome; strong, upright grower, constant bloomer.

IsaBELLA SPRUNT—Bright canary yellow; buds remarkably
fine; constant and abundant bloomer.

New CLimBING MoseLLE—A new hardy ever-bloom-
ing climbing rose; golden yellow-cream colored blos-
soms; a healthy, vigorous climber that produces clus-
ters almost without interruption from Spring till frost.

Wi
)/ /"1‘/ 7
,/,,;7, M;

iyt

J

Our previous offers of
flower seeds and bulbs in con-
nection with subscriptions to
THE ETUDE met with such
hearty response that we have
decided to include additional
collections, as below. These
seeds and bulbs are guaran-
teed strictly fresh and of best
quality. Order by number.

Choice of any one of collec-
tions 1, 2, 3, or 4 (postpaid) for
1 subscription to THE ETUDE
(not your own); or your own

subscription and 25 cents
additional.

Choice of Collections 5 or
6 (postpaid) for 2 subscriptions
to THE ETUDE; or your
own subscription and 65 cents
additional.

Choice of Collections 7 or 8 (postpaid) for 2 subscriptions to THE ETUDE; or your
own subecription and 50 cents additional.

Choice of any two of Collections 1, 2,3 or 4 (postpaid) for 2 subscriptions to THE
ETUDE; or your own subscription and 60 cents additional.

The above applies to single subscriptions at $1.50 each or club
subscriptions with other magazines.

No. 1. Frower Seeps—One packet each of Asters, Poppies, Mignonette, Nasturtiums, Cosmos,
Phlox and a large packet Sweet Peas.

N Grapiort Bep—Twelve Superb New Hybrid Gladioli Bulbs, assorted colors. The blooms are
very large and have a wonderful range of color.. The bulbs are large, fresh and of finest quality.

1\: ) SumMeR Frowering BurBs—Three Tuberous Rooted Begonias, assorted colors, Orange, Pink,
and White; 3 Dwarf French Cannas, assorted colors; 4 Mammoth Pearl Tuberoses; 2 Summer Flowering

No. 4. Sweer Peas—One packet each of 10 named varieties, in white, pink, scarlet, lavender, blue,

Six AssorTEp DanL1as—Ideal for bedding or planting in borders.
Beautiful when massed inc lumps on lawns, with background of

. No.7. AnxnvaL FLower SeEDS—20 varieties, mostly mixed colors, as follows: Alyssum, Aster, Calli-
opsis, Candytuft, Centaurea, Morning Glory, Cosmos, Dianthus, Eschscholtzia, Lobelia, Larkspur, Marigold,
Mignonette, Nasturtium, Petunia, Phlox, Poppy, Portulaca, Verbena, Zinnia.

N PerenniaL FLower SEEps—20 varieties, mostly mixed colors, as follows: Aconitum, Alyssum,
Anemone, Aquilegia, Asperula, Campanula, Delphinium, Dianthus, Digitalis, Gypsophila, Lychnis, Pentste-
mon, Platycodon, Sweet Williams, Valeriana, Calliopsis, Caillardia, Hollyhock, Poppy (Oriental), Phlox.

Substantial ETUDE Features
That Develop Your
Musical Growth

The best possible endorsement
of the need for a musical paper
of the type of THE ETUDE 1s the
fact that so many thousands have
found that it supplies them with
a kind of musical food that really
does develop them along the lines
in which they desire to progress.
In other words, Tae ETUDE, by
means of skillful catering, fur-
nishes the musical food which
builds up the student, music-
lover and teacher in a way that
enables them to secure more from
their labors than if they were
obliged to work without this regu-
lar mental nourishment.

No one continues to take a
magazine that does not give this
intellectual food in the most gen-
erous measure. The fact that
Tae ETupe goes to the same
musical homes year after year is
the most emphatic proof of its
continued excellence.

Selecting the material that goes
in a magazine determines the
magazine’s success in a large
measure. Hundreds of articles
are sent to THE Ertune office.
Among these are innumerable ex-
cellent articles considered from
special standpoints, but there are
only a very few which are “right”
for- THE Ertupe. It is precisely
the same with the music. In ad-
dition to this, new features must
continually be invented. Features
that stimulate the imagination
and point to new roads, new
ideals. This work is done for
Tuae ETupe by trained specialists,
all of whom have had extensive
musical and practical teaching ex-
perience. There is no guess work
—the needs are known and sup-
plied.

Katherine Goodson on “ How
Analysis Helps the Pupil ”’

Some of the forthcoming fea-
tures are examples of this. Miss
Katherine Goodson, for instance,
has been interviewed many times
in her artistic career as a concert
pianist. Hardly a paragraph from
any one of these interviews would
have been suitable for ETupe use.
Why? Simply because they have
not that educational insight which
is given to Tue ETUDE interviews
by reason of the fact that they
have been secured by a specialist
in this work. Few virtuosos have
the time to write even when they
have the gift, but by conference
with trained writers interviews
have been arranged which have
been filled with helpful features.

An Article From Claude Debussy
on ‘‘ Musical Taste in
Modern Times”’

The musical world is curious to
have the views of this wunique
master who has attracted such
wide attention. In the article on
Musical Taste, Debussy gives
much extremely interesting mat-
ter which will be read with de-
light by both his admirers and
well, those who don’t understand
him.

Wilhelm Bachaus on *‘ Piano

Training in the Future ”’

No pianist since Paderewski
has aroused so much attention on
a first American tour as Wilhelm
Bachaus, the technical David, who
has challenged the pianistic giants
of his time. Bachaus has given
our readers some invaluable ideas
in pianoforte playing which they
will surely want to read.
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ART PIANOS FOR ARTISTS

THE POOLE

HE music student, the
amateur and the fin-

ished musician go about the
selection of a piano with a
somewhat different view-
point from the average lay-
man. They have a more
definite idea of what con-
stitutes real artistic tone
quality; they have different
standards, perhaps more
exacting, from which to
judge tonal effects, and the
fact, therefore, that hun-
dreds of POOLE PIANOS
; have been purchased by mu-

sicians is of special significance. 1t presents the verdict of a
competent jury; one which the intending purchaser of a
piano can well afford to take into careful consideration.

It is the beautiful singing quality of the POOLE TONE
as well as the attractive appearance of these pianos which
appeals to the artistic sense of the trained musician and
music lover.

THERF are Poole representdtions in nearly every city and town in America. We will
gladly give you informatjon about our special terms to musicians and our system of
payments. Just as easy for yoli to buy direct from our factory as though you lived in
Boston. Liberal allowance for old instrumients. WRITE FOR CATALOGUE C.

POOLE PIANO CO. BOSTI(J).IE,. yAss.

Wide and deservedly Popular Success

THREE DANCES vy

HENRY VIII
By EDWARD GERMAN ;

1. Morris Dance 9. Shepherd’s Dance
MORRIS DANC E

e A -

(

3. Torch Dance

L
Hewe
b
i
aad
aad
e

Ped. % Ped *
Price complete, $1.00
Also arranged for pianoforte duet, pianoforte and violin, pianoforte and
string quartette and full orchestra

THE H. W. GRAY CO., 21 East 17th Street, NEW YORK

4

i AL

Sole Agents for NOVELLO & CO., Ltd.

Text Book‘é by Thomas Tapper

JUST PUBLISHED

~ First Year Musical Theory

The purpose of this book .is to lay before the student the subject of the Rudi-
ments of Music, and to increasé his knowledge of it through Questions and Exercises
based on the text. '

A thorough knowledge of the subjects treated in this book is valuable in many
practical ways: )

It tends to simplify the process of sight reading.
2. 1t makes possible the ready and accurate recording of music thought.
3. It aids the student who is studying music dictation. ;
4. It makes clear, through historical refcrences, the exact intent of many words
and signs, used in music, that are commonly misinterpreted.

First Year Melody Writing

This book presents in simple form the first principles of Melodic invention.

i ]g: may precede the regular study of Harmony, or it may proceed, hand in hand,
with it. .

Twenty-eight lessons are _given, of which Lessons I to XXIIT inclusive treat
one-part melody. In Lessons XXIV to XXVIII the simpler principles of two-part
\\'l'ilillﬁ’," are introduced through the contrapuntal method, leading to free two-part
composition. 4

A uniform plan is presented in nearly every lesson of this book. 'This plan is
similar to that used by the best writers of text-books for the teaching of a foreign
language. Primarily it recognizes the necessity for explanatory text and a vocabulary.

While the text-book is designed primarily for the special student of music it is
no less suitable in the hands. of the music supervisor for use in the Elementary
Grades and in the Iigh and Normal School classes.

First Year Harmony

A text-book for use in the first presentation of the subject.

It is so arranged as to be available either for private study or for use in classes.
Fach chapter presents a single principle, concisely stated.

Lessons in Analysis, Dictation, and Melody Writing are included.

Professional Price of the Above Books is 75 cents each
Send for descriptive circulars
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JUST ISSUED
Critical and Historical Essavs

Lectures delivered at

Columbia University by EDWARD MACDOWELL

Price, $1.50

CHAP, CHAP,
I. THE ORIGIN OF Music XL
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The Combination Scale ;
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PosstBLY the most pathetic, the most significant, the most pene-
trating words in all dramatic literature are those heard just before
the curtain falls upon the last act of Ibsen’s Ghosts, when th.c
stricken son cries out in despair for eternal freedom from his
earthly pains,

“Give me the sun, mother, give me the sun.”

This, too, has been the cry of all the world through the un-
countable ages. It is not surprising that the first religion of most
all primitive peoples has been the worship of the sun, the material
basis of our existence. Have you watched the flowers postpone
their bloom to greet the sun? Have you seen the resurrection of
the gardens, the meadows, the woods before the great goldel} light-
in the heavens? Do you wonder that the emblems of liberty,
health, commerce, art, science, and, in fact, all evidences of progress
have been some form of light. The symbol of learning has long
been the flickering lamp—why not the glorious sun?—for all learn-
ing depends upon more and still more light—more enlightenment.
“Licht, mehr licht,” cried the dying Goethe, the most lustrous man
of his age, “LIGHT, MORE LIGHT.”

The true teacher is first of all a giver of light. He must
radiate. He must illumine the minds of his pupils as the sun
breaks through the night. Every lesson must mean new light.
Would you hold the interest of your pupils? Then never let a
pupil leave the lesson until you have thrown some real light upon
some one particular phase of the piece the pupil is studying. If
the pupil is “in the dark” upon phrasing, appropriate touch, expres-
sion or nuance, fill the mind with light until it glows with informa-
tion. If the lesson is dull, the teacher, and the teacher only, is to
blame. He has failed as a light-giver.

Again we come to Eastertide, the sun time of the year. The
world is telling the wonderful story of new life, greater hope,
richer love, broader light. ‘“Ye are the light of the world,” said
the Master. Tt seems a most felicitous season for teachers to ab-
sorb- this wonderful thought.

“Ye are the light of the world,”
cach one of us a little solar system to illumine all those around us.

Light giving does not mean merely instructing. It means let-
ting the light shine through our words, our deeds, our own works.
Man’s highest duty to mankind is the cultivation of the nobility in
his own character. Nobility thrives in light, righteousness, love,
beauty. Nobility declines in darkness, iniquity, hate, ugliness.
Music teaching especially demands bright, happy surroundings.
With the coming of the flowers remember that, although the plant
may grow during the dull days, it is the sun, the everlasting light.
that bursts the blossom and fills Spring-time with its supreme glory.

&
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ONE does not have to go very far in Mark Twain’s Tom
Sawyer before one encounters that delicious little delineation of
human nature in which Tom, who has been given the odious task
of whitewashing a fence, suddenly conceives the luminous idea
of making believe that his task is an extraordinary privilege and
then succeeds in renting out this privilege to other boys upon the
payment of apple-cores, horse-shoe nails and other forms of juve-
nile currency. Now comes the same idea applied to a volunteer
choir in a church in the Middle West.

. XXX. No. 4
APRIL, 1912 VOL. X
V e If you have ever belonged to a volunteer choir you kn.ow that
1 : in most cases the choir is anything but volunteer. It is more
1 (‘lé!l\}, ML e & frequently formed of recruits drafted from the young people of the

church through the combined efforts of the pastor, the organist, the
choir-director, the deacons, the trustees and the sexton. As soon as
4 new singer comes into the church district, he is first solicited,
then begged and-perhaps finally conscripted.

Membership of the choir is usually considered a duty. The
el o Ll Charchof Indiana, made it a privilege.
Admission to the choir is by ticket only, and, wonder of wonders,
the members actually pay for the tickets! There are by-laws and
rules that reverse the pleading attitude of the average choir-director
to that of a dictator. The plan is said to have worked very success-
fully. We often think that teachers and club organizers do entirely
too much pleading and begging and thereby belittle the privileges
of their assemblies. Masonic bodies never solicit new members
in any way, and yet there are many eager to join at all times.

G
“ 4 Ié]l\\ FORM YOUR OWN OPINION.

SPECIALISTS in psychology lay great stress upon apperception—
that wonderful mental process by which we place two thoughts
or mental conceptions in juxtaposition and from these evolve a
new thought. This process of putting two and two together lies
at the base of all higher educational progress.

This practice is one that we trust all of our readers apply
when perusing Tae Etupe. We have no all-burning desire to
form your opinions for you, nor have we any wish to let others
do it. We want you to make up your own mind. We know full
well that it is the only way in which anything like a genuine advance
can be made.  People who sit pensively by the way and take what-
ever view the passing stranger may have are not the people to
get on in the world. This is particularly the case in musical
education.

There can never be any absolutely right or absolutely wrong
course in music. If there were, such a paper as THE EtTubpe
would not exist. What is right for one person may be entirely
wrong for another. We cannot put ourselves in the position of
having the power to determine what is right and what is wrong
Any article that seems to have a foundation of common sense and
bears the name of a music worker who has had experience is
eligible for THE ETupE, provided it has the requisite interest.

In fact, many articles have appeared in Tue ETUDE expressing
opinions at variance with our own. It is only by studying such
articles that the reader can hope to form a fair, unbiased view-
point. We think that our readers ought to look on all sides of
a question and then make up their own minds. We have very little
respect for the reader who “swallows whole” .

everything he sees
in TaE ETubE.

[f you read an article with which you do not
agree, do not condemn that article too hastily. Read it over with

the idea: “This writer may have some thought which when put to-

gether with my previous experience may help me.”

We endeavor to keep the editorial policy of THE ETUDE as
broad as possible. ]
every phase of musical work in all parts of the musical world.

We aim to give you the strongest possible mental stimulus, We

want THE ETUDE to make you think, because if you do the right
kind of thinking you will surely profit.

ing the opinions of others,

NSt

The writers are men and women representing

i Do not be too quick to
give up your own opinion. “Hold fast to that which is good.”
At the same time, do not let any prejudice prevent you from weigh-
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. in the Old World.

By ARTHUR ELSON
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. THE CONDUCTORS' TRIALS.

A FRENCH review of Weingartner's pamphlet on
directing brings to mind that the conductor’s life
is not a bed of roses. Especially is this true in the

beginning, when the leader cannot dictate terms.
I'he present writer received a letter from Wein-
gartner some years ago, in which he describes

these trials—trials which Wagner must have met at
Kongisburg and Riga. The famous German conductor
says: ‘“Through both engagements (Dantzic and Ham-
burg), I learned thoroughly the misery of small
theatres. The salary was very trifling—150 marks
($37.50) a month for seven and one-half months, the
rest of the year nothing—so that I could lead only the
most modest life. Artistic conditions, too, were hor-
rible. In Dantzic four, or at most, five, first violns,
two contrabasses, singers of the third rank, and a
wretched chorus. With it all there was no chance
for proper rehearsals, since the directors would
demand such a large repertoire that nothing could
be fully prepared. But I strove to make the pro-
ductions as good as possible, in spite of these hard
conditions, and gained experience by doing so.”

Even after the conductor “arrives” and counts his
salary in five figures for the season, he has his
troubles. Some conductors are too fussy with the
men, not only in rehearsal, but in performance,
and try to control them too closely. The players
say that the best conductors aim to let the men
alone, guiding them only when they need help and
encouragement. In this list are Weingartner,
Muck and Conti. But if the players are let alone
too much, the ensemble deteriorates. Nikisch, great
as he 1is, erred in this direction when leading the
Boston Symphony Orchestra. Each conductor must
choose his own method, and perhaps one who makes
the players complain just a little will get the best
results.

Composers are not usually good conductors.
They are too apt to listen to the music, and float
along with the emotional current. Schumann was
a case in point. But there have been exceptions,

Mendelssohn and Wagner being . famous ones.
Strauss, too, must be added to the list, though

some ultra-conservatives still claim that he is no com-
poser. Weingartner himself may squeeze in here,
for he has composed quite a deal. Among his
operas, Genesius and Orestes are the best; his sym-
phonic poems, King Lear and The Elysian Fields, have
won success ; his four symphonies are much appreciated,
and he has written interestingly for voice and for
piano, besides composing chamber music.

COMPOSERS’ ECCENTRICITIES.

A French journalist has made the dangerous
claim that opium is an aid to musical composition.
Since this claim was based upon the statements of
men who have never attracted any serious atten-
tion as composers, it is hardly worthy of serious
attention. All manner of sources of inspiration
have been recounted by different composers in tell-
ing how they have composed. Some are very amus-
ing.

Scarlatti used to compose easily when his pet cat
remained with him; and perhaps this was the ani-
mal that walked along the keyboard and gave him
the theme for his cat-fugue. Haydn used to sit at
the piano until themes shaped themselves to his
satisfaction. Mozart’s musical ideas came copiously
whle he played billiards. Beethoven used to com-
pose in a natural seat in a tree at Schonbrunn, just
outside Vienna. Schubert could compose any-
where, even writing Hark, Hark the Lark on the
back of a bill-of-fare in a restaurant. Wagner was
more particular, and used to decorate his study with
different colors, in accordance with the mood of
his proposed composition. Information concerning
Strauss is not at hand, but no doubt he seeks in-
spiration in the liquid product of his relative,
Pschorr; at any rate, some of his works sound as

if he did.

THE ETUDE

THE DIATONIC SCALE.

In the Newe Zeitschrift is an article. on 'the. dlzll
tonic scale, by Carl Reinecke. The subject 1S timely
By : disappeared from
enough, for that scale has about b
modern music. The writer gives examples of themes,
from Beethoven and others, show.ing that theyb_afif
very simple as well as very expressive. Tl}e com ma_
tion of these two qualities (direct simplicity and ;1»1(
pressive power) marks the music of a genius, W I
the use of an involved style for its own sake 1s merely
a matter of talent. Modern audiences feal.xze that
even Wagner shows simplicity—a definite mu.slc:jll out-
line that the hearer can grasp, in spite of all incidental
claboration. The test of a work, in most cases, shou!
rest on the value of the ideas themselves as shown in
a piano score. Schumann’s large works sound b.est for
piano, as they are poorly orchestrated; but in any
work, instrumental color should not be used to
cover a weakness in musical ideas.

Judged by this standard, the old masters stand
as the best models. Wagner was inspired by Bee-
thoven, and “brought symphony into opera.” Strauss
wrote a symphony in the style of Brahms before
running amuck with orchestral effects. Elgar taught
himself by writing a symphony of the same size
and structure as one of Mozart’s. Subjectively,
such a passage as the major theme in the slow
movement in Beethoven’s seventh symphony is
deeply expressive, though of the simplest character.
As a mood-picture, the first theme of Mendelssohn’s
Hebrides echoes perfectly the lonely majesty of a
gray day on the Scottish isles.

There are several morals to all this. One is that
school children should be given a course in the
appreciation of the classics, part of their singing
time being taken for a hearing of great works and
a competent theoretical explanation. A simplified
general course in song-forms, rondo, sonata, sym-
phonic arrangements, counterpoint and fugue,
schools of opera and the great composers, would
be of value in any high school. Many classical
works are no more difficult to understand than
the doubtful songs that are now thrust at helpless
pupils.

A treatment of this same subject in English, from
the pen of the late Carl Reinecke, appeared in THE
Erupe for April, 1910.

MUSICAL NOVELTIES.

Amcng new works, some motets and cantatas of
Heinrich Schutz, discovered by an organist at Hil-
desheim, date back farthest. Someone ought to ap-
point a day of exploration, to be celebrated all over
Europe, on which old libraries should be fully
explored for the works of the early masters.

