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e Quickest Mail Order Music Supply House

THEO. PRESSER CO.
- FOR EVERYTHING IN MUSIC
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foremost teachers of the day, and publications and satisfaction in our
all of the most helpful character. service.

- TWENTY-FIVE YEARS AGO, as a sequel to the
foundation of THE ETUDE (then only a journal for
piano teachers), the publishing house of Theo.
Presser was founded to furnish practical teaching
material in conformity with the suggestions and
advice of the journal.

~ THIS BUSINESS founded on the above principles has grown to be the
~ largest mail order music supply house in the world and is now established
in a permanent home, six stories in height, 44 x 150, with an annex—all
carefully planned and thoroughly equipped to attend to the wants of

- Every Teacher, School and Conservatory
in the United States and Canada

INFORMATION AND CATALOGUES on any subject in music free;
the On Sale plan (one of our many original and helpful ideas to aid the
teacher) is very liberal; our New Music Idea pleases every teacher.
- Send us a postal card order as a trial. Write to-day for first catalogues
and general information as to our method of dealing.

1712 Chestnut St., Philadelphia, Penna.

Standard History of Music

A FIRST HISTORY FOR STUDENTS AT ALL AGES
By JAMES FRANCIS COOKE :: Price, $1.25

| A Complete, Concise Series of 40 Story-Lessons in Music Lore

Clear — The whole subject is re- Uses—May be used in private, class
duced to the simplest possible terms. or club work.

Practical—The 40 story-lessons fit
the 40 weeks of , the hi |
year. { Pronounced — All foreign terms

Reldy*Demands nb previous ex- d. All technical terms

perience in teaching musical history.

Sensible — Composers of lighter

piano pieces such as Chaminade,

Complete — 300 of the world's Godard, Schutt, Sinding, Bohm,
luded ‘Wachs, Engelman included.

Illustrated —Handsomely illustrated

throughout. Musical map in colors.

explained.

Concise -— FEach chapter just long
enough for one lesson.

Direct—Each chapter covers one
phase and one phase only.

Up-to-date—All great present da
singers, pianists, violinists includec(

American — American music ad-
equately treated.

Appendix—Tells how to organize
and conduct a musical club.

Self-Study — Just the thing for
Amateurs, Concert-Goers and Self-
Study Students.

Let Us Help You Form a Musical History Class

Absolutely no cost to the teacher. A postal request will bring you full particulars

THEO. PRESSER CO., 1712 Chestnut St., PHILADELPHIA, PA.

Attractive and Seasonable Premiums

Readers of THE ETUDE may safely order
these premiums. Every article is of the best
make and guaranteed satisfactory by us

Hardy Rose Plants

This collection of five rose plants has been carefully selected from the stock of
one of the largest growers in the United States. The plants are all strong and healthy,
and will live, grow and bloom if properly treated.

Gruss an Teplitz (a dark rich crimson rose). ;

White Hermosa (pale lemon yellow passing to creamy white).

Duchess de Brabant (a clear pink).

Lucullus (rich crimson). :

Madame C. P. Strasheim (fine sulphur yellow changing to orange and buff).

Entire five plants given for sending us 2 yearly subscx:iptions to THE
ETUDE at $1.50 each. Or with one yearly subscription at $1.75

Fresh Flower Seeds and Bulbs

Tue ETUupE has again completed arrangements whereby it is possible to make the
following exceptional offers of flower seeds and bulbs in connection with a subscription to
Tre Etupe. The seeds and bulbs are all guaranteed to be fresh and of the best quality.

COLLECTION I. FLOWER SEEDS
One packet of each of the following : ; :
Semple’s Choice Mixed Branching Asters, Mixed Peony Flowered Poppies,
Grandiflora Sweet Scented Mignonette, Choice Mixed Nasturtiums, Mizxed Giant
Flowering Cosmos, Fine Mixed Phlox, and a large packet of Mixed Large Flow-
ering Sweet Peas.
This collection of flower seeds given for sending one yearly subscription to THE
ETUDE other than your own, or will be given free with a year’s subscription at $1.60
COLLECTION II. A GLADIOLI BED
Twelve Superb New Hybrid Gladioli Bulbs, Assorted Colors.
The blooms are very large and have a wonderful range of color.
large, fresh and of finest quality.
This collection of bulbs given for sending one yearly subscription to THE
ETUDE, not your own, or given free with one yearly subscription at $1.75
COLLECTION IIl. SUMMER FLOWERING BULBS .
Three Tuberous Rooted Begonias, Assorted Colors, Orange, Pink and
White ; 3 Dwarf French Cannas, Assorted Colors; g Mammoth Pearl Tuberoses ;
2 Summer Flowering Oxalis.
3 This collection of bulbs given for sending one yearly subscription to THE
ETUDE, not your own, or given free with one yearly subscription at $1.80
Send us two yearly subscriptions to THE ETUDE at one time and receive as
a premium all the flower seeds offered above and both collections of bulbs