Of the modern works, perhaps Hausegger's Na-
ture (Alpine) Symphony is the most important.
It calls for chorus and organ, as well as orchestra.
There are three movements. The first, somewhat
like a scherzo, has a Nature Theme, rhythmically
worked up, a beautiful middle part showing the peace
of the forest, and an impressive coda suggesting the
death-sorrow of living things. The second move-
ment is like a funeral march or a review of the
souls of the dead. The last movement is a jubilee
the chorus giving a hymn of praise, with Goethe’g
}\'nr(ls, and the work closing triumphantly. There
is some heavy instrumentation, but the work is full
of rich harmony. Hausegger uses the rich colors
of the modern orchestra in legitimate fashion which
makes his music always charming, even thouéh it is
not so widely powerful as that of Strauss.

Hans Huber is another man who writ
modern works of great beauty. He has now
brought out his sixth symphony. Weingartner's
third was highly praised at Cologne, bein;; called
ideal in its loftiness. Dresden applauded the four-
movement Peace Symphony of Adolph P. Boehm:
but that composer’s recent suicide showed tha’t
“Peace hath her casualties, no less than warZ oA
London hearing of York Bowen’s second Sym;;ho 7
proved it to be a grandly planned work. Josef Sul?’}f
orchestral Fantasie with violin proved onl fS
The Musical Times has news of Elgar’s seconzll sfm'
prhony. being given by the New York Sym h}m—
Orchestra, and a half-million bequest goin f Otlly
Philharmonic; but we hope, for Elgar’s ngk . ;C
these items were not meant as cause and ‘effz’ctt -

es broad,
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[bEAS go booming through the world louder }
cannon. Thoughts are mightier than armies Pl’n'an
ciples have achieved more victories than heopee o
chariots.—Paxton. i
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IN RECEXT YEARS all my payments
have been received in advance, but [ had
2 few old accounts on my books which
I “suppose many mcrvh;mrf would call
“dead” : I had given up trying to collect

them for two or three years.

Believing

that there are very few deliberate im-
posters in the world, I wrote these former

the following:

“Knowing that dunning

letters are annoying, and .that you would
pay me when your means permitted, |

have avoided writing

years.

now, and in asking you

the next two or three d

sary to remind you that

patient.” This little n
lect over forty dollar

LITTLE THINGS of
pression upon little
pupils for many years
der the age of twelve
most teachers, I was “I
by tardiness. I had tw
difficulty. The first wa
second was strategy.
to “jaw,” I took the

piano was a large picture

which came as a su
Erupe. If a pupil did
I turned the frame ar«
toward the wall and

Mendelssohn was alw:
and systematic man t!
not: look down on an

I HAVE OFTEN TH(

breaking in of the puj
knuckle joint was due :
attention as to any n
Let the teachers try tl
mine. I get a fine med
rosy apple, the kind

seems to smile all o
Alhe little pupil place

it.  This gives a po
the approved position
Then he removes his
apple but holds them i
position until he can

keyboard. Once fixed
strives to hold this

then he eats the appl
great impression upon

his digestive tract. Tr

yosition.

to you for two

1 4o, however, need the money

to remit within
s, it is not neces-
[ have been very
helped me col-
n one week.
H. van V.

n make a big im-

ks. Most of my

vere children un-

Of course, like
thered to death”
ways out of the
olding, and the

[ always hated
tter. Over my
of Mendelssohn
cment to THE
come on time
with the face
the pupil that
such a regular
he simply could

ne who was late.

D. /M&S,
WWGHT that the
fingers at the
much to lack of
ular weakness.
little scheme of

im size, but very

an apple that
['hen 1 have
hands around’

tion approaching

he keyboard.
inds from the
he same curved
them on the
mind he
Then—
This makes a
his memory vid

in his

it.
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FEW TEACHERS KNOW that the best
thing to keep ivory white is the sun-

light.

I found this out by noting that

Where the sun-light fell upon the key-

board of
almost white,

an old piano,

the keys werc

: . A half hour in the sun-
light will work wonders, |

have seen

teachers use wringing wet cloths to wash

piano keys,

Then they

seem surprised

when the ivories drop off. Only a slightly

dampened cloth should b

e used.

E. S. D.

WHEN T WAS A YOUNG TEACHER

used to lic awake at nights wondering
\\'h_v. 1t was that [ could n<;t get some new
pupils to show an immwliniu interest i

such ftt
Inventions.
trgth to me. He
said, “It too
this perfe
through many
reached this 9.1:110."
resolved to give
much like

; 1at whicl
Possible, i

generations
Then it was that
new pupils music a¢
they had had as
iowA TEACHER

ngs as Kunz' Canens and Bach
An old florist revealed the
.\'l]u\\'c(l me a rose and
k over ten years to produce
cted blossom.

It had to run
before 1t
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THE ETUDE

. A

Written Expressly

Famous Standard Etudes

Their Value to the Teacher and to the Music Student

Virtuoso and Teacher

XAVER SCHARWENKA

Royal Professor, Royal Court Pianist, Senator of the Royal

Prussian Academy of Arts, President of the
Musik Paedagogische Gesellschaft

for THE ETUDE by the Eminent Composer,
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‘ MUZIO CLEMENTI I
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Again it becomes the privilege of THE ETUDE to presen
to [itsg readers an article from one of the foremost Lurotpc_an
mausical authorities, Prof. Scharwenka wrote a MOS 1:m;;
teresting article upon the subject of “Octave Playing,” W wzd
appeared in THE ETUDR for May, 1909. In his Hse'coim_
article, which is presented herewith, hc_dzscusscs a v 6I€yUDE
portant subject which will be of great interest to all ET
readers.—FDpITOR OF THE ETUDE.]

Taere is hardly a piano teacher of experience who
at some time in his cateer has not become Eioubt—
ful as to the indispensability of the practice of
giving long and pretentious etudes for tche _tecl}—
nical and artistic development of his pupils. It. is
doubtless true that he has at one time. studied
these very etudes with the most painstaqug care
and devotion to details. In after years it 'may
never have occurred to him that the time and labor
he has devoted to them should not have been a
good investment. :

There may have been some of his pupils whose
struggles with these representative etudes may have
been discouraging, despite their unquestioned zeal
and application. It is not at all surprising that
some piano teachers suddenly arrive at the con§lu-
sion that the average pupil, by devoting much time
and effort to the object of mastering these studies
as the pupil would expect to master a piece, may
not be rewarded by benefits in proportion to the
amount of work given to the studies. In fact, in
many cases the discouraging experiences with etudes
seem to be more frequent than the gratifying ones.
Tt is not at all surprising when a piano teacher
suddenly arrives at the conclusion, that the average
pupil does not receive benefits in proportion to the
mental and physical effort that many of them de-
mand.

APPLYING THE RIGHT MEANS.

Clear as the conclusions of these teachers may ap-
pear to be to them, they are erroneous. The fault,
however, lies not with the means, but with the way
these means are applied. When a younger teacher
is annoyed by the insignificant results his pupils
seem to derive from practicing whole volumes of
representative studies we can sympathize with him
and forgive his grumbling, but when, in an unwar-
ranted fit of temper and disgust, he simply over-
throws an old-established custom and starts to
preach against the use of etudes altogether he
must be called to order and must be made to listen
to the weighty arguments which ripe experience has
furnished in plenty.

In the case of a genius, that is the musician who
depends upon a peculiar and individual talent for
development, the feeling sometimes is that almost
everything is dispensable. Franz Schubert undoubt-
edly spoke the truth when he said that everything
Salieri taught him about the art of composition he
had previously known instinctively. However, since
we all have to be satisfied with pupils who are not
altogether geniuses, some, alas, not being blessed
with a very decided talent, it is well to be careful
before we draw general conclusions from occur-
rences which, although they may be frequent, are
by no means the general run. To give up th‘e
practicing of etudes altogether is simply an experi-
ment, a dangerous practice which may result in
their abandonment.

To begin at the very beginning the whole prob-
lem amounts to little more than this. He who

would play the piano must have five fingers on each
hand, and each of these ten fingers must be trained
to strike the keys on the keyboard with marvelous
readiness, according to the demands of the com-
position before him. Apart from the musical, in-

tellectual and aesthetical side, the mere mechanical
execution of a simple piano piece requires a con-
siderable amount of physical training.

In: fact, he

XAVER SCHARWENKA,

must at the very outstart realize that this physical
training is by no means an unintelligent, machine-
like movement like those, for instance, by which
the strong man in the circus develops his muscles.
From his very first lesson the piano player needs
to exercise judgment and discretion with every
stroke of his fingers. If he does not do this—if
he goes to sleep during his long hours of mechanical
training he will accomplish absolutely nothing. In
fact, finger work without brain work will not even
enable him to do justice to the mechanical require-
ments of the easiest piece, let alone those master-
pieces which demand the most elastic and instan-
taneous physical and psychical efforts.

Obvious as the necessity for persistent mental
effort is, it seems to be constantly overlooked, even
by zealous pupils. What we call technic is by no
means mere mechanism but applied mechanism.
There is an important distinction here which all
music students should remember and reflect upon

every day. However, as long as the mechanism it-
self remains in a rough state it cannot be made
serviceable to art. An ineffective mechanism may
actually be cultivated unless the musical and artis-
tic elements are continually in mind. If you desire
to become an artist you will save time, by avoiding
the cultivation of a hard, machine-like technic.
Practice with your mind and your ears from the
very first stroke at the keyboard. Never allow the
muscles to do their mechanical work in a mechani-
cal way, that is, unwatched or uncontrolled by the
brain. Fifteen minutes at the keyboard with all
your mental energy concentrated on the object will
accomplish more for you than fifteen hours of rais-
ing and dropping the fingers with your mind literally
fifteen hundred miles away from the keyboard.

Anyone who has fathomed the pedagogical prob-
lem with real experience will recognize the truth
that in the etude there exists a legitimate union
between the mechanical and artistic aspects of
pianoforte playing. As soon as this is realized and
the proper application of the truth made to daily
practice, the student will find that the etude is
really indispensable in the educational work at the
piano. Five-finger exercises after a certain number
of repetitions seem to dull the mind and certainly
offend the ear until it becomes exceedingly difficult
to do them with interest and profit. The variety
to be obtained by changing the tonalities, by means
of rhythmical alterations, etc., 'are also exhausted
in time. How very fortunate is it, then, that we
may continue the mechanical exercises with renewed
interest through etudes, because the etude offers mel-
odious five-note scales in applied form as a “piece!”

Properly used, etudes are a blessing which may
accompany the pupil from his first step until he
has reached the very top of the musical ladder.
By blending the indispensable mechanical exercises
with as much music as possible means to shorten
the way and assure success and at the same time
make the whole way far more delightful and inter-
esting.

There seem to be two classes of discouraged
teachers. One would abandon the etude and replace
it by purely mechanical The other
reasons, “if we can make no satisfactory progress
by means of applied mechanism through etudes,
then let us take the shortest way and practice only
‘pieces,” that is, such compositions as appeal to
as through their artistic value and are not solely in-
tended to further some technical purpose.” This
second faction can neither be very numerous, nor
can it be very representative. Its devotees in most
cases must be dreamers or visionaries who never
put into actual practice in teaching what they
preach. It will be time to concern ourselves with
their doctrine when the first piano virtuoso, who
has been brought up without exercises and etudes, is
heard from.

In making my classifications, however, T must
be careful, since there are many etudes that sail
under a different name, just as there exist a great
many etudes that belie their names.
if you study Beethoven’s Thirty-twwo Variations in
C Minor you will certainly be occupied with most
beautiful and interesting music, but at the same
time you are practicing music that has all the value
of the “etude.” You do the same

cxvrci\‘vs.

For instance,

when you play
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most of Bach's Preludes for the Well Tempered Clavi-
chord or his English Suites.
PIECES THAT ARE GOOD STUDIES.

I could mention a very long list of pieces, among
them, for instance, simple movements from some
of the Beethoven sonatas, that are good specimens
of the etude form, irrespective of their musi-
cal contents. On the other hand, there are many
etudes that rank with the best and highest kind
of music, that is, music written for no other pur-
pose than that of music’s own sake. Take, for
instance, the most ‘sublime type of the piano etude,
the twenty-seven etudes for piano by Chopin.
Everyone of these is universally acknowledged to
be an exquisite musical poem. It would be very
wrong, however, to say that these compositions
are only incidentally etudes. On the contrary, the
composer conceived them as ctudes and had a clear
and characteristic technical purpose in each of them.
His poetic inspiration did not lure him away from
his original technical intent. One would think that
the very existence of Chopin’s etudes would in it
self establish beyond any doubt the indispensability
of the etude in the piano playing world.

1f the stubborn pedagog insists that Chopin’s
etudes are exceptions to the general rule, that they
are incomparable musical compositions never in-
tended to assist technical purposes and quite
above all other etudes, let us then also throw over-
board everything written not in the name, but in
the spirit and style of etudes. Then, perhaps, we
may realize how little will be left to feed the digits
and the intellects of our poor pupils.

(A second section of this admirable article will ap-
pear in the May issue of Tur Erupe.)’

HOW GEORGE BERNARD SHAW LEARNED
TO PLAY THE PIANO.

Some ETupE readers may not know that the
famous Irish dramatist, sociologist, vegetarian, etc.,
was also widely famed at one time as a music
critic. Like Bisson, Parker, Rupert Hughes, Boito
and several other successful dramatists who were
previously musicians, Shaw always valued his musi-
cal experiences. He was often criticized for being
a critic without a musical education. As a matter
of fact he had a very good musical training, but
was almost entirely self-taught. To his accusers
he took delight in pointing out that neither Wag-
ner nor Berlioz were proficient pianists, but were
nevertheless fine musicians. Some years ago Shaw
wrote an instructive article upon “The Religion of
the Piano.” This appeared in a leading German
publication and the following is a translation. No
doubt Mr. Shaw would be very much amused to
read this re-Englishing of his thoughts, since his
own English is known to be inimitably individual.

“I learned the A. B. C. of notation through an
elementary instruction book. 1 was able to com-
prehend the keyboard through a drawing. Then
I started right in without exercises, Plaidy, Czerny
or anything else, to study Mozart’s Don Giovanni.
It took fully ten minutes before I could place my
fingers in the right position for the first chord of
the overture. Finally, however, it sounded right
and the pleasure I received from listening to my
own playing of the chord paid for all the pains
it had cost me. After a few months I managed
to acquire a technic sufficient for my needs. It
was, of course, purely of my own invention as the
following illustration of my fingering of the scale
of C will illustrate. Instead of using the custom-
ary fingering by putting my thumb under the third

finger: CiD-EVE G AUB €
| G Bdr. I s et
1 stumbled upon the following:
& D ERRSG SRl ¢

1O eSS REE

This had the advantage of fitting all of the dia-
tonic and chromatic scales, and clumsy as it is,
I often find myself going back to it when I am
not thinking. Liszt anll Chopin were also said
to have enjoyed this fingering upon occasion in
certain places but of course they did not stumble
upon it as I did. I soon acquired a formidable
ability to blunder through all kinds of piano ar-
rangements and scores. As a reward for my efforts
I found that I was learning Victor Hugo and Schil-
ler through Donizetti, Verdi and Beethoven; the
Bible through Handel; Goethe through Schumann,
Beaumarchais and Moliére through Mozart and
Merimée through Bizet. In addition to this T found
in Berlioz an unknown interpretation of a work by
Edgar Allen Poe.”

THE ETUDE

MAKING MUSIC LOVERS. :

BY J. ARTHUR WILLIAMS.

Very few teachers devote enough f’f their tmlcl
to the worthy object of making music lovers rea1
friends of music. Many are quite \fvﬂlmg to work
energetically to get pupils but that is by no mea;ls
all that the world expects from theni. Th‘ose who
would work for the cause of music do _entlrely too
much preaching about it and give too little matter-
of-fact representation of the advantages of music.
The art does not need evangelists nearly soO much
as it does practical representatives. Any one th)
has ever had opportunities to watch the brisk, di-
rect, cheery commercial traveler has (loubtles.s ad-
mired his tact and persistence, even though his ag-
gressiveness may seem at times a trifle offensive.
Has the reader ever thought how much real good
such a body of sensible, resourceful men might ac-
complish for music? The public is tired of senti-
mental praters who worship musical idols that seem
like strange gods to the average man and woman.

A few well-chosen sentences spoken at the rig.ht
time will often turn a wavering mind towards music,
and thereby secure one more recruit for the world.'s
largest standing army of art lovers. It is not in
good taste, of course, to be always “talking shop,”
yet if one uses judgment one may do so without
becoming a bore. Hundreds, nay, thousands, of men
and women, boys and girls, are willing to be inter-
ested in music, but they do not know how to make
a start. They like music, and have or can obtain
the facilities for study and practice, but are unde-
cided whether to try or not. They are simply
waiting for some one to come along and make up
their minds for them.

QUALITIES THE MUSICAL REPRESENTATIVE
SHOULD POSSESS.

Traveling salesmen tell us that if they can get
a merchant to look at their samples, they will sell
goods to him in nine cases out of ten. “Musical
drummers” could do nearly as well if they copied
the traveling salesman’s methods. But first they
must have the “goods” to show, They must have
a full knowledge of musical history, and of the
part music plays.in the world, and must be able
to show by their own practical skill what good
music really is. They must have the gift of being
able to explain, simply and directly, the advantages
derived from the study and practice of music. Mu-
sical ability is not enough in itself. The traveling
salesman is not generally a highly intellectual per-
son—indeed, his education outside of his business
has often been sadly neglected. But his constant
contact with different people of all shades of opin-
ions gives him a certain polish and urbanity of man-
ner which serves him in better stead. He is a “good
fellow,” a “good mixer,” quick in, repartee, sym-
pathetic in manner, ready to place himself on an
equality with any man, lawyer, carpenter, trolley-
car conductor, doctor, clergyman, financier—all men
are alike to him.

To‘o often the musician is ill-informed outside
of his own sphere. He lives only in a world of
music, and plays no part in the larger world of
men and women. If he is to win converts to music
he must be a “musical drummer,” ready to talk witl{
any man upon any subject. Let him be more versa-
tile, more ready to allow his surroundings and com-
pantons to act upon his personality, :md'more ready
to extend his sympathy to people of different met-
tle, J:.!‘Fercnt temperament from himself, A good
traveling salesman is ever a good listener, and the

‘musical drummer” must be equally willing to hear

the other man’s side of the case. When the brick-
layer, the mechanic, the lawyer or the financier tell
|1i:s tale of‘woe, the “musical drummer” must listeS
with r=a or simulated interest, for by so doin hrl
h.r();ulf-lvs his own knowledge, and at the sgame
time creates for himself the reputation of bei :
very ‘ntelligent person. e
REACHING ALL CLASSES.

Then when his opportunity comes
fellow” has said his little say, the
mer” may get down to business, It is now hj
to “talk shop.” He may now display his “i's h']‘rn
s]mr.t, pithy anecdotes of music and musiciansmfe i
of historical interest, a little talk on the a‘dva’taCtS
of music in the home, for the daughters andnngne;s

“ L ¢
musical drym-

, and the “()thC!"

ilate upon the advantages of
uch mental discipline for those
d.it as mathematics; it aﬁ'f_)rds healthful ex.
“’h(,) nef: o li-confidence and self-control. \'i)u“g
CrCleli lgnansi)e brought to like it because it brings
people ¢ : ;
gaiety %‘l‘f En]%?;n;,ssénd because it offers comfort
i C'hl I’irange.mcmories. Some people like it
i e SFfords them opportunities for displaying
because 'lltla nd some because it affords solace in
the}f i 1,'niss Once the “musical drummer” has
t}l]elr 10‘111(;51 “salnnples,” he need have no fear that
;/113:;: herself will fail to “deliver the goods.” ]:\10
“competition” can harm her, and thuscv _whg cotne
to her must pay the price she cxacti. \\.flnc.h 1S any-
thing from a few minutes'a day to a lifetime—and,
for all we know, an Eternity.

It is not hard to d

music. 1t offers as m

THE MISSED LESSON.

BY LESTER S. BUTLER.

Tue other day a music tczxcbcr .'mfi‘ the c}erk ina
music store were holding an animated discussion about
missed lessons. The former had been telling of a
coming piano recital to which music ;:1:«!(111.\" ~could go
for half the price charged other patrons. I'he clerk
suggested that teachers would suffer financial loss from
missed lessons. ; 3

“Yes, but teachers will charge for them,
teacher. i

“Charge for missed lessons!” exclai
in surprise. “I guess not. Pupils don’t pay for les-
sons they don’t take in this town, and they take them
when they like. If a teacher don't like it, he has to
put up with it or lose a pupil. I know but one teacher
in this city who has the ‘nerve’ to charge for missed
lessons.”

The teacher mildly remarked that
of sufficient “nerve” to charge for mi
before the emphatic clerk.

“You don’t mean to tell me that you h:
class as you want?”

“Certainly not; but I make it a
pupils engage me that they come at
aside for their instruction, and that |
unexcused absences. I try to use common sense, and
when I think an absence is justified assign another
period. This, however, is at my option and not left
to the inclination of the pupil.”

“You won't get much of a class this town, I'll
tell you that,” cried the clerk. “There are too many
teachers who have to get pupils. Pupils can find any
number of teachers, and usually they don’t care a rap
whom they study with, or whether the

It seems as though music teaching
renaissance. It doesn’t require an ove
nation to picture the difficultics rrounding the
t.eacher who is so unfortunate as to h: a class caring
little for the study of music and less for the welfare
of the instructor.

But let us illustrate how missing lessons might affect
the weekly income of the teacher. Take a class of
twenty, each pupil engaging one lesson a week, paying
suppose variou p “("C}( s b}_l) for o meeh
per cent., or tcf] S?C”}z [ o should attract ity
s h;’ . montl? the class, to miss lessons for two
finansial ' Ioss ta i and that the .IIIIS\l'I{ lessons are a
wage would he ht?c t(‘flchcr' What per cemt 9 ik
organizations 'f ave lost, and would xh(_» various labor

€ of the country have submitted to such a

reduction by an & i
bl any employer of thei , srs, without
a strike? ) their members,

Suppose the teache
rent and livy

replied the

1

laimed the  clerk

inother example
ed lessons was

s
ve as large a

ondition when
tated hours set
expect pay for

tudy at all.”
ds a business
rworked imag-

2 r is married, has children, pays
charges, and ];Ev chpenses.  These are fixed monthly
e How‘arc th 1‘)«: met despite the fluctuation of
is not paid for £ :1];‘59 expenses to be met if his time
which will redl,jcan] " ‘0\\" \}'lll he keep from the )\'Ul‘[’)"
A leading - ae' 118 cﬁu‘l_«'ncy as an instructor? :

land city once %ordlsr]aml p1ano teacher of a ‘\'L'\\_' Eng-
held at a certain o the writer that every entertainment
lessons. ’})011 inc lurch cost him about $7.50 by missed
these fo, fear quullr_\i he S‘“q he dared not charge f}”‘
he had to Support?os;ng I"}Dlls.' What of the family
think jt right to‘r.] I‘)” fair-minded men and women
physiciars and lawo») IO g pay Paul? Do dentists
loss when patron )';‘$ suffer, in most cases, a ﬁnanch?l
it charged i ths 1?]'11310 keep an appointment, or 15
teachers const it Are the majority of musiC

stantly losing by missed lessons? The only

cure is resolute yn; A
teachers, united opposition on the part of the

old people like it becaysa
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[ Professor Hermann Ritter, the f'oremost Germ(tn author-
ity upon musical history, has outlined the main events n
musical history in such a way that the stydent may gain
a comprehensive view of the whole -s‘u!;]cct in a very dlrf‘(!ct
and delightful manner. The first article appeared in THE
ETuDE for March, and the concluding article will be pub-
lished in May—EpiTor or THE ETUDE.]

PALESTRINA’S ACCOMPLISHMENTS.
4 Palestrina and His School (Sixteenth and Seven-
teenth Centuries).

This period marks the culmination of a capella song
in the Catholic Church. Palestrina, whose style was
founded on the Gregorian chants, brought to glorious
perfection that which the laborers of earlier times had
been preparing. His church music is full of sacred
dignity, and is free from all the scholastic limitation
of the Middle Ages. Examples of his style are: The
Missa Papae Marcelli, the Missa Brevis and the Stabat
Mater. The work of Palestrina was one of the great-
est events in the development of music, because he
showed for the first time (as Mozart did later) that
oreat effects can be made with simple means. Great
composers of the Palestrina school were: Allegri, Vit-
toria, Marenzio, Nanini, Frescobalo Pitoni.

THE RISE OF THE OPERA.
5. (Drama per Musica) About 1600 in Florence and
Naples.

The time of the Renaissance had come, the new
birth of the life of the mind of the ancients, with its
beautiful and natural manner of thought. The new
morn of culture brought with it new ideals of life. That
music did not lag far behind in this jubilant welcome
of beauty and truth is easy to understand, for it is
ever and always music that is the image, the reflection
of the emotional life of every time. The town of
Ttaly in which the influence of the renaissance was
strongest was Florence; here, at the end of the six-
teenth century, arose practically a new branch of music,
a true child of the renaissance, the opera, the music-
drama, the “opera in Musica” This new style of music
grew not out of the polyphony of the Middle Agcs,
but from solo singing, from the individual musical
speech, which from this time on began to overpower
counterpoint in Italy. The modern subjective expres-
sion in music becomes stronger than the objective
style of the Middle Ages. With the opera arises
modern music. The following innovations date from
this period :

1. Beside the distinctive scale of the Middle Ages, with
its eight tones, stands the chromatic scale, with twelve
tones. Zarlino, the Venetian (1517-1590), introduced
EVEN TEMPERAMENT, or tempered tuning, and declared
the old Pythagorean system of tones to be no
longer possible. The works in which Zarlino sets
forth his ideas are called Institution Harmoniche and
Demonstrazioni Harmoniche.

2. Recirative (Parlanto Representativo).

3. THE FREE MANNER OF EXPRESSION in instrumental
‘music (organ, piano and violin), which threw off the
restrictions of vocal music, whose echo it had been.

The first opera was Daphne, by Peri. It consisted
of recitatives, accompanied by a clavicembalo or a lute.

Claudio Monteverde (born 1568, Cremona; died 1643,
Venice), lifted the Italian opera above its feeble be-
ginnings. His epoch-making operas were Orianna and
Orfeo. His innovations were: 1. The break with the
old scale systems. 2. Free introduction of the disso-
nance. 3. First use of the unprepared seventh chord.
4, Definite distinction between piano and forte. 5. Use
of tremolo and pizzicato in string instruments.

6. THE CLASSIC MASTERS OF GERMANY.

a. Bach, Handel, Gluck, the first trinity in German
music development.

trinity.
These men, who,with their creations mark the rich-
est period of German music, were for Germany the
great power in the realm of tone, which was already
known to Italy. We designate them as “classic” there-
fore, because their works must serve as models and

b. Haydn, Mozart, Beethoven, the second

patterns for all time. The most intimate union of
form and content is a distinguishing mark of their
compositions, which are most widely removed from
the banal and the trivial. Crude effects are not to
be found in them. Especially do we perceive the or-
ganic construction in our classic compositions. Art
and nature, these two opposites, unite here in a man-
ner altogether wonderful. These works present to us
also the laws and normal forms which as guides we
dare not neglect, and which warn us also against ec-
centricities ; they are like the natural spring where we
may drink and be restored, when we have wandered
too far from Mother Nature. Their creation marks
a civilizing power in human culture.

BACH’S SIGNIFICANCE. ’

The significance of J. S. Bach in the development of
music rests on

L. His activity in teaching, through which he became
the founder of the modern Haus-musik and chamber
music. '

2. In new treatment of the Klavier Preludes, Sym-
phonies, Inventions, Well-tempered Clavichord.

3. The independent and artistic treatment of the
string instrument (Suites for violin and violincello).

4. The working out and masterly command of poly-
phonic and contrapuntal style.

5. His unique position as the greatest of organ play-
ers and of composers for the organ.

6. The perfecting of Protestant Church music, which
focussed in the congregational song—the chorale.

7. The development of instrumental music. Because
of his suites for orchestra and for solo instruments,
Bach is to be regarded as the father of instrumental
music,

Bach is thus the fundamental type of a German com-
poser; he is the creator of German music. His music
is the source to which all composers of all times must
go to learn what is needed for the creation of art-
works.

Of Bach’s sons, Philipp Emanuel, is the one who
is to be considered in music-history, because of his
influence in developing the Sonata.

HANDEL THE FOUNDER OF THE EPIC IN MUSIC.

The importance of Handel (born 1685, in Halle: died
1789, in London) in music development is chiefly in
the field of oratorio. Handel is the founder of the
epic style in music. He lived a long time in Italy, and
united the beauty of the Italian melos with the Ger-
man contrapuntal style. It is noteworthy that Handel
did not limit the material of his oratorios to Biblical
texts alone, but made use of mythical stories and his-
torical events also. The subject wh'ch Handel loves to
develop in most of his oratorios is that of an enslaved
people freed by a hero who has grown up amongst
them (Samson, Belsazar, Esther, Joshua, Jephtha, Judas
Maccabaeus, etc.).

Although Handel, like Bach, was a child of Protest-
ant Christianity, he did not confine himself solely to the
evangelistic ideas, but extended his spiritual horizon
in all directions. Bach, on the contrary, was deeply
imbued with religious piety, and stood for the purL‘fv
churchly, religious ideals, as they grew out of the spiri't
of the Reformation. Bach’s works are closely con-
nected with the Church; in Handel's works the r}liginn
of the Church (although he wrote The Messiah) does

and died, 1787, in Vienna.

matic necessity.

our musical structure.
all other
all secondary growths.

tion.
separate instruments.

especially suited to them.

and in his

German gaiety;
and folk-dance.

posers, but also the most universal.

both.

and courageous.

GLUCK’S REFORMS.

not have the chief place. It was new to musiC and
due to Handel that great events,
and human ideals should be celebrated in the art
sound, and in the style of the oratorio (the musica

epic).

historical incidents
of

1

Gluck was born in 1714, in Wiedenwang, in Bavaria,

His greatness and impor-
tance lay in the province of dramatic music. He was
the first of all musicians to raise the opera to the light
of drama, for he subordinated absolute music to dra-
Therefore he gave to recitative, that
important factor of opera, attention hitherto unknown.
Also, he required that the orchestra should be treated
according to the demands of each situation and the
ideas to be expressed. He was so significant, therefore,
because he was nearer to nature than preceding com-
posers in depicting character and situation on the stage.
He may be called the Lessing of the music-drama.

Three tone-poets who gave a particularly strong im-

musical endeavors; from them

string quartets.

thought. It is a combination

THE GENIUS OF THE BEAUTIFUL.

THE FOUNDER OF MODERN INSTRUMENTAL MUSIC.

Joseph Haydn (born 1732, in Rohrau, in Northern
Austria, died 1809, in Vienna) was of especial im-
portance to chamber-music and instrumental music,
Bach had made the form of the suite a complete whole;
his son Philipp Emanuel had extended the form of
the Sonata. It was Haydn who for all time established
the art-form of the Sonata, its members and construc-
In doing this he also gave some individuality to
In his orchestra are to be found
more color and life, because he brought out the char-
acteristics of the various instruments, and wrote themes
Haydn, therefore, is to be
regarded as the founder of modern instrumental music,
as it was expressed in his symphonies for orchestra
The particularities of
Haydn’s music are sunny, childlike cheerfulness, fresh
and wholesome
seriousness of North German schools and the South
his ideals grew out of the folk-song

His greatness, however, consists in
his manner of idealizing these dances and songs.
the old German dances and songs of the people ideal-
ized in form, raised to the sphere of art, are what we
hear in Haydn’s compositions.

pulse to the development of music by their labors are
Haydn, Mozart and Beethoven.
Handel and Gluck, they are the supporting pillars of
In their works are the roots of
branch out
As types they represent those
tendencies in style which have been named for them.

Together with Bach,

of the

For

Mozart (born 1756, in Salzburg; died 1791, in Vi-
enna) is not only the most genial of German com-

For all that Bach,

Handel, Gluck and Haydn contributed, each in his spe-

in his works of
Mozart

art.

and+ Rafael have much in common.

is in Mozart's works;

copbined with the greatest beauty. He is the

the eenius of the beautiful in music.

(The concluding article of this series wwill have
particular interest because it will deal in
Hl'u;\'m‘l‘, Lisst and others with whom Prof. Ritter
himself been an active worker.)

“I HEAR one thrumming a guitar below stairs

Ninety-nine one-hundredths of our lives we

)
/

cial style, Bach in the lyric, Handel in the epic, Gluck
in the dramatic and Haydn as “father of the symphony
and chamber-music”—all of these styles Mozart united

The
trait of universality is particularly striking in them
The union of Italian and German characteristics
the rare air of Italy breathes
through them, commingling with the German a{mnsphvrv
Mozart, who was very sensitive in nature, was open
in character and splendidly sincere; clever, without he
ing scheming or sly, he was also sympathetic, cheerfu]
His style shows the highest truth

com
poser of the most perfect form and the embodiment of

part it

B

\\“Mx'
a comment upon our life is the least strain of music!

It lifts me above the mire and dust of the univers,

y = g ) are
mere hedges and ditches, but from time to time W
meet with reminders of our destiny. We hear ti
kintired vibrations, music! and we put our dormar

feelers into the limilts of the universe, We attain
wisdom that passeth understanding.”—Thoreqy
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DOES IT PAY TO BE OVER-GENEROUS?
BY CLARA A. KORN.

“Dear ME!” sighed my {friend, as she sank, ex-
hausted, in an easy-chair. This particular friend is
one of long standing, a teacher of reputation and
experience, who likes to unbend occasionally from
the pedestal of dignity thrust upon her by the status
of her pupils.

“Dear me, dear me,” she reiterated.

She was visibly unhappy and discouraged, so I
queried, “what’s the trouble?”

Again she sighed. “I've been teaching for twenty
years, but these Edsons are the limit.”

“You mean those two dear little girls who play
duets so beautifully?”

“Yes. You know my whole heart and soul was
wrapped up in those children.”

“Surely. You gave them a partial scholarship this
season, I believe.”

“I did. You see, they were only taking an hour
together a week, and of course that was not nearly
enough at their stage of advancement.”

“Certainly not. Half an hour a week is too little
for advanced pupils.”

“I devoted half an hour to the ensemble work,
so there was only quarter of an hour left for solos
for each.”

Sl b

“So I called on the parents in regard to the matter.
The mother is a nonentity who seems to understand
little of the art-life, so all of my dealings have been
with the father. I explained the case to him, but
he was firm in his assertion that an hour a week
was enough. He said, ‘I can’t afford to pay more
than $3 a week.””

“That’s plausible.”

“Of course it is. So I suggested a partial scholar-
ship.”

“You were only too ready to do it. T know your
generous disposition.”

“It isn’t generosity, it's selfishness. Those children
are a good advertisement.”

““And what did Mr. Edson say to. your proposi-
tion?”

“He wanted to know what a partial scholarship
is. I told him, that for every hour that he pays
for, I would give the two girls another hour for
nothing.”

“Plain enough.”

“It would seem so, but it wasn’t. So I specified.
I said, ‘Instead of the one hour that I have been teach-
ing your children on Tuesdays, I will give them
two. You pay for the first hour, and I will give
them the second hour free of charge.”

“Surely, an idiot could understand that.”

“So one would imagine. But it was paving the way
for trouble.”

“How so?”

“One holiday week, the younger child spent out
of town with an aunt, so the older sister took but
the regular one hour that week. I never gave the
matter a thought. After I had sent the bill of $30
for ten lessons. Inez, theolder child, remarked that
[ had charged her father $1.50 too much. I said, ‘How
so?” and she replied, ‘you know Bertha did not take
a lesson during the holidays.’ .

“I was staggered for a minute, the surprise was
so paralyzing. I reminded her of the agreement,
but she wouldn’t understand. She insisted that two
hours at three dollars were one and a half dollars for
one hour, and that I had overcharged her father
to that extent.”

“Well, well,” I exclaimed, sympathetically—

“By this time I was beginning to get angry, but
there was no sense in arguing with a child, so I
dropped the subject until I could consult her
parents.”

“How did it turn out?”

“Very badly. Worse than I anticipated. I visited
the family and pointed out that, even if they had
been right in their conception of the price, I was
entitled to the money, as no previous notice had
been given that the child would omit the lesson.”

“And then?” \

“The father claimed to be convinced, but delayed
paying the bill. In the meantime, four more weeks
had passed and then the time arrived for my closing
my studio and arranging for the summer vacation.”

She paused.

“And what do vou think?—Mr. Edson refuses o
pay the bill at all. He refuses, absolutely and point
blank.”

THE ETUDE

We were silent for a time: then llc;r.face brlitlnfl
ened, and she said, with characteristic O}E:“n;amé
“After all, this is an isolated case, 'a_nd if the
opportunity were to pressnt itself  once more,
should act exactly the same.

And we both agreed thzlt,_ {
ingratitude, there are (logens‘ of f
fore our faith in human justice an
deeds remains unspoiled.

for one instance of
avorable one, there-
d the value of kind

PITFALLS IN THE ROAD TO MUSICAL
SUCCESS.

BY EDWIN H. PIERCE.

Even the most conscientious and successful teacher
of music has occasion to feel discouraged at t.he
small proportion of his pupils who reach a satis-
factory degree of proficiency at the large.number
who seem to have wasted considerable time and
money, only to abandon the study at last, V\"lth no
apparent results. An investigation of the lists 'of
graduates of the leading European conservatories
will reveal that only a very few of these music stu-
dents ever rise above mediocrity in later llife_. The
same ratio doubtless applies to other artistic pro-
fessions. All this lies outside of the control of the
teacher, and to a lesser extent outside the con‘trol
of the pupil. Possibly, if some of the many pitfalls
in the road to musical success are pointed out, they
may be the means of helping some students to
avoid much annoyance and disappointment.

Pupils, or in some cases, their parents often ask
the teacher’s opinion upon the musical talent they
may possess. The statement may occasion some
surprise, but it can be said with all confidence, that
unless the case is one of preparing a pupil to enter
the musical profession, it is hardly necessary to
worry about the question of “talent.” Any person
who is fond of music, has good hearing and is phy-
sically normal in other respects will be found able
to develop “musical talent,” given proper conditions
and sufficient perseverance. Of course, there is
such a thing as “tone-deafness” or inability to dis-
tinguish pitch, but my experience shows me that
this is extremely rare. In twenty years teaching I
have met only three persons who were unable to
distinguish pitch.

The causes of failure, then, must be sought else-
where. The first and worst is lack of will-power
and fixed purpose. They give up the study as soon
as it loses its novelty, or as soon as they fancy
they would rather spend the money for something
else that has just come into their thoughts. This
is a fault that lies deep in the character, but has
not the slightest connection with the absence or
presence of specific “musical talent.”

The next serious cause of failure is the lack of

rcbust health. The practice of music makes far
greater demands on the nervous system, and even
on the muscles, than is commonly supposed. A
pianist, in playing a Liszt Rhapsodie, for iﬁstance, each
one of the rapid strokes of the fingers represent-
ing a few ounces, does manual labor in the aggre-
gate fully equivalent to carrying a ton of-coalk up
two flights of stairs, running upstairs with each
scuttleful. Even that comparison is inadequate, for
the pian'ist must use not only the brute force, but
an exquisite adjustment of the same to the location
of the keys of the piano, the rhythm and the ex-
pression. Memorizing also becomes extremely diffi-
cult, unless there is a proper circulation of heé.lthy
blood through the brain; and the formation of cor-
!‘cct.muscular habits of the fingers, which one has
in view in the practice of scales and other technical
exercises is most favorably carried on when there
is an ..1ct1ml growing of new muscle. I have spoken
here in terms of the pianist, but the same truth
holds good even more forceably in case of th
singer or the violinist. 2

A .third drawback is the lack of a habit of ¢
c.('ntration. Also, there is too great a diffusionon%
txm.c and strength over a multitude ' of unrelatod
topics. T have a strong feeling that much of tle
blame for this lies at the door of our moder .
tems of general education. There is too muchn f:?fys-
to make things interesting, and too little cjt'Ort
tion of the power to set one’s self at t 1klva-
cause it must be done. il

The fourth cause of failure
due to previous inordinate ove
own powers and attainments,
ceedingly common, y

is discouragement
restimate of one’s
. This is not SO ex-
et it has wrecked the Progress

" of more t

. make a friend.

han one otherwise very hopeful pupj,
re too impatient to build a good
1nically, and wish to be put at onge
work for which they are not pre.
pared. They frequently drift frum' one teacher tq
her in a vain search for an easy road to the
anOstical Parnassus. They never attain success up.
ﬁ]:s they wake to their own limitations, i
This leads us to the fifth cause of fa‘_]“re—lack
of confidence in one’s teacher, and unwillingness ¢o
follow his advice and dlrectlop. One of the first
and most ominous signs of this lack of confidence
is unwillingness to buy the necessary music, or 5
wish to choose something else than that advised, |
have never, in my whole experience, seen a pupj|
who objected to buying the music needed who
amounted to anything whatever in his musica]
career. Of course, it is possible thut- the objection
may arise from actual poverty, Imt' in -that case it
will naturally happen that the pupil will not haye
funds to continue lessons very long, so the fing]
outcome will be the same.