The bulbs are

Parasols in Advanced Styles

No. 1. Al silk taffeta, on paragon frame,
Mission style handle, nice tassel. The follow-
ing colors : Hunters, navy, cardinal, pink, light
blue and white. Given for five yearly sub-
scriptions to Tue ETupe at $1.50 each.

No. 2. All Shantung silk, 8 rib, white
paragon frame, with Mission style handle and
silk tassel. One color only—the natural world-
famous Shantung color. Given for five yearly
subscriptions to THE ETUupE at $1.50 each.

No. 3. Tan Silkette Top Parasol with
colored hemstitched border of rich Ottoman
(see illustration). Handle of Mission style
with silk tassel. Border may be of any of
the following colors (be sure to state which
you desire) : Cardinal, hunters, royal blue or
brown. Given for six yearly subscriptions to
Tue ETupe at $1.50 each.

No. 4. Taffeta silk, Mission handle with
silk tassel, with choice of blue, white, hunters,
royal navy, Copenhagen, pink, light blue, car-
dinal or tan. (B-ivcn for six yearly ETupEe sub-
scriptions at $1.50 each. AW of the above
sent express collect.

Let Us Make You a Presen‘t of a Good Umbrella

Send us 4 yearly subscriptions to THE ETUDE and receive as a reward either a lady’s or gentleman’
black silk umbrella, either 26- or 28-inch frame.

Send us 6 yearly subscriptions and we will send your choice of a pure taffeta silk umbrella for lady
either green, blue, red or brown. 26-inch frame. The very latest style of umbrella made. i

For 7 yearly subscriptions we will send a gentleman’s black silk umbrella. Mission style handle
26- or 28-inch frame. Sent by express. Charges not prepaid.

Add 25 cents to all of these offers for each Canadian subscription.

Fashion Magazines

With the advent of Easter there is always renewed interest in fashions and the fashion magazines
To be up-to-date in the changes in styles of women’s dress, it is absolutely necessary to be a.regular sub

scriber to one or more of the following magazines, which will be supplied for one year at the following prices
The Etude and Delineator, the latter illustrating Butterick patterns .........v.v... $2.20
The Etude and Designer, illustrating standard patterns .... «oovviiinuinanies TRk K
The Etude and McCall's Magazine, illustrating McCall's patterns, one of which
is given free with each subscription ....... . ... ... 1.60
The Etude and New Idea Woman’s Magazine, illustrating New Idea patterns .. 1.75
EEneEE tude afid PICtomBlRAVIO W S la el Sisic s ¢ o ol s s vt b cnno s b e N s s ae e 2.00
Here is an opportunity for readers of Tue ETUpE to subscribe to these fashion magazines containing

full information about the spring and summer styles at a cost but a trifle more than ordinarily paid for T
Erupe alone.

Special Offer for Renewing Subscriptions Promptly

Subscribers of Tue ETupe who renew their subscriptions promptly can save 35 cents on a $0-cent
album of music by taking advantage of the following liberal offer :

'orwgrd renewal immediately after expiration and add 15 cents to the price of Tue ETupe or any
club of magazines selected. We will enter the subscription for one year and will send the choice of any one
of the following 50-cent albums of music, postpaid : :

No. 7. First Parlor Pieces, piano, 34 pieces. No. 23. School and H March ia 20
anA 2\; l1§lbuxl'ﬂ of)Lyric Pieces, piano, 26 pieces. 3 pieces. R g £ S
No. 9. Popular Parlor Album, 23 pieces. Jo. 26 -Hz Parlc i S tan
Bl Modien Dance Albiiat. pisso, 10 piE - N 20 v gind Parlor Pleces, 17 picces
No. 17. Album of Favorite Compositions, Si0a 0.0 Yery Flist Lieces for Piano, 29 pieces

L aa Erslenunt 1 picces No. 31. Complete Waltzes of Chopin, 14
No. 18. Students’ Popular Album, piano and piscch

violin, 22 pieces. Order the above by number.