DAILY HINTS FOR DILIGENT PUPILS,

BY EDWARD 0'CONNOR,

Such pupils 2
foundation, tecl
into advanced

Your teacher sells time. Don’t rob him of any of
his stock by being late.

When you become a great virtuoso you may re-
linquish the habit of counting every note of your
pieces and etudes, but not until then.

Would you practice writing for four hours at 3
time? Then why practice the piano without inter-
vals of rest?

Vital playing comes from a vital mind and a vital
body.  Vitality is impossible without oxygen.
Breathe deeply.

You know what you think of stoop-shouldered
pianists. Moral: Don’t be one.,

The best machine is the one which develops the
least friction. Avoid friction in vyour playing
machine by holding the wrists and arms loose.

Think of a city composed of roofless buildings!
Is your repertoire filled with half completed pieces?

Don’t spend any time entertaining discourage-
ment. If you don’t progress as vyou think you
should let your “watchword” be work—not sighs
and tears.”

Don’t do your musical thinking entirely in piano
key§. Join a good choral society or a good church
choir.

Artists seek to put atmosphere in their paintings.
The pedals are the brushes with v hich the artist

at the piano puts musical atmosphere upon his tonal
canvas.

If you want to make a caricature
affectmg. long hair, “latin quarter” neckties and mis-
fit clothing; do it in vaudeville where it may be
profitable. The freak musician js the fading shadow
of another era. ;

' C.Onde.mn your colleague and your prospective
{J_Uml will know at once that you are a teacher of
lttle_ consequence yourself. If vou must be jealous
tell it to the mirror and then f\[rgm it. Every time
you encourage a less fortunate \‘HIH\'HI]NII‘J”:.V you

of yourself by

Perseverance means the

unthil Son ks habit of not stopping

€ accom )Ii.\'l ed wh VOt SC out. to
J -
€ you le‘l”) persevered?

Mak :
i Sh‘;rYOUI’SEIf at home with musical history. It
fold Pen your interpretative insight one hundred-

TP; :’S_RY ANCIENT MUSICAL FESTIVAL.
existing 1?;‘;(;1{0(11: Oﬁ i3 Welsh is possibly the oldest
femember that Oth tl’\e.mlm,“"‘l festival. When we
from the t“’;‘lfth ¢ Minnesingers of Germany date
France date from tie‘"tury and the Troubadours of
to look with no littlL el(‘\vcmh."('nlllr_\'. one is forced
fods which were h lel veneration upon the Eistedd-
the greater POrtione (f A the seventh century when
kind of semi-barh of Europe was evolving from a
sitting  of wiSe( fll’lC” state. The word means “a
bards were aIIoW:(llm‘ O,“.]."' the most proficient
Was installed i a ,to Participate. The leading bard
a silver anq gold f}’a{“"hccnt chair, decorated with
badge of office ’;‘}llam, and wore on his chest the
fodau (as the intric, v, DrCPration for the Eistedd-

i e plurlcldtc Welsh language calls its fes-
al) were very elaborate, In fact,

the festiy

als 4
had been annvgfllr-lieléot considered legal unless they
Eisteddfoday 3 year and a day in advance.

in many q;f. ¥ people of Welsh blood
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The Fitude Gallery of Musical Celebrities

AR

Photograph by Matzene Co., Chicago.

Ermanno Wolf-Ferrari

Niels Wilhelm Gade

Taken from a rare wood-cut.

Johann Carl Gottfried Loewe Carl Tausig

Dom Lorenzo Perosi
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Paste them on margin 1n a SCT
r school work.
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Cut out the pictures, following outline on the reverse of this page.
musi‘c by the composer represented, or use on bulletin board for class, club, o
chasing several expensive books of reference and separate portraits.
been continued every month since then.

d in theissue of '
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CARL PHILIPP EMANUEL BACH.
(Bahch, final ch gutteral.)

CarL PriLipp EMANUEL, the third son
of John Sebastian Bach, was born at
Weimar, March 8, 1714, and died at Ham-
burg, December 14, 1788, His father edu-
cated him with a view to studying phil-
osophy at the Thomasschule and at the
Universities of Leipsic and Frankfurt on
Oder, where he studied law. Musical in-
fluences, however, proved stronger, and
in 1738 he entered the service of the
Crown Prince of Prussia (afterwards
Frederick II). He remained there in
uninterrupted service until 1767, when he
succeeded Telemann at Hamburg. His
unusual combination of sound musician-
ship and “scholarly attainments along
other lines won him immense popularity,
and his genial wit and kindly disposition
endeared him to all with whom he came
into contact. As a composer he marks
the transition between the polyphonic
school of Bach and Handel, and the
monophonic school of Haydn and Mo-
zart. It is to Emanuel Bach we owe
the modern cyclical sonata form, with

. its combpination of different movements
closely related in spirit, a form so plastic
that Haydn employed it for moods of in-
finite grace and delicacy, while Beethoven
made it the expression of “Fate knocking
at the door.” Emanuel Bach did much
to advance the pianoforte technic of his
day, and wrote a large number of pieces
for this instrument, alone as well as in

combination with other instruments.
(The Etude Gallery.)
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NIELS WILHELM GADE.
(Gah'-deh.)

GaApe was born February 22, 1817, at
Copenhagen, where he died, December 21,
1890. He was the son of a maker of
instruments, and after struggling with the
guitar, violin and piano with indifferent
success, he studied music under Weschall,
Berggreen and Weyse. After playing for
a time in the royal orchestra at Copen-
hagen, his Ossian Overture won a prize,
and attracted the attention of the King
of Denmark. Gade received a pension,
which enabled him to travel abroad, and
in this way became acquainted with Men-
delssohn, who took a great interest in
him. After leaving Leipsic, Gade traveled
in ITtaly. He soon returned, however, and
during Mendelssohn’s absence conducted
the Gewandhaus orchestra. In the winter
of 1845-46 he acted as sub-conductor to
Mendelssohn = at the Gewandhaus, and
after Mendelssohn’s death he became
the chief conductor. Gade returned to
Copenhagen in 1848, to occupy a post as
organist, and to direct the Musikverein.
In 1861 he was appointed Hof-capell-
meister. Gade’s compositions show the
influence of Mendelssohn, but are never-
theless strongly imbued with the North-
ern spirit. He wrote eight symphonies,
The Crusaders, the Aquarellen (for
piano), besides much orchestral, choral
and chamber music, including the beau-
tiful trio in F for violin, ’cello and piano.
His sonatas for violin and piano are ex-
ceedingly fine. (The Btude Gallery.)

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

ERMANNO WOLF-FERRARI
(Vohlf-Fayr-rahr'-re.)

WoLr-FERRART was born in Venice, Jan-
uary 12, 1876. His father was a German
painter, and it Wwas originally intended
that the son should adopt his father’s
career. Music always claimed his atten-
tion, however, though he was self-taught
until his nineteenth year. He went to
Munich in 1893, and for two years was a
pupil of Rheinberger, under whom he
made a thorough study of composition.
In 1902 Wolf-Ferrari was appointed di-
rector of the Liceo Benedetto Marcello
in. Venice, a post which he retained until
1909, when he resigned in order to live
in Germany. Since then he has become
very widely celebrated as a composer of
operas, and no less than three of his
works have been produced in America
during the season 1911-12, under his own
conductorship. These works, Le Donne
Curiose, The Secret of Suzanne and The
Jewels of the Madonna, have established
Wolf-Ferrari’s reputation as a composer
whose remarkable melodic gifts are
equaled by his technical equipment—a
rare combination. Other works of his
which have won attention are the opera
Cenergntola and his two oratorios, La
Sulamita and La Vita Nuova. Among
his less ambitious works are a sinfonia
da camera in B flat (for twelve

ments), a violin sonata and a
quintet,

instru-
piano
(The Etude ery.)
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CARL TAUSIG.
(Tow’-sig.)

TAusic was born at Warsaw, Novem-
ber 4, 1841, and died at Leipsic, July 17,
1871. After studying piano with his
father he became the most brilliant of
the Liszt pupils at Weimar, where his
fellow-students included Biilow, Bron-
sart, Klindworth, Pruckner, Cornelius,
Joachim (concertmeister), Raff and a
host of brilliant musicians. He made his
Berlin début in 1858, and his technical
ability caused great excitement, though
his lack of restraint occasioned some
criticism. After giving concerts in vari-
ous German cities he went, in 1862, to
reside in Vienna.  Here he attempted to
repeat what Biillow was doing in Berlin
—to give orchestral concerts of a very
“advancedd” type—but without success.
For a time he lived in comparative re-
tirement, but in 1865 he married, and
settled in Berlin. Opinion as to his
genius was now unanimous. Added to
his phenomenal skill was the authority
and restraint of a scholar and a master.
Though he was highly gifted as a com-
poser, he was able to create but little
during his short life. His remarkable
arrangements of Schubert, J. Strauss and
other composers are still often found on
the concert programs, and his Daily Ex-
ercises are the forerunners of all virtuoso
technical studies. The Tausig-Clementi
Gradus ad Parnasgum is of inestimable

value to piano students.
(The Etude Gallery.)
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JOHANN CARL GOTTFRIED
LOEWE,
(Lay’-veh, almost Lur-veh.)

Loewe was born November 30, 1796,
at Loebejuen, and died at Kiel, April 20,
1869. He obtained a place in the choir
at Cothen, in 1807, and Tiirk, the con-
ductor of the town choral society, be-
friended him greatly. Tiirk persuaded
King Jerome to give Loewe 2 pension of
300 thalers, and by this means he was
enabled to pursue his musical education,
The outbreak of the war of 1812 deprived
Loewe of his means of livelihood,  but
through the help of Niemcyer, chancellor
of ic Cothen gymnasium, he entered the
University of Halle as a theological stu-
dent. In 1820 Loewe was appointed pro-
fcsior at the gymnasium and seminary
u_f Stettin, and a year later became Musik-
direktor to the Municipality, and organist
at St Jacobus. * He soon established a
distinguished reputation both as professor
and as composer. “He visited Vienna
.Lun'd(m and other. important centers and
was a favorite of the German emp,erore
.\Vxllium ITI and:1V. His composition;
include five operas; many oratorios sym-
p]mnic.s, concertos and other works,. His
most important works, however, are his
ballad songs, which he often sang hink
self. These include Edward, Arehipgly
Douglas and The Maid of the Inn thr (
ballads which find 3 welcome p]ace’in tlie
repertoire of many modern singers, i
(The Etude Gallery.)
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DOM LORENZO PEROSI.
LorENZO PERoST was born at Tortona,

Ttaly, December 20, 1872, He was the 50N
9f the director of music at the cathe dral
in Tortona, and was early destined for
th(? priesthood. He studied music at
Milan concervatory, 189293, and then
went to Ratisbon to study church music
under Haberl. After 2 short time at
Imola’ he was made choirmaster of St.
Mar}< S, Venice. In 1898 he was appointed
rrr)msxcal director at the Sistine chapel in
rr\lzrrrl]\id 'There is little doubt that the
il Improvement in the music which
i 1mated in the decree of Pope Pius X
ﬁrasi 3‘:;%:;};(136 to Perosi’s influence. He
i B eh' gel.lerul ))‘Ull]ik‘ attention,
Transﬁg'u;-:t,' ,ls rdogy % Jratorios, T e
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and : 8 LA e Great )4
of hit:lfvg)):}l\:gsy“;ls t]O the most ambitious
was DPOduce(j It%) Last ../udgnu'uL which
Written a las at Rome in 1904. He has
organ musicge m}‘]mb('r of masses, much
other WOrksyo(f)rC ik variations, and
are continyall various kinds. Rumors
on an oper Y arising that he is at work
and Juliet, aAf)f:l‘the subject of Romeo
some orchestral th‘L‘ant.ata, Anima, and
Poem on the b_?}eues, including a tone
¢ stibject of Tripoli, are among
ge:fostw?rks' P(‘F“S.i is un-
talian chypely e Important of modern

mposers,
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(The first article in this valuable series appeared in
Tue Erupe for February.)

Tur most perplexing of all the ornaments is the
double appoggiatura (schleifer, or slide), which con-
sists of several short appoggiaturas that progress in
steps of seconds. The great force and energy tl.lat
characterize them is often destroyed by their being
played before the beat. We illustrate by means of
an example from the movement we last quoted :

Ex. 26. s . e Y .
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All short appoggiaturas must be played in this
manner. When played directly upon the beat of the
principal note and with proper precision there results
an increased brilliancy.

That is certainly a most excellent precept, and could
hardly be misunderstood but for the after-note
(nachschlag), which is expressed by small notes, and
has been already explained. These small notes do not
possess definite rhythmic value in the measure, but
instead of detracting from the value of the note which
follows, as in thé case of the short appoggiatura,
they borrow time from the note which precedes them.
These after-notes may be distinguished by the fact
that a slur connects them with the preceding note.
Unfortunately composers are careless about writing
this slur. In cases such as the following (from
Beethoven’s D major Violin Sonata, Op. 12, I, com-
plete edition) :

o

the carelessness of the music engravers has made it

very difficult to determine whether the slur under
the sixteenth notes should connect those notes to the
D or to the C; but surely it is applied to the D, be-
cause otherwise there would ensue a disturbance of
the diminuendo on D-C at the close, hence a faulty

interpretation. ~ Such vaguely written after-notes

written in connection with diminuendo effects are
An even more notice-
able instance of this carelessness is to be found in

especially common in Chopin.

the Adagio of Beethoven’s Sonata, Op. 10, 1:

Perplexing Embellishments and
Their Execution

By the Distinguished German Musical Savant

f ‘‘Riemann’s Dictionary,”’ Lecturer on Music at the

DR. HUGO RIEMANN

Leipsic Univevsity

Here also the engravers drew the slur under the
notes in such a way that its application cannot be
determined, and it might just as well have been
omitted. Inasmuch as low F begins a new ph_rase.
and cannot in any way be considered the end o¥ the
preceding motive (which would have a terrible .eﬁect).
the descending arpeggio surely leads over to this tfme.
two octaves distant from the end of the previous
phrase, and cannot absorb any of its time \'al~ue.‘ The
low F has a peculiar double meaning, as it is not
only the beginning of a new phrase, but is the m‘ter—
mediary note between a fortissimo and a ﬁiano.. Con-
sequently there should be a very slight prolonging of
the time value of the high F, then a diminuendo that
is also a slight retard, but one that is entirely free
from any effect of lameness. There are times when
only one’s good taste and natural instinct respecting
the expression which certain passages demand will be
the guide to the correct manner of playing such orna-
ments. In such cases rules are wholly inadequate.
Chopin’s frequent writing of groups of after-notes in
diminuendo passages with an extraordinary number of
notes makes it impossible to play such passages with-
ot departing from the strict pulsation of the measure.
The beginner is advised to content himself with only
4 moderate relaxation of the tempo when called upon
to master such exuberant arabesques.

We have now reached the turn, which is at once
the most important as well as the most ambiguous of
all the ornaments. It is indicated by a relic of the
neume notation oo, but frequently there is met the
sign e, which was used by Hummel in his Klavier-
schule. We shall not consider the sign of the real
inverted turn ( @) because it is no longer in use,
and when required the composer always writes it in
full (it was wrongly used by Schobart in 1765).

The ordinary turn consists of four notes, namely,
an upper auxiliary note, a principal note, an under
auxiliary note, and, lastly, a principal note, for ex-
ample, for C:

therefore, it is a combination of a principal note, a
short appoggiatura -from above and another short
appoggiatura from below. The proper disposition of
the notes of a turn relative to the rhythm will de-
pend upon whether the sign oo stands directly over
or directly after the note, for example:

Ex.30. (a) (b)

e
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)

In the first case the turn is a species of short ap-
voggiatura, and in the second it belongs to the after-
rotes. In the first case it consists of only three notes
beginning upon the beat of the principal note, while in
the second case it consists of four notes appended to
the principal note. When small notes are written in-

stead of the sign oo, then affairs will appear as

Ex. 28. follows :
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namely :

Ex. 33.

A few words only are now necessary to explain Flu-
precise rhythmical execution of a turn \\'h("n the sign
is written either above (like an appoggiatura), or
else after the principal note. If the ornamented note
is short, then the turn is resolved into four or five
notes having equal velocity, as, for example, scvcrn]
different turns in Beethoven's Andante to his 8
minor Sonata, Op. 2, 1, which is a fruitful field for
the study of the turn.

e
Measure 58. Measure 24.

At (a), (b) and (d) the sixteenth note is resolved
into four sixty-fourth notes, and at (e) four thirty-
seconds are a sufficiently satisfactory means of rendi-
tion, although even a better resolution would be:

Ex. 35.

The after-note of a turn resolves only a portion of
the close of the long note into short note values, but
just how short these notes shall be cannot be pre-
cisely stated, however, there must be perfect fluenc
and no dragging. A suggestion relative to this is
found in the Adagio (measure 25) of Beethoven's
C minor Sonata, Op. 10, 1:

Instead of:
A e
e 't.__tﬂ
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where the turn-sign ev stands after the third eighth
note, and, therefore, resolves only on this note:

Ex. 37,
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In .the two following illustrations taken from the
Adagio of Beethoven’s Op. 2, 1, it is n-cessary to
resolve only the second half of the embellished quarter
note :

Ex. 38.
(a) (b) ettt X
Q ~ - I: o
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When the first note of a dotted rhythm Bl B 0 e

¢ 0000 o
has a turn it requires a special manner of execution,
namely, a resolving of the first part of the time value
of the dotted note, and, as far as possible, in such a
way that the dotted rhythm may be conserved in half
the written valdes, thus:
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for example, from Beethoven, Op. 2, I:

Ex. 39.
(a) (b) o~ (c)

T T ecle 5 o e
—o e e e T st
Measure 9. Measure 11. Third from end.

Played :
Ex. 40.

(a) -

Example 39c represents a class by itself. It is a
case where the turn, being written directly above a
note, is played before the note. According to Czerny’s
authority our example would then be played as follows:

Ex. 41.

—

In the first movement of his Sonata, Op. 2, TII
: )
‘eethoven makes a most remarkable use of the turn:

:
s
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which is played:

Ex. 43.
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And the following would express the same thing in
another way (see also 39¢ and 41): 3

Ex. 44.
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Apparently in this case Beethoven chose the form
of notation that best would favor the execution of the
turn, But an interpretation such as is found in the
Lebert edition (Cotta) must be rejected :

Ex. 45.
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In concluding these brief explanations I trust that
they will suffice to remove ‘all anxiety on the part of
the ambitious piano player when he encounters the
ordinary ornaments in use in music; and, at the same
time, it is my hope that however superficial this little
treatise may be, yet it may encourage the young
musician to find his chief enjoyment in the beauty of
melody and the depth of harmony.

THE ETUDE

THE MENTAL TECHNIC OF MEMOR

BY EARL DELOSS HAMER.

It i1as been said that good piano playing 1s one-third

playing and two-thirds thinking. Yet,,WIth i
majority of piano players of average ability. ROEEL
technic far exceeds men.al technic. Take memorizifig,
for example. Memorizing is only one factor 1n the
mental requirements of music study, and yet compara-
tively few players are able to memorize with absolute
certainty. L :

There are two ways of memorizing. One is to rely
upon firger habit, and the other to rely upon mental
understanding. The first of these methods seems iy
the average student to be by far the easiest. Hg
plays the piece over so many times that his fingers
seem to fall into place without effort. This is pos-
sibly helped out with an occasional “mile-post from
the mind” consisting of a short phrase or even 1no
more than a single chord.

As long as the student retains perfect control of
his nervous system this method of memorizing will
carry him through after a fashion, and at home he
thinks he knows his piece. Place him in a studio
or recital hall before a small audience, or where he
is just a trifle nervous, and his fingers forget their
cunning. Since his mental faculties have no grasp
on the situation, he relies almost entirely on his
fingers—and his fingers are shaking from nervous-
ness and hitting wrong notes all the time. Conse-
quently he breaks down. It is like a contractor
with many laborers working under him. When
everything is working smoothly the men can do
very well alone, having worked along those same
lines many times before. But let a panic arise
over any little obstacle or some slight change and
they are paralyzed without the aid of the calm,
cool leader, who thinks and knows—and never
forgets.

How different when the mind has been trained

to do its work. If the student knows every note
individually, and not only that, but is able to fol-
low the modulations, to realize the balance of the
musical phrases, and to grasp the general form of
the piece as a whole, a little natural nervousness can
do no harm. To reach this state, however, it will be
necessary for him to think every note played until the
mind’s eye can see it separately and can follow all the
notes as the hand plays them. The student should
be able to go away from the piano and write out
th¢ whole piece from memory.
.As Omar Khayyam remarked in another connec-
tion, “Myself .whcn young did eagerly frequent,
})()ctor and Saint, and heard great argument about
it and about,” but unlile the Persian philosopher,
I found what I wanted. I was looking for the
shortest way to memorize, and promptly discarded
what looked like the longest. Tn the end it turned
out that the long way was the short one after all
],yI X\If]a:n‘:;ggig]:azl?(lll 2;}\'3110,(;(1 1ﬁusicians read music
by lies 2 ords” as much as possible
instead of individual notes. This idea appealed tc;
me, :_m(l although T had also been told that slow
practice was best for developing fast playing, I
failed to grasp the significance of the fact. Pi a
Jlrade b Rgusetiel T
P t I ; pted to memorize it by
harmonies anﬂ c;hords,” using only a note here
fmd there asra mile-post for the mind” and depend-
mg on my fingers to z i
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1ad done after the first two w k

It took me a long time to realize the caus iy

but finally T “came to” and began all‘ ‘.e of th}s,

I tried to think every si e

1 think every single note, and to see’ tl
all in my “mind’s eye.” This required m S
very slowly. and T was amazed to find h o
faster and better developed my fingers S
my head. Having discovered the necWere o
mental technic, T soon developed the heis'lty for
memorizing a piece of never playi fa T g
I could think. T found that whe(rfesf Iaster i
certain degree of velocity my head c(r)md fe
low my hands, and T had to go back ot
of relying on my fi o o te Nay

ly fingers. By this time T haq g
covered that this was exactly what T b
ah T o ; must not do

! Kept pegging away, playing everythj i
until my mind could follow all tt bE
finger work. Af 'hi ie details of the
i o ter a while my mental technjc

ped sufficiently to enable me tq keep pace

n I never had

with my ﬁngers, and from that time o
difficulty in memorizing.
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0 WHICH CLASS DO YOU BELONG?

BY DOROTHY M., LATCHEM,

inguishes a leader in science, war,
his ability to use the full ope
hundred per cent. of his stre.ngth, :\:rczyou of the
class who employ all of thc.u? energies? \'Ve. may
make five well-defined classifications of musiciang
ts.
angirssttttde’?hose musicians and students whose minds
have little or no chance to develop, owing
1 disabilities or owing to un-
[However, in this well it

Taar which dist
industry or art 1S

and souls
to physical or menta
propitious surroundings.
country this class is not large.

Second: There are those students and musicians
who are unambitious, who never grasp an oppor-
tunity and never “arrive” anywhere. Such people
are not ‘worth considering. e

Third: There are those musicians and students
who start out with some degree of enthusiasm, but
only use a very small percentage of their powers,
soon becoming discouraged or uninterested.

Fourth: - Let us consider the large army of music
workers who use seventy or eighty per cent. of
their strength, - This great army is to be applauded,
for the people who compose it are 1':_|ithlul workers,
appreciative auditors and lovers of the beautiful.
Alas! they think they accomplish all that they are
capable of doing, but by redoubling their efforts
and calling upon their reserve strength and per-
sistency they would be able to mount still higher,

Even a man of small ability will often achieve
success if he has the quality of persistence to the
highest degree, where a ‘man of great talent or
genius without it will fail.

Fifth: Let us consider the few who are recog-
nized as captains, who have used the full one hun-
dred per cent. of their powers and have triumphed
by this hard work and persistent ecffort. Even
though they have triumphed they dare not stop
working and watching for they know how easy it
is to fall backward.

A great composer for the piano once said, “When
composing every single note must be weighed, and
if it weighs one grain too little—away with it, and
do not rest until the right one is found.”

Never was there a composer more conscientious
than Felix Mendelssohn, Apropos of this trait in
Mendelssohn, Ferdinand Hiller relates the following
anecdote: “One evening I came into Mendelssohn’s
room and found him looking so heated and in such
a itate o’f excitement that I was frightened.

“What s the matter with you?” 1 called out.

Th_ere I have been sitting for the last four hours,”
he §a1d, “trying to alter a few bars in a song and I
can’t do it yet.”

He had made twenty different versions, many of

which would have suited most people without ques-
tion.

“I COULD PLAY IT ALL RIGHT AT HOME.”

H/\VE you ever made that excuse Probably you
have made it a great many times, and unless you
have soared to heights where such excuses are un-
necessaryy you will probably make it again. A
moment's consideration, however, will show you
that, like most excuses, it doesn’t excuse. If you
ij}?err:lz;};j }:;ece co'r'rcctl_\' at home, and yet stumble

are playing before

; s your teacher or at a
recital, it is because you

ili : are not confident in your
:‘L)ll(lltg"a f:}:‘l(:‘ if you arc' not confident in your Zl])ili})'
You never h%' ydou don’t really know how to do it.
able to w’]knr of anyone, for instance, who was
stumbled ‘111 Ovabom quite easily at home, yet
about in ‘)Ub].‘\er the place as soon as he went
his ability] to 1\(v ]];(e(“flus(- he was not confident in
a person mad Va] before an audience.” If such
at home,” it € the excuse, “I could walk all right

W > 1t would sound absurd.

e all of us fearneq ‘o
young, and w
walk that
about it, Ve

g Rl \\t":llk \\-]20” we were very
e are né\vecn? ident in our :l.hlllty to
t it took ur or a moment in doubt

S quite a long time to learn

how Tt
: took a ;
ments to learn hogroat many fafls and disappoint-

other. In fact, ; W 10 put one foot in front of the
80 slowly, zmé it Was only after we had learned to
any  progress 911‘]16 Step at a time, that we made
familiar to yc;u b]ere 1S something wonderfully
e ?algut that phrase, Mr. Piano Stu-
" ractice slowly, and one step at @
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Ferruccio B. Busoni
Born April 1, 1866, at Empoli,

near Florence, Italy.
Tamous Pianist, Composer
and Director.
Best known works: Compositions
{for orchestra and piano, chamber

music, and excellent transcriptions
for piano of Bach’s organ works.

Ludwig Spohr
Born April 5, 1784, at Brunswick,
Germany.

Violinist, Composer and
Conductor

Best known works: LasT Jupc-
MENT, symphonies and violin
concertos. He also wrote eleven
operas and was a famous teacher.

Eugene d’Albert
Born April 10, 1864, at Glasgow,
Scotland.

Pianist and Composer

Best known work: Im T1EFLAND.
He has written other operas, a
symphony, much chamber music
and two plano concertos.

Giuseppe Tartini

Born April 12, 1692, at Pirano,
Istria, Italy.

Violinist and Composer

Best known work: TriLLO DEL
piavoro. Said to have been in-
spired by a dream of the devil.

Eduard Lassen

Boin April 13, 1830, at Copen-
hagen.

Conductor and Composer.
Best known works: operas, and
many beautiful songs. He hasalso

written overtures, symphonies and
other orchestral compositions.

Ludwig Schytte

Born April 28, 1848, at Aarhaus,
Jutland.

Pianist, Teacher and
Composer.

Best known works: Concerto for
piano, and many piano -pieces,
sixty songs as well as some suc-
cessful operas.

SOME MARVELS OF MUSICAL MEMORY.
BY JOSEF HOFMANN.

TaE following is from an interview with Mr. Hof-
mann published in the New York Times:

“Glazounow has an extraordinary memory. I re-
member once when I was playing the Schumann
concerto in St. Petersburg, Glazounow came up to
me after the performance and asked: “Why did you
play F sharp?” ‘What do you mean?’ I asked. ‘You
played F sharp instead of F natural on the thirty-
second bar of the third page. There is Glazounow.
Of course, few pianists have ever succeeded in play-
ing through a concerto from memory, and getting
every note right, especially if they rehearse from
memory.

“That reminds me of a story of de Pachmann, who

-was sitting in the third row at a performance Rubin-

stein gave in his prime. Pachmann burst into hilari-
ous laughter. He rocked to and fro. Rubinstein
was playing beautifully, and Pachmann’s neighbor,
annoyed, demanded of him why he was laughing.
Pachmann could scarcely speak as he pointed at the
pianist and said: ‘He used the fourth instead of the
third finger in that run! Isn’t it funny?

“A memory like Toscanini’s is a different matter.
That is a memory of the musical idea, a poetic mem-
ory. I doubt if there has been another like it in
the history of music. That man’s genius and mem-
ory are the marvels of the musical world. How can
he conduct a work like ‘Tristan’—or anything else—
without a score is something to be marveled at.

“In memorizing pieces for my own repertoire, first
I study a work at the piano, and later, although I
do not seem to be thinking of it, I find T have ab-
sorbed it. Little by little it settles into my brain,
and in two or three days, when I am ready to play
it, it is all there.”

SOME PRACTICAL HELPS TO SIGHT
READING :

BY S. HARRISON .LOVEWELL.

MANY piano players continue to be unable to read
at sight, in spite of a reasonable proficiency along
other lines. This inability is usually due to a wrong
beginning, and a consequent lack of clear under-
standing of the principles of musical notation. The
following suggestions may help to clear up some
of the vagueness with which many piano students
‘approach the subject of notation and its collateral,
sight-reading:

1. Let middle C be the starting point.

2. Count up a fifth from C to G, and downwards
a fifth from C to F. By this means the three land-
marks will be established. Each one of these notes
is on a line from which the clefs take their name,
the G clef being the treble, and the F clef the
bass (the C clef is still in use with certain or-
chestral instruments).

3. Notice that each of the landmarks is the start-
ing place of a new scale closely related to that of C.
The G scale contains all the notes found in the scale
of C with the exception of F sharp, while the F
scale contains all the notes of the C scale except
that B is flatted.

4, Having learnt the notes between the three land-
marks, continue to the octaves above and below
middle C, and so on until the positions of all the
notes are recognized in relation to the clef signs.

5. Once the fact that middle C represents an
imaginary line between the two staffs, treble and
bass, the leger lines become quite simple. It will
soon be observed how the two staffs “borrow” from
each other.

6. From the beginning, no piano key should be
learnt from the eye but from the finger. The key-
board has its landmarks just as the staff has—the
black keys. They serve to develop the sense of
position. This sense of position should be so de-
veloped that the hand flies to the right place on read-
ing the notes on paper without the eye once glancing
at the keyboard.

7. Learn as soon as possible to read music not
note by note, but phrase by phrase. Every piece
of music contains “motives” or “phrases”—little
musical sentences, as it were—which keep recur-
ring through the piece. Learn to look for them,
and to have the hand ready for them, and to be
prepared for any slight changes which may occur
in them. F

WHY THE TEACHER GAINS BY WRITING
HIS THOUGHTS.

BY STANLEY F. WIDENER.

THE greatest factor in the growth of musical ap-
preciation in America in the last quarter of a ccntu-ry
has been the musical magazines. Not all aspir-
ing writers, however, can secure publication for
their articles in these magazines. Writing seems
to be the happiest and easiest hobby in whic.h some
music teachers can indulge, and it is a pity Fhat
more do 'not attempt this most satisfying pastime,
because there is in it such a chance to be helpful
to others. Furthermore, there is no better training
for teaching than the practice of writing. It separates
the chaff from the wheat, enables us to disentangle
what we really believe from what we conventionally
adopt, and greatly helps us to a clear expression of
thought and idea during the teaching period.

I believe in writing for publication, even if one
never gets into print. Preparing a creditable, wide-
awake article on any subject requires deep thought,
careful research, and even though we should never
reach the heights of Parnassus in musical descrip-
tion, we may, through an intense earnestness awaken
a slumbering soul to higher and better work.

MAKE TIME TO WRITE.

Too many teachers think they do not have time
to write, but there is no form of music work that
does not leave a margin sufficient for some writing.

Of course the idea of having your manuscript
accepted and published is the one great stimulus to
writing. The young teacher fresh from graduation
is apt to feel a certain sense of personal superiority,
and with no experience, his attempt at elucidation
often results in nothing more than the expression
of knowledge gleaned from the brains and experi-
ence of others. The editors usually want your own
experience. They want short, “bright” articles on topics
having a direct bearing on some form of musical edu-
cational work.

It is hardly necessary to say that any one at-
tempting this work of writing, should be a sub-
scriber to one or more of the leading music journals,
that he may study the style and character of subjects
handled by all of the departments. He also may gain
a clearer insight into the manner of proper expression
by reading books on English, viz.: Talks on Writing
English, by Arlo Bates, and English Composition, by
Barrett Wendall, and similar books easily obtained
from any of the public libraries of the land.

SELF-EXPRESSION RARE.

If what one writes is acceptable it will be paid for
ond published. Most manuscripts are rejected because
the subject matter is not what the magazine requires.
Jut T don’t believe any earnest writer ever entertains
a thought regarding any pecuniary benefit he may re-
ceive. A teacher may write for his training, or for
any of several other reasons, but never to make money.
This habit of honest self-expression is too rare among
musicians. The lack of it is one reason why the music-
teaching business has not gained the confidence it justly
merits in the mind of the general public. We are able
to learn of the mental calibre of an instructor only
through his voluntary expression of ideas pertaining
to his work, and only along this line may we ever
hope to educate the masses as to the real difference
between the finished and unfinished product when
selecting a music teacher.

This article is not meant to convey the idea that
every amateur musician should consider himself quali
fied to flood the editorial departments of the musical
magazines with the product of his fertile brain, but
is simply a testimony of one who has become a better,
more thorough, more patient teacher because of the
writing he has done. One very successful musical
writer in America submitted manuscripts to a paper
for seven years before one was accepted. He is now
editor of that paper.

AN INSTANCE of the manner in which a musical ex-
citement may run to an abnormal height is to be found
in the historical instance of the burning of Rousseau
in effigy by the members of the Grand Opera at Paris
in 1753. Rousseau had opposed French music in fa.\‘n‘r
of Italian, and the musicians took this dramatic form
of resenting it.
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IN an admirable article which appeared in Tui
ETupE some time ago the following paragraph ap-
peared: “All musical Europe has been upset during
the last quarter of a century over the vital subject of
whether the pressure touch is better than the angular
blow touch. There was a time in the past when an
apparent effort was made to make everything pertain-
ing to piano technic as stiff and inelastic as possible.
The fingers were trained to hop up and down like little
hammers, the arm was held stiff and hard at the side.
It was also found that much of the time spent in de-
veloping the hitting touch, along mechanical lines, was
wasted, since superior results can be achieved in a
shorter time by means of pressing and kneading the
keys, rather than by delivering blows to them.” (The
italics were inserted by the present writer.)

These are strong statements and from high authority,
and perhaps a student or young teacher, on reading
them, may have felt a little bewildered or even a trifle
discouraged, especially if he is using the up-and-down
finger motions, belieying that he needs the positiveness
and exactness which such motions give—and especially
if he has fought rather shy of the pressure, kneading
touch, as one which can, and very often does, degen-
erate into mere slovenliness.

This statement in regard to the so-called “hitting”
touch was doubtless true twenty-five years ago, but the
case is quite different now. Shall we then go to the
other extreme and cast aside accurate finger move-
ments, on account of the mistakes of our fathers, in
combining them with stiff arms and wrists?

The writer has had some experience along all these
lines. As a student she suffered many things of many
(hand) physicians, and never reached a condition of
definiteness until she could make just those up-and-
doxyn finger movements. With them she gained ‘ve-
locity, something she had vainly struggled for years to
acquire. She also gained an even trill in various de-
grees of softness and power. Scales and arpeggios
were a hundred per cent. easier, and, best of all, she
had something positive back of them all.

FREE FINGER MOVEMENTS,

These up-and-down finger movements are looked
upon with misapprehension by many. Such movements
need not stand for things stiff, nor altogether mechan-
ical. There is no need for rigid arms—indeed, they
are obsolete. Loose, free-arm conditions are not in-
compatible with exact finger movements; loose arms
are a necessity; so are loose wrists. But with these
we can combine regulated and exact finger action. I
have arrived at this conviction by long and devious
paths—by analysis and experiment, by watching great
artists and world-famous pianists, I have seen that
these models of our art use finger touch more or less,
and they, one and all, have a finger development that
could never have been attained through mere “knead-
ing” and “pressure” touch alone. For they have the
quickness of action, the exactness of movement, which
enable them to execute the most intricate passages with
the utmost speed.

In my search for a logical and sensible method I
have been required at various times and by different
masters to “begin over again.” Once, after arriving at
a considerable efficiency of power and fluency. T was
ff)rced to drop everything and “play softly” for a long
time; I was advised “to be careful of my hand” for
six months; the result would be that T would hardly
!(now my playing afterwards. I hardly did know it, for
it had lost all vim and force, which were a long time
m.returning. Another time I again put aside every-
thing in order to master this same despised 111)—an£|—
do_wn finger movement, that I might at last have some-
thing exact. This I should have been taught at the
very outset of my piano study. Pressure touch could
then have been administered later on. The common-
sense thing is to get something exact in the beginning.’

ACCURACY IMPERATIVE AT THE BEGINNING.

We must not fear the word “exact;” what would our
study be without it? There must be exactness of
movement, if we wish to gain precision and velocity.
NMeither should we fear the term “mechanical,” for

ETUDE

piano technic,
The common-
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there is an important mechanical side to
and if we ate wise we shall not ignore 1t. §
sense view is to see and realize that the mechanical
has its place. We must learn to make correct up'af’d'
down finger movements; we must have correct tHme
sense, and we must be able to play with a metl'"onomc.
All these imply mechanical action—action that is exact
enough to be “true, true, true, to a hair.”

Of the many pupils who came to the writer, not one,
when she first started teaching—it can truthfully be
said—had any clear idea of exact finger movements, of
supple wrists and arms, of discriminating tone sense or
correct time sense. Although some of these pupils had
been taking lessons for years, they were almost in the
condition of those who had never had a lesson; indeed,
the latter are easier to teach, as they have as yet no
faults to unlearn. So one had to begin and teach
these pupils what free up-and-down finger movements
were, how to acquire balance of finger action, how to
count with exactness, how to use the metronome.

It does not seem common sense to teach the “knead-
ing touch” to a beginner. His tendency is to be in-
accurate enough without our pushing him to it. My
experience has taught me to be very exact with a be-
ginner. A new pupil who has never studied the piano
is, or should be, like clay in the hands of the potter;
and great is the potter’s responsibility, for he has the
making or marring of that pupil. If he does not give
the first lessons with clearness, if he 'does not teach
correct and exact finger movements, should he be sur-
prised if the pupil does not develop these qualities
later on?

PRE-KEYBOARD TRAININC.

Mr. Finck, in his illuminating article on Pre-
Keyboard Training, speaks of what may be done for
very young children to render them musical, and quick
to distinguish musical sounds and different tones. This
may be supplemented by the suggestion that when the
children are old enough to begin piano study they
should have a week or two of finger training at the
table to prepare their little hands and fingers for the
work of playing notes at the piano. How can it be
expected that one may go to the piano and at once
make correct finger movements without any previous
effort in that direction? The writer is not of those
who believe that we are born capable of making perfect
pp-and—down movements of fingers, from the knuckle
joint, and therefore do not need to practice them. If
we consider a moment we shall realize how seldom we
use all our fingers in every-day occupations. The
f_ourth and fifth are scarcely ever brought into requisi-
tion, 1f“d they are the ones that need the most discipline
for piano playing. The fourth and fifth must be as
strong, flexible and agile as the others in order to
play the piano. These fingers never become properly
developed through the kneading and pressure process
alone; much more action is necessary.