Send all orders direct to

THE ETUDE, Theo. Presser Co., Publishers, 1712 Chestnut St., Phila.

Please mention THE ETUDE when addressing our advertisers.
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of all such players.

Berlin W. 15

Kurfurstendamm 22.

CARL FLESCH
“Urstudien” for Violin

FRITZ KREISLER writes: ‘“‘the Crown
of the modern Violin pedagogy.”

OST violinists who are able to devote only a
short time to daily practise—orchestra players,
teachers, advanced amateurs and traveling
virtuosi, for example—soon discover that they

gradually lose perfect command of their instru-

The reason for this is, that, though we possess

many excellent pedagogical works and studies, we have

none in a condensed form which truly meets the needs

Flesch Urstudien

meet the requirements of all violinists with limited
time for daily practise, inasmuch as they demand only
half an hour’s work each day, and enable the player
to keep up his technic to the highest standard.

Price, 3 Marks net., and obtainable from
every music dealer or from the firm of

RIES & ERLER

Konigl. Sachs. Hofmusikalienhandler.

GERMANY

EDITION W00D

Over 650 Volumes

I'I‘ has been the endeavor of the pub-
lishers to make “EDITION WOOD”
the finest and most correct edition
of Standard Studies, Recreations and
Classics yet issued.
P

The Editors have tried to be very
conservative in their work, and have
followed as closely as possible the original
editions of the classics, making only the
changes which seemed necessary in order
that the phrasing and fingering should
agree with modern ideas.

&

The engraving, paper, printing and
binding are the best obtainable ; in fact,
nothing has been spared to place the
Edition upon as high a plane of excellence
mechanically as it is musically.

4

All of the volumes are bound in such
a manner that they will remain open and
flat upon the piano rack when in use,
and many of the volumes are to be had
in handsome, durable, full cloth bindings.
©
Fully one-half of the volumes con-
tained in “ EDITION WOOD ” are the
copyright property of the publishers and
can be obtained in no other edition.
&
The phenomenal sugcess of “EDITION
WOOD? is the best testimony of its merit.
F—4
Complete Catalogues sent free.

THE B. F. WOOD MUSIC CO.

Proprietors of **EDITION WOOD”

246 Summer Street 23 East 20th Street
BOSTON NEW YORK

Also at LONDON and LEIPZIG

VOLUME THREE

Music < Child World

MARI RUEF HOFER

is now published and on sale. A long
promised book, delayed for various rea-
sons, but in contents it would not have
been so attractively complete had it been
issued earlier, so there is some gain in the
waiting. It will be found a fitting climax
to so excellent a series, while in grade of
difficulty it is throughout the simplest of
the three books.

We give the section headings to denote
the variety of subject-matter covered:
I. The Children’s Hour; I1. Familiar
Friends; III. Doll Suite; IV. A Long
Time Ago; V. Harvest Festival; VI.
Christmas; VII. Easter; VIII. Music
of the Springtime; IX. Serious
Music; X. Fairy Themes; XI. Fairy
Stories. :

Sections I to X each contain from 5 to
12 numbers; section X1 contains 27 num-
bers. 15 pages are devoted to descrip-
tive and instructive matter, and there are
132 pages of music alone.

_The engraving and printing are of the
highest type of excellence and the book
is strongly bound in cloth, uniform with
the other two volumes. Price, $1.50.

A fine collection for piano teachers
wanting pieces in the 2d and 3rd grades
of difficulty.

CLAYTON F. SUMMY CO.
Publishers
225 So. Wabash Ave., Chicago, Ill.

5 In Ngay, l‘)éZ, we will move to 62-66 E. Van
uren Street, Steinway Hall Bldg., i
entire first floor and basement. b i R
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*THE KNIGHT
OF TOGGENBERG

Ballad for Alto Solo and Chorus of
Women'’s Voices
From the German of Friedrich von Schiller
The Music by
W. W. GILCHRIST
Price, 50c postpaid

Of artistic worth and modvrat(rdifﬁpulty.
It requires about twenty minutes to sing it.