PRELIMINARY MUSCULAR TRAINING.

. The ljeginner should have preliminary muscular and
finger tral'ning, in order to learn how to move the
fingers aright, how to secure correct conditions and
position of hands, arms and body. When these are
secured‘he can put fingers to keys with some assuranc
of making correct movements. Let him employ exaci
up-and-down finger movements; when coupled with
supple condition of hands and arms there will be n
<!angcr of a hard or dry tone. And this balance ?
finger action, the result of perfect up-and-down m 'O
ments, is the first requirement in piano playing Iotw—
tl}e touch for trills, passage playing, scales and.ar 1'5
gios. As soon as may be, it can he varied by a judicIi)sg_-
m.nplo_\'ment of arm touch for chords and staccat -
(lx.fferent forms. When the pure legato touch & (lln
}\'Ith QCrcht balance of finger actioncis under o
is so fixed that it cannot be forgotte’n the studcommL
S“idy melody playing with the kneadiyng touch e
et us see the common sense of i i '
foundation of finger action, an(zlf :It;enFi\I;;Z;tZ 'thorough
ngedcd to bring out the effects in b B
wish to pain, may be employed.

1 . . ]
the music, which we

Four things a man must liarn te do
If he would make his record true:
To think without confusion clearlv.'
To love his fellow men sincerely ; ’
To act from honest motiy g
To trust .in God and 1

es purely;
1eaven securely,
—Henry van Dy/‘,e.
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MALL HANDS MAY BE TRAINED
HOW SN AY ARPEGGIO CHORDS. To

BY C. A. RELL

PupiLs with small hands, or those with the i“ability
to stretch the ordinary distances demanded in chorg
or octavo playing always prove ohstaclcs_ to the teacher,
The great danger in prescribing exercises for congj.
tions of this kind is that unless the greatest imagin.
able care is taken the hand may be strained and jp.
jured in a serious manner. The very moment the leagy
stiffness or hardness is felt the pupil should be jy.
structed to stop. While playing the exercises 1 suggest
below, the hand, wrist, forcanp zmdAfull arm_ shoylq
be kept relaxed every minute of the time. In the eage
of a very young pupil no stretch should be attempteq
if the pupil complains or even makes a wry face,

I once had a pupil with a very tiny hand, but whoge
intellectual attainments were such that she was abje
to play pieces far more difficult than some others which
she could not attempt solely because they contained
stretches covering intervals which her hand couldynot
encompass. 1 tried many plans, but finally hit upon
the following, which proved very effective. This is fof
a very small hand. For larger hands an octave above
th= root of the chord may be added. 4
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At m‘s't my pupil found this extremely difficult. But,
by practicing just a little at a time she soon got in a
position »yhere she could play them fluently, and to
my surprise all of her octave work was \"astl)’" im-
Lfvrov.e‘d. 11:1 the cases of pupils who are thorotighly
amiliar with the different keys the practice of trans-

posing tl}e exercise into all related keys will be found
very desirable, )
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BY ALICE L. CROCKER.
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Modern French and German Opera

By ARTHUR ELSON

Author of “A Critical History of Opera”

The Last of THE ETUDE Series of Articles upon the History of the Opera,

especially prepared by noted authorities

[Eprror’s Norm.—This is the last of a series of articles
dealing with the history of opera.. These articles have
been appearing monthly beginning with the‘January issue
of THE Brupm in the following order: “The pegmmngs
of Opera,” by H. T. Finck; “The Conflict of Speech,_and
Song,” by Frederick Corder: “Modern Italian ()pel'a.. by
Louis C. Elson, and the present article. In this discus-
sion of the subject Mr. Arthur Elson has endu:n‘qrpd to
veflect the opinion of the representative musical crities of
our time, tempered, of course, by his own individual obser-
vations. This may not correspond with the ol)mlons_hvld
by some ETupr readers and we must remind them " that
Tug » can not enter into discussions of the merits
of particular composers except in the manner r\'m'(isontml
in separate articles of this Kkind in which the writer is
eiven full leeway to give vent to his own opinions without
editorial restrictions of any Kkind. The two opera 1sSues
of Tuwr Brupe, January and February, with the important
supplementary articles in the March and Al_n.'il issues form
a condensed reference library upon the subject which de-
serves to be preserved by all music lovers.]

THE MAKING OF DEBUSSY.

SoMmE years ago there was in the Paris Conservatory
a young man who did not take kindly to the orthodox
in music study. The chords and progressions that he
liked were very unusual; yet he said, “I do not under-
stand your harmony, but I do understand my own.”
This was Achille Claude Debussy. He had been de-
stined at first for a maritime career; but a lady friend,
a former pupil of Chopin, saw that he had talent, and
persuaded his parents to train him in music. He had
also a very sensitive ear, and could hear some of the
overtones, or upper partials, that go with every note;
these being inaudible to the average man.

When he was ready to graduate he tried for the
Prix de Rome. At the advice of a teacher he laid
aside, for this contest, his new system of harmony,
and wrote along conventional lines. He produced
L' Enfant Prodigue, sometimes called a cantata, but now
given with operatic setting. [t won the prize easily.
[t was melodious and well-halanced, and was consid-
ered the most interesting score that had come to the
judges’ attention for some years.

Far different is Pelléas and Mélisande, the work of
Debussy’s maturity and the concrete illustration of all
his theories. Before writing this he had developed his
style in songs, piano pieces and orchestral works. He
used effects drawn from a scale of whole tones; he
reinforced certain overtones by high notes; he often
avoided conventional progressions; and he grouped
his chords in a detached impressionistic fashion that
has been aptly termed “musical stippling.” In the songs
and piano works this detached style makes some very
effective tone-pictures—Jardin Sous la Pluie, Reflects
dans L'Eau, and so on. But the larger works are less
effective. Debussy’s sensitive ear leads him to effects
of great delicacy in tone color, but the school of fugi-
tive =dissonances which he has built up is too monoto-
nous in style. ;

So most of us find Pelléas and Mélisande something
of a trial. Tt has not the strength of a Bizet, to say
nothing of a Wagner. Its tortuous harmonies form
a kaleidoscopic jumble which the musical ear cannot
often mirror into an intelligible design. This sort of
composition has been called cerebral music. It does
not touch the emotions at all—that is, not in the way
that the nobility of Beethoven does, or the richness
of Wagner. One’s brain is continually shocked in the

vain effort to bring its irregular harmonies into rela-
tion with one another. It would almost seem that
aural music would be a better term than cerebral.
The brain does not really disentangle the harmonic
scheme, but the ear is tickled by its tortuous delicacy.
The music of Debussy, then, appeals to those of lesser
musical intellect and unemotional character.

It is not fair to say that Debussy’s music is with-
out beauty, even to the opposition. But it is most
beautiful, and most popular, when it departs lgast from
the ordinary harmonic system. Even a dissonance
should be intelligible, and Debussy’s are not always so.
Ugliness for its own sake is a morbid doctrine. Be-
sides, the extravagant claims of Debussy and his fol-
lowers lay them open to criticism. According to them,
the new school supersedes everything that has gone
before. This is as people think; music is a matter
of taste, and the world’s taste has not abandoned
Bach, Beethoven, Wagner, Schumann or Brahms. The
real question is psychological, in part. No doubt De-
bussy is so built that his music does seem the best
to him, unless we assume that pioneers like him (say
Strauss and Reger, too) adopt a pose for advertising
purposes.

Debussy has recently finished The Martyrdom of St
Sebastian, with solo, chorus and pantomime effects.
It has elements of strength, but the composer’s most
popular work for the stage is still L’Enfant Prodigue,
in which he wrote along the old lines. Other short
works by him are The Devil in the Belfry and The
Fall of the House of Usher.

PAUL DUKAS.

Another Frenchman with moderm tendencies 15 Paul
Dukas. His orchestral tone-picture, The Sorcerer's
Apprentice, is a deliciously effective work that has
made him known through two continents. In opera
he is represented by Ariane and Bluebeard. The text
is from Maeterlinck, and interesting enough. Ariane
is Bluebeard’s sixth wife, and on opening the forbid-
den chamber she hears from the depths below the
voices of her five predecessors. She breaks the wall
of their dungeon and shows them the way to freedom.
Iater, in the castle hall, she dresses the wounds Blue-
beard received from the populace, but leaves him after-
wards. The other wives stay, but he looks only at
her as she goes. Moments of inaction and repetition
mar the work’s popularity, but the music is wonder-
fully ingenious. Set melodies are avoided, and every-
thing is in the plastic style of the music drama. There
is a wealth of shimmering tone color, and many fine
orchestral touches.

Another interesting opera is The Blue Forest, which
Joston has included in its repertoire. It is by Louis
Aubert. It is a fairy opera, evidently an echo of
Hiinsel and Gretel, with a dash of Pierné’s Children’s
Crusade added. Hop-o'-my-Thumb loves Red Riding-
hood in the village where they live, but his father is
very poor. The father loses his children in the woods,
the birds eating the cake crumbs that they strew on
the path to find their way home again. Meanwhile a
prince comes to woo the princess. There is a spin-
ing chorus, the princess pricks her finger, and she
is taken off to become the Sleeping Beauty. Red Rid-
inghood, walking to her grandmother’s, finds the other
children in the forest. The ogre comes, but a fairy
taps a tree and lets out some magic wine. When the
ogre is made drunk the children take off his seven-
league boots; for without these he is powerless, and
a prey to their laughter when he awakes. The prince
comes and chains the ogre, taking the children and
the boots with him. The work ends with the waking
of the princess. The music is an effective combination
of modernity and simplicity. There is much use of
guiding motives, also fairly definite numbers, such as
a harvest song, the spinning chorus and a love duet

and 2 “Noel” in the castle. The score is striking and
interesting, even though the fairy tales are somewhat
mixed.

SAINT SAENS AND MASSENET.

The less radical school of composition is still repre-
sented by St. Saéns and Massenet. Except for Sam-
son et Dalila, the former’s operas are seldom heard out-
side of France. Massenet has been more fortunate
in this respect. Manon and Thais are well enough
known as examples of his fluent style, while La Na-
varraise gives military realism, and The Jonglewr of
Notre-Dame (originally written for male voices only)
makes a charming story. Of his newer works, Don
Quixote seems most interesting. His orchestration is
sometimes light, but his themes are always graceful
and pleasing.

Many French operas are in some sense historic land-
marks, even if they are seldom performed. César
Franck, for instance, was the founder of the modern
French school, and his Hulda, on a viking subject,
should not be forgotten. Vincent D'Indy, his greatest
pupil, has made several incursions into opera. D’Indy’s
early attempt, Les Burgraves, was not finished, but his
one-act comedy, Attendes-Moi Sous I'Orme, has been
given frequently. His Fervaal is on a Druid subject,
while L'Etranger, with the scene in a maritime village,
is a symbolic story dealing with charity and unselfish-
ness. Chabrier’s Gwendoline is another viking subject,
strongly treated, while his Le Roi Malgré Lui proved
a success in a lighter vein. Bruneau's many sincere at-
tempts at realism have been somewhat too heavy-
handed for the best results, and his chief success is
the early Attaque du Moulin, on a subject from the
Franco-Prussian war. Chausson, whose early death
while bicycling was a great loss to music, wrote the
grand opera Le Roi Arthus, which is full of charm-
ing melody and rich hdarmony.

CHARPENTIER'S “LOUISE.”

An opera that has caused much discussion is Char-
pentier’s Louise. It is the story of a working girl
whose parents object to her admirer and force her to
choose between their sordid home or a Bohemian life
with her lover. Charpentier has lived in Montmartre
where the scene is laid, and is practically a socialist
in his efforts to help the working classes. Thus Louise
becomes a protest against hard conditions. It is ver)
realistic in its scenes, even incorporating the Parisian
street cries in its score. The music is earnest and
sincere, and one may hope that the world will soon
have its often-planned sequel.

Delibes really belongs with an. earlier school and
generation—the time of Godard and Lalo, or eve:
Reyer and Offenbach’s dainty Tales of Hoff mann.

But he deserves mention, not only for the delicatc
charm of his Lakmé, but for the ballet Coppelia. Th
ballet is a form that is receiving a good deal of at
tention at present, and may grow more prominent i
future. This musical pantomime, like melodram:
(spoken words against music), has not yet
its full possibilities. :

There are many other recent French composers wh
(l(‘fcrvc mention, though space will not serve for all
Widor, Dubois, Bourgauit-Ducoudray, Pierné an
Coquard have all tried their hand at opera. (';mlnl“
lirl‘zmgcr, Georges Hué and Gabriel Dupont have :
written popular works. Raoul Laparra's Habaner
and Quo Vadis, by Jean Nougues, are known in sey “
countries. The styles vary, but the i

reache

operas are
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more or less representative of the two schools—the
conservative vein of Massenet and St. Saéns, or the
more modern radicalism of Debussy and Dukas.

WAGNER’'S FOLLOWERS.

If France, with its modernism and music dramas,
shows some Wagnerian influence, Germany naturally
displays this in a much greater degree. There were
many efforts to create a Wagner school before it was
discovered that Wagner succeeded by genius rather
than method. Thus when he died, Cyril Kistler was
looked upon as his probable successor; but time has
not ratified that verdict. His Kunihild has a legendary
subject, but without the beauty of the Wagnerian li-
brettos; and the music is decidedly without the Wag-
nerian greatness, Other works by Kistler are Eulen-
spiegel, Baldir's Death and the idyllic Im
Honigniond, while Rislein tm Hag is an echo

THE ETUDE

kinder, written first in 1896, bids fair to cqua! onjexs
ceed his earlier success. It is the story of a prince ?I]d
a goose girl, with whom he falls in love. Sht? lives
with a witch, and is perhaps an enchanted princess,
but at any rate has true nobility of character. The
people of Hellabrun, secking a ruler, are told by the
witch that their ruler will enter the city at noon on
the next day. The prince has been put to work as 4
swineherd, and at noon the goose girl enters and finds
him. But the people, with few exceptions, do not recog-
nize their royalty and they are driven out. After
many wanderings, they suffer cold and hunger. A
minstrel, one of those who appreciated their true char-
acter, leads the people in search of them, but comes
too late, as the pair have died after eating a poisoned
loaf left by the witch. The plot is allegorical, showing

i

of Die Meistersinger.

Max Schillings is another unfortunate fol-
lower of Wagner. His Ingwelde is one more
of the viking works that came in the wake of
Tristan, while Der Pfeifertag was another at-
tempt to create a Meistersinger atmosphere.
Schillings has done better work in the field
of orchestra and cantata.

August Bungert went Wagner's Ring two
better and planned a Hexology—a set of six
works from the Iliad and the Odyssey.
Achilles and Klytemnestra are from the for-
mer, while the latter offers Kirke, Nausikaa,
Odysseus’ Return and Odysseus’ Death.
There is a wealth of beautiful material in
these subjects—all the gamut of human pas-
sion, set in scenes of natural beauty and en-
dowed with classic charm. The librettos are
captivating, thanks to Homer. If Bungert
has not given them the music of a very great
genius there is still time for some other com-
poser to do that.

Siegfried Wagner, as son of his father, is
surely entitled to model his works on those
of the Bayreuth master. But he has met
with more failures than ‘the others—perhaps
because he has written more operas. Their
subjects are almost all drawn from Teutonic
legends, sometimes those dealing with animals.
The Vengeance of the Black Swans is the
most recent. His first work, Der Bdren-
hauter, dealt with a hero who wandered about
wrapped in a bearskin; and in a Munich
carnival the composer was caricatured as a
man in a bearskin grasping at a laurel wreath
that was always drawn up just out of his
reach. But if his operas fail as a whole,
they may still contain much good music;
and excerpts from them, when given in con-

cert, have met with decided praise from the
critics.

An opera along original lines is Der Evan-
gelimann, by Wilhelm Kienzl. Its plot is
based on a real case drawn from the Austrian
village of Gottweih, Two brothers, Mathias
and Johannes, love the same girl, Martha.
Her choice of Mathias angers Johannes, who
sets fire to a farm building where the lovers
are meeting, and then denounces Mathias as
the incendiary. Mathias is sentenced to twenty years’
imprisonment in spite of Martha’s efforts. At the end
of this period Mathias returns to find his brother
dying and forgives him. The music is excellent and
the plot exciting; so it is no wonder that this opera
has been translated into seven languages, and per-
formed in many countries. Kienzl's other operas in-
clude the Hindoo subject, Urvasi, the romantic Heil-
mar der Narr, and the tragi-comedy Don Quixote.

HUMPERDINCK’S SUCCESS.

But the most popular of recent German operas is
surely Hansel and Grete!. Engelbert Humperdinck the
composer, is a devout Wagnerian, but not an imitator.
The plot of this opera is too well known to need tell-
ing following as it does fairly closely the story in
Grimm’s Fairy Tales. The music demands constant
praise for its straightforward expression, its charmingly
melodic character, and its happy combination of variety
and simplicity. It echoes faithfully, and with sympa-
thetic accuracy, the spirit of the plot, and charms the
auditor back into fairyland.

Humperdinck’s other works, written chiefly for family
reunions, include Dornrischen, Saint-Cyr and Die Sie-
ben Geislein. But these are unfamiliar, and his Moor-
ish Rhapsody not great. Now, however, his Kinigs-

Hector BERLIOZ.
JULES MASSENET.

. elfin opera with mu.ch flslicate musig. Die Abreise i .

< pretty story of an indifferent married couple whg i
brought to appreciafe each .otl'ler ]):\, the unwelcorg
attentions of an outsider. Kain is an impressive one-ae
opera of the realistic school. Der Improvisator ig baseq
on Victor Hugo’s Angelo, Tyrant of Padua. Dig I7,,.
schenkte Frau is D’Albert’s latest dramatic work, 1h0ugh
it is hardly out as yet. All the early works are excel.
fent, but by far the most popular of his operas is Tief.
land, at present one of the most frequently heard stage
works in Germany. It is based on a Spanish story, in
which the intrigues of a wicked lowland Alcalde are
balked by true love, which afterwards takes refuge i,
the purer air of the mountains.

Among many modern COMPOSErs Hugo Wolf j
known by Der Corregidor. Heinrich Zoellner’s Sunpe),
Bell and other works show artistic merjt,
Hans Pfitzner has written Der Arme Heiy.
rich Die Rose vom Liebesgarten and othér
good works. Leo Blech produced a strong
bit of village intrigue called Das War )
and more recently the lively comic opera Ver-
siegelt. Ilsebill is a bright fairy opera by E,
Klose, and Gugeline and Lobetanz are old
tales set by Ludwig Thuille. Julius Bittner's
Der Musikant and Der Bergsee are more re-
cent successes. These are enough to show
that German opera is now original and no
longer an unsuccessful imitation of inimit-
able models.

=

CAMILLE SAINT-SAENS.

AMBROISE THOMAS,
CHARLES GOUNOD, ‘

GEORGES Bizgr,

that true .no])ility is not always noticed or acknowledged :
The music is one continuous stream of beautiful pas-
sages.

.]\’;1r1 Goldmark seems to belong to a preceding gene
ation, but has been active almost to the presentg Hl'._‘ :
Ixr.sF great success was The Queen of Sheba. T.he fal:
miliar anecdote tells us that Goldmark, when asked wh ;
he was, said, “I am the composer of The Queen 00
Sheba.” The stranger then asked “Does that positi :
carry much salary?” But the opera made such a fﬁr .
tha? soon it became familiar to almost everybod 2

(foldmark's later works show much exce-llency e
variety of style.. Merlin is a richly orchestrated e'an(
z}nd Heimchen am Herd, Dickens’ Cricket on th eH“Ork‘
is fully as melodious as Hinsel and Gretele 4 _C’a”/.t
f.nll()\\'cd. .ater works of Goldmark ar o
fangene treating of Achilles and Briséi
lichingen, Der Fremdling and The W

e Die Kriegsge-
s Gotz von Ber-
inter's Tale.

D’ALBERT’S TRIUMPH.

Eugen D’Albert is a composer who h
ble success in opera.
based on He

s as achieved nota-
S first venture wa
‘ ! s The Rub
e A h])gls version of an Oriental tale Gh{i‘v.
naa 1s a tragic story of love between g prince i
a )(lxung 111.11111 of noble nature, but low degree SSI aﬂf‘
ready to die rather than rey )
3 veal her secret, G i
. ernot 1s an

CLAUDE A. DEBussy,

RICHARD STRAUSS.

Last, but not least, comes Richard Strauss,
His first work, Guntram, is
what on Tannhduser, and 1s seldom heard
now. Feuersnot is a more interesting score
and has some of the rich harmony that marks
Strauss at his best. Then came the instru-
mental deluge, in the shape of Salome and
Elektra. To criticize these is much like point-
ing out some of the faults of the composer’s
orchestral works. The program idea, pushed
too far in Don Quixote and the Domestic
Symphony, is perfectly suited to operatic
music, which should be descriptive by nature.
Yet even here Strauss is too often objective.
He will echo the footsteps of a sacrificial pro-
cession, but he will not give us the broad
sweeps of emotion that a Wagner uses,
Neither does he show Wagnerian beauty, in
spite of a more complex orchestration; and
the noisy score often drowns the voices.
These operas do show a large unity and a
tremendous intensity of dramatic effect, but
th.elr faults prevent them from becoming
widely popular, and in number of perform-
ances they fall very far behind a more ra-
tional work like Tiefland. Der Rosenkavalier,
that was to be a second Marriage of Figaro
in popularity, meets the same fate, and i$
rated as “good in cports.” The German Em-
press gave it a deserved rebuke by making
Strauss leave out some of the more risqué
parts of the plot; and one may even suspect
fwtlsttlgge{)fwi;c' iﬂth}«lul at first as a cheap
Nozis bas diveady l)cx:(ll“:]l(]f'~““C'mh’“‘]. .Irmdz-u’ n
; ) iced in Tue Erupe It
Is put b}’ Hofmannsthal as an entertainment at the
gld (.)f his version of Molje
a good contrast, Th(mc(m-ll” 1III-” Fd ey mal\f:
music call it very chan;liyn :\ “f‘ ]M\(‘ 1("‘1\'0(] e tl{
melodies at the \w(l(linwk‘ Wi 1..;1 succession of rich

g of Ariadne and Bacchus.

Strauss el 2y
in his sf)?]n S\fr;te lls‘alm.m”y. and we know that he did
tor b g8, )11t~11 will be almost a new departure
T} ~mbt(.3 ;10 SO in opera,
11s Drief summa
ary of the sc S :
many forms of oper e schools shows us that

Wagner school that : \arc to be found, instead of the
Wwe may find almos(t :pt(.)me.o”w expected. In France
senet to the hit‘m._w;ly”““g' from the sugar of Mas-
gives us at the émi 5 Deh“-‘?."} while German opera
in Hinsel angd (,:rofeclhmc the milk of Human kindgess
sion in Elektra, Wy, and the strong draught of pas-
works, or the Dias‘i-e nd motives, as in \Wagners
music drama, or e\:el(] and mo-melc.ss scores of French
definite numbers Trz'O[t)era Of cariiof SR Oy ad s
Carmen; and any ol Stan has not abolished Faust of

v 1poser who writes interesting music

has hi

s chance

method he ©f success at present, no matter which
od he employs. ) atter whi

modeled some-

re's comedy, Le Bourgeois
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Personal Reminiscences
By AUBERTINE WOODWARD MOORE

Ole Bull
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In Philadelphia, late in the seventies, I first saw
and heard Ole Bull. My vivid recollections of the
man and his music make me desire to part the tissue
of romance that has been woven about him and
reveal the real Ole Bull, a personality well deserving
attention.

It had come
cussed by musicians.

in my way to hear him much dis-
His art had been pronounced
artifice, his dazzling effects, charlatanism, and
aumerous incidents cited to illustrate his lack of
serious musicianship, among these his displeasure
with a certain orchestra that failed to grasp his
intentions, when these were so inadequately indi-
cated the composer alone could have interpreted
them. On the other hand, T had heard the most
extravagant praise of his colossal technique, superb
tone, unrivalled staccato, splendid power of singing
on the violin, and marvelous control of his audi-
ences.

HIS DISTINGUISHED PERSONALITY.

When circumstances finally led me to meet Ole
Bull, all unfavorable impressions I had in regard to
him were speedily dissipated in the presence of this
distinguished-looking gentleman with his cordial,
kindly words and manner, his benevolent, paternal
smile, and his air of high breeding combined with
the simplicity that belongs to it. His invitation to
go with him and his wife to-his concert at the
Academy of Music I gladly accepted.

Every seat in the body of the house being taken,
one of the stage chairs was assigned to me. With
elastic step Ole Bull passed me on his way to the
front, where he stood, lithe and erect, bowing right
and left, with princely graciousness, his face beam-
ing. There was no reminder of his almost seventy
years in the manly grace of his carriage and pose,
nor in the vigor and delicacy of his stroke, as, after
. bending his ear to the strings he softly plucked, his
violin nestled in its place, and he set in motion the
bow which was so much heavier than other bows
that powerful muscles were needed to wield it.

SOME FORGIVABLE FAULTS.

On his program was a concerto by Nardini, Tar-
tini’s favorite pupil, a graceful composition, tinged
with exaggerated sentimentalism. Ole Bull gave it
a coloring of his own, and I remember being im-
pressed by his singing tone, as well as noticing occa-
sional lacks of purity of intonation. The audience
realized no flaws; both hearing and vision were be-
witched by the tall, nobly-built virtuoso, as he stood
bravely at work, his large, blue eyes now scintillat-
ing sparks of glowing light, now half, now entirely
closed, his sensitive face illustrating every nuance
of the music, his silvery locks falling about his
splendid head. Over his own compositions on the
program he cast so dazzling a glamor I could not
analyze them until later.

Ending an encore piece, a Norwegian melody, he
held his bow over the strings long after the sound
had ceased. While the house still rang with ap-
plause, he softly whispered, as he passed me: “Did
not I play it finely on the public?” Soon comments
were heard on the refinement of an ear that could
distinguish tones inaudible to others. One imagina-
tive person thought she had detected an ethereal
murmur to the last, admitting that she might have
been influenced by the impression of angelic song
mirrored on the artist’s face. How Ole Bull laughed
when I repeated this to him! Tf he were a char-
latan, it was certainly of an innocent type.

I

Il

In the autumn of 1879 I met Ole Bull again, in
Madison, Wis,, where I had gone in quest of health,

‘and where he was passing some weeks in his Madi-

son home, a beautiful place on the shores of Lake
Mendota, later purchased by the State as a guber-
natorial residence. What is now the Governor’s
drawing-room was the music-room of Ole Bull, mod-
eled by him according to correct acoustic principles.

OLE BULL IN OLD AGE.

Here it was my good fortune to accompany on the
piano this artist from Norseland. He had been told
I could read notes readily, he said, and he urged
me to his Chickering Concert Grand the first time
I entered his house. We played then and often
afterward his favorite Mozart sonatas for piano and
violin, one of them the A major, six-eight time
signature, Allegro molto, and an Andante grazioso
theme ith variations. He cherished profound
reverence for Mozart, declared there could be no
loftier expression of human thought and aspiration
than in his works, and had been complimented by
the master’s widow for his thorough understanding
of her husband’s compositions. I certainly never
heard a Mozart sonata, especially the slow move-
ments, played better than by him.

HIS LACK OF RESPECT FOR BEETHOVEN.
With Beethoven he was less happy. Once when
we tried Op. 30, No. 3, he skipped passages, and
breaking in at the wrong place interrupted piano
solo phrases. In Mozart he would not even have
variations for piano alone omitted, calling every note
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I cried, “pray consider Mr. Beethoven.” He laughed.
“Good! You are right to call me to account. Let
us try again.” Soon he laid down his bow. He was
not in the mood for Beethoven he said.

It has been generally admitted that he rarely suc-
ceeded with this master. Once he played the
Kreutzer Sonata with Liszt, at a London Philhar-
monic Society concert, and was rewarded with a
piece of plate, although a diversity of opinion cxiisted
among critics in regard to the performance. If he
managed to pull through satisfactorily, it was due
to Liszt’s influence on his .impressionable nature.
He liked to tell of christening the Cellini Gaspar da
Salo violin by playing the Kreutzer with Mendels-
sohn in Liszt’s presence; how well he did not men-
tion.

HIS FAVORITE VIOLINS. -

Moving to and fro, in his music-room, with spring-
ing step, every fibre of his being alive with enthusi-
asm, he introduced to me the weird, plaintive, strong
and soulful folk-songs and dances of his native land,
now woven together and blended with his own orig-
inal melodies, some  of them¢improvised for the
occasion, others composed earlier and including his
beautiful, popularly known Chalet Girl's Sunday.
Sometimes his violin was unaccompanied, sometimes
he had me supply a piano ac\companiment, often in-
dicating the chords he wished.

He used the Zoller Gaspar da Salo, his chief con-
cert violin after 1862. It had admirable singing
qualities, but was inferior in nobility of volume to
the Josef Guarnerius del Gesu, labeled 1742, with
which he had scored the triumphs of quarter of a
century before presenting it to his son Alexander.
The latter frequently had it at my home, and
brought out its tone with fine effect in his father’s
favorite music.

Alexander Bull was Ole Bull's son by his first
wife, a French lady, and was very sensitive to his
father’'s magnetism. As a child he was so bewitched
at hearing this adored parent play Stradella’s Prayer,
he burst into song, bringing upon himself a severe
rebuke. He next heard his father in Albany, N. Y.,
after the Oleana disaster, in Paganini’'s Witches'
Dance, and was grievously disappointed. The tones
of a single violin were poor compared with the
bewildering orchestral effects the fame of Ole Bull
had led him to expect.

HIS READINESS IN EMERGENCIES.

“Some years later, at the Bergen National The-
atre he had founded,” so Alexander wrote to me,
“T heard father play the same composition. The
witches and all their paraphernalia seemed to sur-
round him, as his long hair fell over his face. When
[ thanked him, he gazed at me with a haggard, far-
off look.” Alexander remembers listening to his
father, in 1878, play Paganini’'s second concerto,
when, during the Andante, the E string snapped,
but Ole Bull, ever ready for an emergency, con-
tinued to climb on the A string to the admiration
of all who had noticed the mishap.. “At that
period,” wrote Alexander, “father gave the impres-
sion of one who had returned to earth after a long
absence, and was striving to give utterance to his
strange experiences.”

A typical representative of the romantic virtuoso
period, Ole Bull used to say “he wished to raise a

curtain, when he played, that his hearers might
view what was in his mind. Three influences
moulded his genius: love of fatherland; Italian
music, with its ingratiating melodies and flimsy

architecture, much en wvogue, in the early thirties,
when the young genius first went
abroad, ripe for decisive impressions; and the pow-
erful individuality of Paganini, which after they met
in 1839, led Ole Bull to practice the more remote
and singular difficulties of the violin, until he be-
came a second whimsical wizard of the bow.

Norwegian

OLE BULL'S STYLE.

He acquired a style peculiarly his own. By means
of a level bridge and flat finger board, he gained
an original way of playing four separate voices at
once. His large bow was one of the'secrets of
his staccato which critics unhesitatingly extolled.
Apart from certain songs, his compositions lacked
structure, were never fully written out and depended
on his warm, noble cantabile and his magnetism
for success. His genuinely Italian Mother's Praver
his Norwegian and other compositions, he pla.\'(\(i
with convincing skill. :
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HIS LIMITED FIELD.

'Althgugh able to do pretty much as he pleased
\\'1.th. his violin, being a child or moods, his uncurbed
spirit only moved him to undertake what struck
his fancy. The newer German tendency did not at-
tract him. Beethoven remained to him, for the
n?os.t part, an unknown quantity, the Mendelssohn
violin concerto found no place on his programs,

and Wagner was positively repugnant to him. He
‘could not quite forgive his son Alexander for

enjoying Lohengrin,

HOW OLE BULL HELD THE VIOLIN,

(This illustration, which is used by permission of
Houghton Mifflin Company, is taken from "Ti]e Life
of Ole Bull.” Bull’s method of holding the violin ilas‘
been widely discussed.) ‘ ;

In the present day of giant virtuosi, this man
o.f‘ I'\To.rway could not be called the world’s master
violinist, nor was it as such he won his ])lacé in
the hear.ts of his countrymen everywhere, It is as
the patr.lot, the seer, the father of what his country
has achieved that he is and ever will be honored
Born February 5, 1810, he grew up with the gro\vth.
of Norway under its independent constitution, and
became saturated with the idea of her qlorious!paﬂt
present and future. When he earneél a place ‘iny
the world, he never let it be forgotten that he was
a -representative of Norway., Wherever he wen"c
he ‘talked of ‘the land, its gifted people, majestic
scenery and health-giving climate, told its <1;icr
folk-té'lles, played its stirring music, and turneri thi

world’s attention to his sturdy little fatherland.

Much _Of the promise he say has been fulfilled, and
the genius of his beloved home land has ’becn
recognized.

MUSICAL “TEMPERAMENT” AND EXCITA-
BILITY.

THERE is a vast difference between the measured
ut‘terances or 1impassioned eloquence of an accom-
pl.xshed orator and the rantings of a street “politician”
with anarchic tendencies, and the difference is realized
by practically everybody. Curiously enough 110\ve\"cr
people don’t seem to understand that theksayme differ-'
ence exists between the musician who is an artist and
the ‘musical “ranter” who makes up in fervor wilat he
lacks in understanding and execution,

No piece of music is played perfectly unless there is
present a perfect sense of rhythm, not only as regard;
each separate measure, but also each musi'cal Scntcnu:
There must also be genuine sentiment present, but thisj
must be kept in bounds so that each climax is duly am>1
properly brought out. The player should have suffi-
cient knowledge of music theory to bring out any ‘]itllc
points of “imitation,” etc., concealed in the inncr. parts
fmd beauty of tone should always be present. Tth:L:
is a vast difference between playing in which senti-
ment and intelligence are evenly balanced and playing
ma.rred by exaggerated emphasis on wrong n“[“. o:

unimportant beats, which is often supposed to rcpré‘

“feeling®™

sent

THE ETUDE

SPRINGTIDE IN OUR MUSIC.

BY LULA M. LARRABEE.

One touch of nature makes the whole world kin,
—Shakespearg.

Witk the coming of spring a freshness seems to
cover everything. The sky is colored anew; the green
of the maples, the pink of the apple trees are fresh,

and many-hued flowers bedeck the brown old carth,
“Cast aside the old view of life and look with new
eyes; tune the strings of your heart to a new song,
for spring is here; music is everywhere, and we can
hear laughing, wind-awakened melodies whenever we
stop to listen. Even humdrum scales take on new life
when played to the rhythm of a falling leaf. %Fhe
exercise breathes with the sighing of the wind, and
the ripple of the brook sounds through all.

From the window one can see an apple tree withits
wealth of pink blossoms. Every now and then a petal
falls, and, slowly turning, shows first this side, then
that. There is no sudden, awkward movement; all is
graceful and lovely. Carry in mind the falling petal
when playing the scales. Let each note in the scale
be a turning of the leaf, with no sudden jar to mar it.
Then begin again. A sudden breeze springs up, send-
ing the petal quickly on its way to the ground, but
still with its graceful, airy movement. Again play the
scale, but faster this time, to match the speed of ‘the

falling leaf. Once more begin. A strong wind is blow- .

il}g now, and lo! thousands of snowy petals fill the
air, and th.c notes of -the scale ripple joyously ower
each other in their mad play as leaves in the wind.
A small youngster came to me the other day for ‘his
regular music hour. He was fresh from a game of
l)?zll and was more interested in that than in the exer-
cises I was trying to teach him, The small, unruly
tmge‘rs slipped from one key to another, more offen
;:trxk'mg the wrong one than the right, and finally end-
ing 11‘1‘ a '}wr\'e-rackmg discord that brought a smoth-
ered “O!” from both player and listener {
Jack, what is the matter?” I asked.
1 O,.I don’t know, I just hate that piece; I don't
play 1t wrong, but my fingers slip in ¢
g ; g p into the wrong
“\i\/ha.t have you been doing this afternoon, Jack?”
Illal_vmg ball. TIt’s great, T tell you what teacher
when 1 grow up and can do as [ like, I'm in’ By
: 3 oi
ball all the time.” : Sl p}'ay
“Do you have h; rork i
e hard work hanging onto the billl,
“O, no, ma’am, whe i
J, no, ! en” I once git ah i
on for real life” i i
He was waxing wa j j
axing warm on the subject and e i
were forgotten. Presently I said. e

“Jack my b y want you to p 1 1ewW
y oy, 1 W u ay 5
b g O ,.'! y 1 a game of

The merry eyes brig
ves brightened a j @
escaped him, g ‘Q!’

“Your balls are the notes and
th.csc and catch ‘them ag
slip out of your fingers.”

}t took' but a second for. him to catch the spirit Sﬁéh
21‘ bounding of notes wassnever heard before .If on
is’u?];zc(l away 1h_c little - cateher would immediately-; :
;.u ].‘m(] pick it up. When the hour was over d§3
the little fellow free again, he surprised me by -saying

“That’s lots o -
ats s of fllll, teacher, le me
; : S L € dO 1t again some

‘ I want you to throw
ain and be sure they doi't

It is not the mere playi
the musician—it isklr)(rcgiill)i:fhotf e nOlC? it e
our desires, our ambiti -a'l B o fopes,

o } bitions—it 1s the pouring out of
'IhL' best in our lives. So wher the breath b’f i
is in the air and we feel that it is good ¢ b 0: Ysprmg
us carry this feeling with us when we shu? e
for lessons or study hour. e

THE MESSAGE OF THE ROBIN

Often a sense of oppressiorn wi

our efforts seem in \'IziliIZ.CS5£\)fl;lc\r\llllu«sr{fatl' O\'f.‘r o
me, I remember the lesson the robin tau :Lneh it

flrfary afternoon when the rains of Mar&cht.\\'er I
lcl(l)il(;\\&lnl ;,lg S.Lfi[‘(‘(l tiyself at a window ' to s§e ]iof]dl—
e .].Hp:lill]mj i .an_\" living thing. T had tried
out.” l,c.\':';nsl llltu(;\d:ccllllli{fd .}'Iaril']l?t AL i
plump robir. : ed-breast flew todthe(l];l’lll'rr)tl.l d SUd'denly /
Tu)(l_\' looked drenched, but he didn’t mitl(l- EIS WhOI’e
i:r;_\ldh;)}me f'm(] it »\vas cold, but he didn't‘carce h\z;\(/l'nl
irown back he poured out his song ‘l i
5 song.  Joyfully

he old ot the comi Spring e
t ¢ ¢ coming spring; ]L t is / t
L ; PO g old 1S W ]]O]e story

and
e to
It was a

And he was doing it all by

faith; he knew the sun would shine again; he 5
his mates would soon fly north and meet him,

1f all could be filled with love and faith and i @
could weave this love and faith into our music durine
life's spring, then, when the hot breath of SUmmeE
scorches the blossoms of hope that cluster arounq
our lives and lays ambition low, we could turn to h
music which would be to us a fountain of spring; y
could - feel again the green grass beneath our feet,ang

. hear the ripple of the brook.

In the autumn of life, when the golden fruitg ke
gathered about us and the only tinge of sorrow s thai
this beauty is the beauty of decay, the breath of i
in our music would recall the time when life wag aﬁ
before us and the memory would bring back the fajh
of old.

And, at last, when the snows of winter chill yg
and we feel our feet slowly but surely approaching
the river; when the bowed heads and gray locks reming
us of the coming parting, then the songs of youth

. would come to us once more—the spirit of spring lorg
past would bring, not only memories, but hopes aney
for what lies before -us in the great unknown. Then
the picture is robbed of its gray shadows, and the
sunlight of spring shines over all.

LITTLE KNOWN MUSICAL FACTS.

BY J. M. ALLISON.

In 1454 musicians were “impressed”—that is
forced by law—into the service of the Chapel Rov:ai
a.nd cathedrals in England; and this practice cén-
tinued until after the reign of Queen Elizabeth

The music of the ancient Greeks was founded
upon the tetrachord—a musical interval which we
now call a perfect fourth, as from G to C. The

intervals of the third and sixth, upon which all

m'od‘ern music is largely based were not regarded
with favor. The tones 'within the interval of the
tetrachord were extremely variable and included

quarter tones as well as half and whole tones.