*THE
BURDEN OF THE CROSS

A Lenten Cantata
By WILLIAM REED
.xt: Biblical, and in part by i
o Thomas 2 Kempis and John l\.rb
For mixed voices with organ. solo voices:
Soprano and Baritone
Time of performance: about twenty-five
minutes. ) ;
Price, 0c postpaid
Churchly in spirit, and of medium diffi-
culty.

* CHORAL FANTASIA
FROM “LOHENGRIN”
By RICHARD WAGNER

Arranged by Percy E. Fletcher
The text by Florence Hoare

For Mixed Voices
Time of performance: about twenty min-

utes. :
Price, 40c postpaid

Wagner autiful opéra. For soprano,

and if availa

choruses and glee clubs.

Represents the best choral numbers of

ble, a tenor soloist, with chorus
of mixed voices. Available for high school

A .DAY IN ROSELAND

A Cantata or Operetta for Girls’ Voices

By HERBERT W. WAREING
Mus. Doc. Cantab

The text by Florence G. Attenborough
Solo voices: Soprano, Alto

Time of performance: one-half hour
Price, 75¢ postpaid

Of moderate difficulty and within the
ability of average school girls.

Requires twenty minutes to sing it.

THE FAIRY GODMOTHER’S LESSON

An Operetta for Children
By CARRIE BULLARD and ABBIE G. LEWIS
Price, 50c postpaid

Easy, mclodious, bright and attractive, and the stage action simple and easy to learn.

*Qrchestra parts may be rented

BOSTONJENGNEW YORK

,J ?-‘*‘-‘—E g

\i CENTS (10c.) our price.

CENTURY
THE BEST EDITION

7
¥ OF THE

/| WORLD’S BEST MUSIC!
| == FOR 10c. A COPY -w==

7 { Some denle'rs ask from 25c. to 50c. a copy for “Century Edition”
/ sheet music. It's worth it—but -don’t pay more than TEN

o ’

EDITION §

dard and cl

price.

your money.

M=% PIANO SOLOS, 10 Cents per Copy

“@ CENTU

Title Composer Grade

Alice, Transcription ...
Arabesque Valse
Ballet des Papillons ..
Barcarole, “T:les of Ilo

Grand March de Coune:rt.., W ollenhaupt
........ Dvyorak

"umoresque

l!nnznrlan Rhapsod
Kamenoi Ostrow ...
Last lope
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3
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13
@*
¥
=
e
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[}
3
s
2
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Rustle of Spring
Salut a Pesth
Serenade. ..

O SR

The complete “Century”’ catalog of nearl

four hands, also one and ioli
free for the asking. o olige

It is money in your poc

If he will not, order direct] et to insist upon your dealer selling you “Century Edition.”

RY MUSIC PUBLISHING
1179 BROADWAY, NEW YORK 23:“ A

Ileaze mention THE ETUDE when ad Ziessing our advertisers,

ADCA .

\“w q Lt;‘qkhover thﬁ:l follot‘;r‘ingEh;lst of st iti

A\ which are sold in other Editions at from 25c. to 5 ;

N ¢ “Century Edition” price isbut TEN CENTS (lOc?)S: ci::yh no mat-
ter what the marked price may be, and best of all, we w.ill 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.

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

Q If every claim we make is not as represented, we will refund

and Piano, all at the TEN CENT

CENTURY? (EDITION

PIANO DUETS, 10 Cents per Copy

Title Composer Grad
Cavalleria Rusticana, Intermezzo , Maseagni
Flatterer, The ..............
Invitation to the Pance.
Les Sylphes ......... ...
Lohengrin March .,
Lustspiel Overture
Poet and Peasant v S
Polish Dance i o e

OV e e O D e

VIOLIN and PIANO, 10 Cents per Copy

Title

Composer Grade
Angel’s Serenade

Bercense, ‘“‘Jocelyn :
Cavatina. ... Raff 5
Fvlower Song .l;unge i
ll:uynwlnk, A5 niawski 6
X ¢

........ - . ldndel 3
‘lllelody e . Rubinstein 4
Simple Confession. ... ...Thomé 4
Star of"llope, Reverle Kennedy 3
Tannhauser Mareh.... Wagner 4

Yy two thousand titles for Piano, two and
price—Can be had

(

[

Boosey & Co.’s NEW ISSUES for February

Nine Favorite Soprano Songs

By
Mme. LIZA LEHMANN

Comprising such well-known examples as: “Titania’s Cradle,” “You
and 1,” “Beautiful Land of Nod,” “Com,e Dance the
Romaika,” “The Snake Charmer,’’ etc.