The Russians sometimes amuse
means of hunting horns combined to form a “hor
ban.d.” Each performer produces H-AI\' nn‘c t’n
which he plays whenever it occurs in ‘1!\'«- ””MC“O}:

While .hymns as we know them to-day :lt“(‘ a
fﬁ:;p:::t;vielr'ecent.fnn(f\'ul?unAin church services,
Sttty Ch}r/ii?c1cnt mstntulwnv:w-'} existed long
ot etnth :1 an era. Many important collec-

ate back t

: about 500 vears
Christ ). 500 years before
- th_OUgh of course hymns existed long before
that period. =

e i t;\mong the collections which have
0 us from then are the Sanscrit

Rig-V *hi

HJJvm.;,id(tIil aG(hl.nesc Book of Odes, the Buddhist

PindarJ T(;ze ]rt"j,‘un][f{m,,(,,,'b Hymns and the Odes of
: -atm I1ymns, or hy f /

Ch : ymns, or hymns of the Western

WhillreChthddt]e from th? 4th to the 12th ccntl:rics

fasl eTfi‘//;(”’ﬂH Chorales date from the 16th‘
: e hymns which play so prominent a

Part in the. setvices of

churcheg \vcrc}’:]r(:tlt-(‘h of the modern Protestant
in w reniefs :

1860, 1 wide general use until about

themselves by

Only one syste
:}r;d there are no scales to |
e harp is tuned
one for each note
pedals, which,

m ingering i
of hngering is used on the harp,
e learnt as on the pi
; t a piano.
to thlt key of C flat—seven flats,
i )ril‘] the scale. There are seven
st hatt A I (SQ?(I down half way, raise the
riise the ek ¢ and if pressed down all the way,
were required tli1 ‘2:]1”1(' tone. Thus, if C natural
, € U peda y ' ( ;
alf way ang’ ol % pedal would be pressed down

would be affected C strings on the instrument

\\1'0111d raise the i)ittllllrtt]]OFCPWSSUrc Ofie ney
cHromatid  otes 0 C sharp. Any passing
the harp at 5 (?Llii;\-e }'er_\r difficult to pc’rf(:rm on
work. rate as they need quick pedal
\\
He (B
> eethoven) was
) was Very strict till the interpreta-

tion had pe

: come ¢
he liked an easxev ;i)‘yrlreq down'to the minutest detail;
violent, threw the r, ¢ of playing. He readily became
floor or tore it up. He

took no

'as poor, but he accepted
the Countess had sewed
4 1(1 t;lﬂpl)lal_y his ownlthings-
o e slightest noise was
% ount GALLENBERG, in on

ot Hedi i
. id g <
bgt merely IMprovized by
made he got up g :

interviegy With. Jag
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“What I have said about the voice applies equally
to all other instruments, the piano and the organ 111911L~
excepted. It is obvious that the playing of the wind
instruments must be subjected to the limitations of the
breath, and in the case of the violin and the oll}cr
stringed instruments, where the bow supplies the'motl\'c
power, it is impossible for two notes played in suc-

cession to sound absolutely alike. If the first note
of a phrase is attacked with the weight of the whole

The Road to

Expression

From an Interview Secured Expressly for
THE ETUDE with the Eminent Pianist

HAROLD

(The first section of Mr. Bauer’s interview appeared
in the March issue.)

“Our sole means of expression, then, in piano playing
lies in the relation of one note to the other notes in a
eries or in a chord. | Herein lies the difficulty, the
resistance to perfect freedom of which I have spoken
hefore, the principal subject for intelligence and careful
study, and yet so few students appear to understand it.
Their great effort seems to be to make all the notes
in a given series as much alike as coins from a mint.
They come to the piano as their only instrument, and
never seek to take a lesson from the voice or from
+he other instruments which have expressive resources
infinitely superior to those possessed by the piano. The
principal charm of the piano lies in the command which
the player has over many voices singing together. Pfut.
until the pianist has a regard for the individual voice *
in its relation to the ensemble he has no means with
which to make his work really beautiful.

“There is a great need for more breadth in music
study. This, as I know, has been said very often, but
it does not hurt to say it again. The more a man
knows, the more he has experienced, the wider his
mental vision in all branches of human information,
the more he will have to say. We need men in music
with big minds, wide grasp and definite aims. Musi-
cians are far too prone to become over-specialized.
They seem to have an unquenchable thirst to master
the jargon and the infinite variety of methods which
are thrust upon us in these days rather than a genuine
desire to develop their musical aims. Music is acquir-
ing a technology as confusing -and as extensive as
bacteriology. There seems to be no end to the new
kinds of methods in the minds of furtive and fertile
inventors. Each new method in turn seems to breed
another, and so on ad nauseam.

“Among other things I would suggest the advisability
for pianists to cultivate some knowledge of the con-
struction of their instrument. Strange as it may seem,
it is nevertheless a fact that the average pianist knows
practically nothing of a piano, being in many cases
entirely unaware of such simple things as how the tone
is produced and the function of the pedals. This
ignorance leads frequently to the employment of
motions and methods that can only be characterized
as ridiculous in the extreme.

MUSIC FIRST, THE INSTRUMENT AFTERWARDS.

“From the manner in which many ambitious and
earnest students play, it would seem that they had their
minds fixed upon something which could not be con-
veyed to the world in any other form than that of the
sounds which come from the piano. Of course the piano
has an idiom peculiarly its own, and some composers
have employed this idiom with such natural freedom
that their music suffers when transposed for any other
instrument. The music of Chopin is peculiarly pianistic,
but it is, first of all, music, and any one of the wonde~-
ful melodies which came from the fertile brain of the
Polish-French genius could be played upon one of
many different instruments besides the plano. =i Tha
duty of the interpreter should surely be to think of the
composition as such, and to interpret it primarily as
music, irrespective of the instrument. Some students
sit down before the keyboard to “play” the piano pre-
cisely as though they were going to play a game of
cards. They have learned certain rules governing the
game, and they do not dare disobey these rules. They
think of rules rather than of the ultimate result—the
music itself. The idiom of the Italian language is ap-
propriate here. The Ttalians do no say “I play the
piano,” but rather “I sound the piano.” (Swuono il
Pianoforte.) T1f we had a little more “sounding” of
the piano, that is, producing real musical effects, and a
little less playing on ivory keys, the playing of our
students would be more interesting.

BAUER

VARIETY THE SPICE OF ART.

“It can hardly be questioned that the genesis of all
musical art is to be found in song, the most natural,
the most fluent and the most beautiful form of musical
expression. How much every instrumentalist can learn
from the art of singing!

“Tt is a physical impossibility for the voice to pro-
duce two notes in succession exactly alike. They may
sound very similar, but there is a difference quite per-
ceptible to the highly trained ear. When a singer
starts a phrase a certain amount of motive power is
required to set the vocal apparatus in vibration. After
‘the first note has been attacked with the full force of

HAaroLp BAUER.

the breath, there is naturally not s» much weight or
It is, however,
possible for the second note to be as loud, or even
louder. than the first note. Bct in order to obtain
the additional force on the second note it is neces- (e time,
sary to compensate for the lack of force due to the
loss of the original weight or pressure by increasing
what might be called the nervous energy; that is to
proportionately

pressure left for the following no-es.

expelling the breatih with
areater speed.

say, by

MUSCULAR AND NERVOUS ENERGY.

“The manifestation of nervous energy in this’ man-

bow behind it, the second note will follow with just
so much less weight, and if the violinist desires to
intensify any of the succeeding tones, he must do so
by the employment of the nervous energy [ have men-
tioned, when a difference in the quality of tone is
bound to result. - The pianist should closely observe
and endeavor to imitate these characteristics which so
vividly convey the idea of organic life in all its infinite
variety, and which are inherent in every medium for
artistic expression.

PHRASING AND BREATHING.

“Tt would take a book, and by no means a small one,
to go-into this matter of phrasing which I am now
discussing. Even in such a book there would doubtless
e many points which would be open to assaults for
sticklers in psychological technology. I am not issuing
a propaganda or writing a thesis for the purpose of
having something to defend, but merely giving a few
off-hand facts ‘that ‘have benefited me in my work. |
am glad to learn that THE ETUDE does not open itself
for polemical "discussions, for the very discussion of
such a subject as this would become rapidly so in-
volved that little profit could come from it. However,
it is my conviction that it is the duty of the pianist
to try to understand the analogy to the physical limita-
tions which surround the more natural mediums of
musical expression—the voice and the violin, and to
apply the result'of his observations to his piano playing.

THE NATURAL EFFECT OF EMOTIONS.
“There is another relation between phrasing and
which the student may investigate to

The emotions have a direct and imme-
brain

breathing
advantage.
diate effect upon the breath, and as the
informs the nervous:system of new emotional im-
pressions the  visible evidences may be first
observed in the breathing. It is quite unnecessary
to go into the physiology or psychology of this,
but a little reflection will immediately indicate
what I mean.

“Itis impossible to witness a disastrous accident
without showing mental agitation and excitement in
hurried breathing. Joy, anger, fear, love, tranquil-
ity and grief-—all: are characterised by different
modes of breathing, and a trained actor must study
this with great closeness.

“The artist at the piano may be said to breathe
his phrases. A phrase that is purely contemplative
in character is breathed in a tranquil fashion with-
out any suggestion of nervous agitation. If we go
through the scale of expression, starting with con
templative tranquility to the climax of dramatic
intensity, the breath will be emitted progressively
quicker and quicker.. Every musical phrase has
some kind of expressive message to deliver. If a
perfectly tranquil phrase is given out in a succes-
sion of short breaths, indicating, as they would,
agitation, it would be a contradiction, just as it
would be perfectly inhuman to suppose that in
expressing’ dramatic intensity it would be possible
to breathe slowly.

“In conclusion, I would urge students to cultivate
a very definite meéntal attitude as to what they
really desire toraccomplish. Do you wish to make
music? 1f so, think music, and nothing but music, all
down to the smallest detail even in
technic. Is your ambition to play scales, octaves,
double notes and ‘trills? Then by all means con-
centrate your mind on them to the exclusion of
evervthing else, but do not be surprised if, when
later on, you want to communicate a semblance of
life to your mechanical motions, you succeed in
obtaining no more than the jerky movements of a
clock-work puppet.”

ner is quite different from the manifestation of mus-

cular energy, although both are, of course, intimately
“connected. Muscular energy begins at its maximum and
oradually diminishes to the point of exhaustion, whereas
nervous energy rises in an inconceivably short space
of time to its climax, and then drops immediately to
Nervous energy may be said to be represented
Tt is what the

nothing.
by an increased rapidity of emission.
athlete would call a ‘spurt’

How many students of music in this country are
sighing to go abroad to study, or to go to some -,rzrc:n
teacher? Yet if they but knew it, success in music
lies in themselves. Success is more often than not
the outcome of inborn talent and never-ending per-
severance, Or as Wordsworth expresses it, “A few
strong instincts, and a few plain rules.”




Music
By PRESTON WARE OREM

I'IRST MAZURKA DE CONCERT—L. GREGH.

Louis Gregh, the accomplished Parisian composer,
was born in 1843. A number of his lighter piano
pieces have achieved decided popularity, The First
Mazurka de Concert is one of his more: advanced
piano This number is both graceful and
brilliant and quite within the range of a good fifth
or sixth grade player. The Mazurka rhythm has
been a favorite with composers as a subject for
idealization ever since its possibilities were
ploited so marvelously by Chopin.

solos.

€X-

PETIT MENUET—A. KOPYLOW.

A. Kopylow is one of the most promising or
modern Russian composers. His “Petit Menuet” is
a charming reproduction of the old style dance.
The “Minuet” was invented about the middle of
the seventeenth century. It was a slow and stately
dance in triple tune, Originally it consisted of two
portions of eight measures each. Later a second
minuet was added, usually in a related key and of
quieter character, to alternate with the first minuet;
this was called a Trio. Kopylow follows the old
form closely, although the various divisions are not
marked.

TO THE HUNT—G. HORVATH.

Good sonatinas by contemporary composers are
scarce, but occasionally one comes across a satis-
factory specimen. Geza Horvath's “Sonatina in
D” is one of the best we have seen. The first
movement “To the Hunt” is a complete piece in
itself. It follows the conventional form of the first
movement of a sonatina. There is the first theme
in D, with a transition to the second theme in A;
this constitutes the “exposition,” ending with a
double-bar and repeat-sign. Then there is a short
“working-out section,” leading to the return of the
first theme in D; the second theme, also in D, and
a short coda. A sonatinag is a little sonata, the dif-
ference being chiefly that of condensed treatment.

BAGATELLE—W. A, MOZART.,

This is one of the composer’s fugitive pieces, not a
movement taken from a sonata or other larger piece.
It is a very bright and attractive number, written in
what is known as the simple rondo form. In this form
the first or principal theme is repeated after the ap-
pearance of each additional theme.

BLUSHING ROSES—R. M. STULES!

Mr. Stults’ portrait and a sketch of his career
will be found in another column. While Mr. Stults
is known more particularly as a writer of melodious
songs, his piano pieces are also deserving of atten-
tion, displaying an equal grace and originality. Mr.
Stults considers “Blushing Roses” one of his best
pieces, and we are inclined to agree with him.

FORTUNATA IDYL—G. S, SCHULER.
This is a graceful drawing-room piece by
ising American composer, It will afford practice
in chord and arpeggio work, in octaves, and in com-
bining a melody and accompanying figure in the
same hand. This piece is exceptionally melodious,

a prom-

MY FIRST PARTY—P. RENARD,

This is a very pretty waltz movement for a sec-
ond grade pupil. It lies unusually well under the
hands. This waltz may be used for dancing, as
well as for teaching or recreation.

GENERAL BUM-BUM—E, POLDINT.
This is an early composition of Poldini,
one of the best of his easier pieces. It is a
burlesque march movement with a mock heroic
dignity that is positively fetching. Note the pomp-
ous bass melody of the Trio and the clever transi-
tion into C minor in the fourth measure before the
Fine. Play this piece in rather moderate time and
somewhat heavily.

but it is

THE ETUDE

PLEASANT THOUGHTS—R. GEBHARDT.
This is a very satisfactory teaching p1ece_of ab.g::.\:
the third grade. A good all-around t.egchlrflg p(llrill
of this grade should afford opportumtlesd or i
in rhythm, technic, phrasing, §ty]e anh m s
playing. “Pleasant Thoughts” gives all these,
in an agreeable manner.

VACATION RAMBLES—C. MOTER.
This is another excellent teaching piece by an
experienced writer. It is rather q;lsier to play ’tlbhan
the preceding, but it has educational v;llu:& his
piece must be played with vigorous rhythr.mc swing
in order to obtain the best results. It will require
a crisp, distinct touch.

THE TRUMPET CALL—M. LOEB-EVANS.

This is a still easier teaching piece. which wi-ll
prove particularly attractive to young players. This
little march has all the fire and go of much larger
works, and it is as correct in form and in structure.
It may be used for marching purposes.

TARENTELLE—H, VAN GAEL.

H. van Gael, the Belgian composer, has had much
popularity as a writer of teaching pieces of the bet-
ter class, well-made and of pleasing musical con-
tent, but easy to play. There are many tarantellas,
but there is always room for another good one. It
is a brilliant type of piano piece, affording excellent

finger practice and drill in velocity and rhythm.

CAVALRY MARCH (FOUR HANDS)—G. F.
HOMPESCH.

This is a brilliant and stirring military march
which duet players will enjoy thoroughly. In this
particular piece the two parts are of unequal diffi-
culty, the Primo part being about one grade harder
to play than the Secondo part. In many cases this
is a distinct advantage, as two students of exactly
equal attainments are not always to be found.
This piece should be taken at a brisk pace and with
strong accentuation.

AIR ROI LOUIS XIII (PIPE ORGAN)—H.
GHYS.

As a piano solo this piece has been a favorite for
a long time. As arranged for organ by Mr. Lacey
it will make a very agreeable recital number. Pieces
of this type are much in demand for use at wed-
dings and occasions of festal character. The reg-
istration suggested by Mr. Lacey is practicable on
most organs, and will be found very effective.

DANCE CAPRICE (VIOLIN AND
GAYLORD YOST.

This is a decided novelty, written by a successful
American violin teacher and player, and dedicated
to the well-known American violinist, Albert Spald-
ing. It is cleverly constricted and thoroughly
modern in conception, The theme is 2 very taking
one. This piece will afford excellent practice in
spiccato bowing, and in artificial harmonics. In
these artificial harmonics two fingers are used, one
stopping the string, the other touching it. The
black note is the one to be stopped, the diamond-
:chnpcfl open note is the one to be touched. = This
1s a fine recital piece.

PIANO)—

THE VOCAL NUMBERS,

“Love’s Good Night” is a
of Dr. S. Weir Mitchell’s
James Francis Cooke.

sympathetic setting
masterly little poem, by
The singer will find an ex-
ceptional opportunity in the second verse of this
song—depicting as it does the greatest tragedy in
human existence, the final separation of two de-
voted lovers. The words “good night,” following the

second verse, are to be sung softly and tenderly
and the final note of the SOng suggests bitteI:
P P M ]

despair.  In this little number the elocution ‘is as

important as the vocalization,
Mr. W.

o F. Sudds’ “An April Fancy” is a season-
able

song; delicate and fancifyl verses, with g
graceful and appropriate musical setting b'y an ex-
perienced and successful composer. This will ma1‘<
a fine encore song. :

Mr. E. Goudey’s tSleep On' Dags Heart”
quiet but very expressive number
suit a full voiced
should be sung in

is a
which should just
mezzo soprano or contralto, Tt
a tender and sympathetic manner,

. worst of aj.

of To-day

=~
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ULTS.

RoBerT MoRrrISON STULTS was born at Hightstown,
N. J, and in 1872 removed to Long Branch N, T

He received his early musical education from vari-
ous local teachers. After graduating at the Long
Branch High School in 1880, he became musical in-

structor at that institution, at the same time con-
tinuing his musical study under Frederick Brandeis,
the distinguished composer and pianist,

Mr. Stults removed to Baltimore in 1886, and en-

tered the music and piano business. He studied
the organ under various teachers in Baltimore,
where he remained until 1898, For several years
he has been actively engaged as head of the retail
department of a well known Philadelphia piano
house. Mr. Stults is best known by his song, The
Sweetest Story Ever Told, which had an enormous
sale. He is a prolific writer of ballads, songs and
instrumental pieces in the better grade of popular

pieces. Among the best-known of his works may

be mentioned the popular piano pieces, Bit of
Nonsense, and Clover Bloom, while his songs include
Once in the Bygone Days, Redemption, and Sing Me

Some Quaint Old Ballad,

: He has also produced two
light operas.

DO WE OVERVALUE SPEED?

BY IL T, HOOKER.

Wao would not rather teach the dependable plodder
than the brilliant “quitter.” Every feaoher bababs the
Hartlived delight of working with the latter class—
the D.uDil who ascends the musical heights with pyro-
tecl.lmcal brilliance, and then at the very height is
extinguished hy some unfortunate trait 111:1} invariably
s Lo accompany genius of this kind.
halj:r htlleen most part, greatest l?‘ht‘l‘* i 11,‘(, world
fow! Hundor. o Th.c lfnlhnnt pupil reads

; andel wrote The Messiah in twenty-four days,
gz atztlzisrégeih“mt]a complete musical education can
in a period ofm?g] sheer force of natural smartness
everything is ¢ S one to two years. Accordingly

Hge i:l (TSHC at a ridiculous speed.
that couﬁt;o?g; tizd tcach.ers know 1?1:11 the Practicc
slowly. S}peed o delst'];)sltl is the practice that is done
the sacrifice of éorr 1 a)e.“’h?ﬂ 1t does not lead to

€ctness in time, notes, rhythm, or,
the finer ang more subtle nuances that
ic. Speed should be the

the
done slowly,

Practica]ly ev

€Ty great paintine 1
. . . T 5 ‘\' 10“ |
he Impressioni i o i

$]

St's daub, the regyl of a few rapid

stand cloge rush, produces work which will not

haste slow] soruting. - Cultivate the ability “to make
HOWYL to advance: 4 step at a time

N o

THE ETUDE

VACATION RAMBLES

CARL MOTER
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