IN ONE VOLUME (Medium or High Voice)y - - PRICE, $1.50

¢| Thematics of this Volume obtainable from any Music Dealer

Latest English Ballad Successes by

the Leading Composers
¢« MOON BOAT ”’
Keys: F (B6 to F), G and A
«S{NCE LOVE IS MINE "’
Keys: Ab (C to E&), Bé and C

«“MY LAGAN LOVE”

Jords by SEOSAMH MacCATHMHAOIL :
Cialeloe 8 i Keys: C (Bb to Eb) and E

« A LAST YEAR’S ROSE”
Keys: D& (C to F) and Eb
«IN THE WOODS”’
Keys: F (C to F) and A
“ 0O BOY JOHNNY”
Words by CHRISTINA ROSSETTI

“ OVE”
LEvE U8 L Music by ARTHUR SOMERVELL

: S ™ > CO! 2S
Words by F. E. WEATHERLY Music by ERIC COATE

Words by HAROLD SIMPSON Music by CHARLES DEACON

Music by HAMILTON HARTY

Words by W. E. HENLEY Music by ROGER QUILTER

Words by R. BARRINGTON Music by KENNEDY RUSSELL

Music by ANNIE D. SCOTT

Words by K. MARGESON
¢« NECTARINE ”’
Keys: F (C to F), G and Ad

« THE SEA ROAD”
Keys: B&. (B& to D), C and D

Words by HAROLD SIMPSON Music by W. H. SQUIRE

Words by J. P. OREILLY Music by HAYDN WOOD

 THEMATICS from local Dealers or direct from the Publishers

BOOSEY & CO. - 9 East 17th Street, New York

Wide and deservedly Popular Success

THREE DANCES HEISIII:{;)MVIII

By EDWARD GERMAN
1. Morris Dance 2. Shepherd’s Dance
MORRIS DANCE

D/A\NC‘E. ﬁ ; —ﬁ' -

3. Torch Dance
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Price compfete, $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
Sole Agents for NOVELLO & CO., Ltd.

THE
SEEBOECK PIANO ALBUM

The favorite compositions of W. C. E. SEEBOECK

With preliminary studies in interpretation and a teacher’s analysis of
instruction prepared

By CHARLES E. WATT

Here may be found real gems in piano literature for children of both smaller and
larger growth. 'The compositions are all extraordinary good, ;\nd‘cvcr.y teacher can
use this Album with resultant good to every one concerned. The pieces are easy
and tuneful and yet never approach the commonplace. The work z}s.planncd is both
synthetical and analytical, has preparatory studies for each composition for a readier
execution and proper interpretation of each, and contains a supplement for the
teacher on “Seeboeck Pieces and how to teach them.” This supplement is a sepa-
rate pamphlet and may be detached from the book proper. Price, 60 cts.

i GRADED RECREATIONS

A collection of pleasing and desirable pieces
by the Best Authors

Edited by W. S. B. MATHEWS & EMIL LIEBLING

For the First, Second, Third and Fourth Grades

These melodies have been admirably selected, the gradation is most consistent,
each piece carefully and fully fingered, with the embellishments written out in
foot-notes. This series will render many services—as delightful themes for melody-
playing, abundant and varied material for recreation, as a means of promoting
acquaintance with the best composers of many schools, and, their supreme service,
of kindling an interest in good music and awakening the artistic sense. An ex-
amination of the “Graded Recreation” means its endorsement and adoption. Two
75 cts.

volumes. Price, each .

CLASSICS FOR THE YOUNG

Simplified transcriptions of the favorite compositions of THE
GREAT MASTERS carefully fingered and phrased

By PAUL FELIX

IN TWO VOLUMES: ONE FOR PIANO SOLO—-ONE FOR FOUR HANDS

This collection has been made for the purpose of helping the young student
to approach the works of the great masters in a practical way. Compositions have
been selected—the favorite Beethoven and Mozart Sonatas, the Chopin Dance
Forms, the choice Mendelssohn: numbers; in fact, the best things from Bach to
Schumann—that are frequently heard in concert or in recital. These have been
carefully simplified in such a manner that the essential features of the original have
been retained, but arranged within the possibilities of small hands and early music

study.

The books present in a concise and practical way the beauties of the classic
50 cts.

school. Price, each

CIRCUS DAY

Melody Pictures in the First Grade, for Four Hands
By BRYN HUME

The progressive difficulty of the rhythms may be more easily overcome by
first singing or reciting with the pupil the words accompanying each one; ob-
serving carefully the correct accent. In pupils’ recitals the set of twelve pieces
will be found useful as a diverting entertainment by reciting the verses before
each number, and if deemed advisable, having different performers for each one.
The contents are: Breakfast, Circus Day, The Fence Posts, The Sea Lion, The
Kangaroo, Tickets, The Prairic Dog, The Monkey and the Elephant, The Crowd,
The Rain, Playing Circus, Good Night.

Price, 50 cts.

THE JOHN CHURCH COMPANY

NEW YORK

CINCINNATI

CHICAGO

Please mention TgﬁEﬁflﬂUlivahe}\ addressiﬁg our ad vertisers.
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ART PIANOS FOR ARTISTS

THE POOLE

sicians is of special significance. 1t presents the verdict o fa
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 1o the artistic sense of the trained musician and
music lover.

TH

POOLE PIANO CQ, BOSTON, Mass.

ERE are Poole representations i
gladly give you information about our s,

ayments. Just as easy for you to buy dir
oston.

THE music student, the
: amateur and the fin-
1shed 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 rea/ artistic' tone
quality; they have different
standards, perhaps more
exacting, from which to
judge tonal effects, and the
fact, therefore, that Aun-
dreds of POOLE PIANOS

have been purchased by mu-

building. To play a George P. Bent Grand is (0 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.

n nearly every city and town in America. We will
pecial terms to musicians and our system of

% ect f f 1 i
Liberal allowance for old instrumen[sr.om &Lﬁlféw;“yoils d(lfoAu'%‘}ll\I}_,‘(o)uGl(lJvEc‘,d (]:n

Write to-day, if you are interested, to

GEO. P. BENT COMPANY, Manufacturers

Y. SiAl

214-216 So. Wabash Ave. Chicago, Ills.
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_ At this period of the world’s work, there 1s made in Chicago a line of
artistic pianos of unusual merit. The George P. Bent Grand and the
Crown Uprights stand for the highest development in the art of piano

rPublications of ARTHUR P. SCHMIDT

BOSTON, 120 Boylston Street

NEW SONGS

LEIPZIG NEW YORK, 11 West 36th Street

-

BY
MARY TURNER SALTER

The Pupil’s Library

I Lay My S
F (d-g), D (b-d)
ere is a Blessed Home. (Sacred).

G (d-g), D (a-d)
PRICE, 50 CENTS EACH

The Sweet o' the Year

L=

The Young Musician. G (d-g), E (b-e)
ins on Jesus. (Sacred).

A Progressive Collection of Pianoforte Pieces

FIRST SE i i
Book I, quk 0 ek RIES, 35 Easiest Pieces

FOR TEACHING PURPOSES

; UShRai R Seie ete o e e - $0U60 CARL BOHM
Voot Mook chmidl’s Educational Sevies No. 43 a-b) . e ———
Musical Echoes. 10 Instructiy
SECOND SERIES, 32 Easy Pieces Melodious’ Compaeire o cuve and
, boo eac 8.
Book I, Book II, (S}Il e iy 60 129) ompositions.  (Grades
chmidt's Educational Series No. 44 a.é') L A (Sclz.r SriineE G 85 5 $0
7 % L's Ed; y ‘ o okl .75
THIRD SERIES, 24 Pieces | é Schmidt's Bducationat Seriss
ieces in th Promenad, ) Y0, 40)
Baok b Bkt ik T e medium grades In Memy Moad Q:gsf;mﬂq]gun
(Schmidt's Educational .Se.r[e. Mol e e -60 Oldiers are coming Arm ir(lm, g
Th I s No. ¢5 a-b) (March) (Bol Arm
ese collections of inst i i i 9 £ With § Olonaise
Bhves e i bia e pla;i“:g.ruc,lﬁ’l‘]’ccczl::pgictliooil:l}x;vc:gl&zsncuon; lllprovﬁdc material for the first (Etllgl:iat delight, gmm the 'lf:'rﬂl
the most successful American and foreign R Atricheach attrzrcetil\jeyeé osen from the works of Hunting Scene ygﬁhllelx time of
selections are suitable for recital work as well as for recreation and stu l;’catlonal o CARL
Six Fanci INS
. . ncies. Op,
[he P : (Schmizes B, (Second Grade), 75
118 lrs u e A $ Educational Seyjes N '
5 4 S um &H‘L”g’gﬁ‘t’s t})’fe }?;00(13 The Merry Yg" S
i ianoforte Etudes eart's Springios The Alpine H?,?,‘%ﬁ'"
The Pupil’s Second Etude Alb R. KRENTY, " nes Rurswe
. ude um - KRENTZLIN
34 Pianoforte Etudes Vilia ge S
Selected and s : : cenes. 6 Ch B
ed and arranged in progressive order - Pieces. Op. 19 (Grad aricmnsnc
ey > € -,
By FERDINAND MEYER ; (Sc*\h?'li‘li]ta‘ Eﬁiu_catz‘omzl Sesrieszl)\’o. )
Price, 75 Cents Each [I;e“’e‘.s% g The Cuckoo oﬁl)s
ot masemshiacs These books of carefully graded Etudes have been compiled wi 3 R o G&}E’Q’#&%ﬂiirs
e e Complete Copy, 50 Cents. the céfia’“‘ manner possible, all the technical, rhythmical anrgpéstat‘?nh 1a oo Presenting, in LUDWIG S Sf
My Dear. A} (eb-g) F (c-e) l!:gn;o t?:;&;'i‘l‘)f::;esé?eustlcdl? the %allier grades. The selections, wl?iréil z—;oslllzrrtsa:éc?u?temd Inst; CHYTTE
’ = , cted from t! % . interest- str i .
The Sweet o’ the Near ' (f—a), D (d-f#) e works of the foremost American and {orelgn_study write?s‘ ‘;;tlge .Recreatxons. 8 Selected
Song of Agamede. Db (ch-gh), bb (c.ch) it s,

(Schmidy (Second Grade)
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NEW PIANOFORTE COLLECTIONS

0 A S A

WHENEVER the slogan of well-meaning but shallow ‘CiV‘IC econ-
omists, “away with musical nonsense,” 1s hea}rd ‘app.hed tg our
public school work, every music lover should arise in his partlcula_r
might and don his armor for a royal battle. Th'e need for music
in our modern life requires no more demonstration than the 1m-
mense public demand for it. Just how music ben.eﬁts us would be
difficult to tell, but it does help us, and man cries out for more
music, more beauty, more hope, more joy, more brotherly love.

Instead of limiting the music in our schools, let us have.mprg-—
more of the stuff that mitigates the reformatory-like (IISCIP?IH(’,
which so many teachers with good intentions mistake for education.
We know one particular boy who prayed every morning that he
might go out and find that the school 1)}1i1(ling was reduced to
ashes and school postponed for months. He wasn’t a bad boy, and
he wasn't afraid of work. The school that he attended was satu-
rated with the idea that education was a kind of punishment.

The school orchestra is now coming in for its share of atten-
tion. One in the English High School of Boston has been in
existence since 1887. The membership of the orchcs‘t'ra is now
forty-seven. It is said that the only instrument lacking is an oboe.
Five hundred students have been connected with it since its start.
There are over two hundred selections in the library and the
orchestra is capable of performing difficult concert numbers. _T,:l.\‘t
year they played the overture to Tannhduser, which, it will be
remembered, was regarded the “terror of professional players” at
the Boston Peace Jubilee in 1869. Attendance at orchestra re-
hearsals counts on the diplomas of the members. There are similar
orchestras in many American high schools, and in others the intro-
duction of the sound-reproducing machine has done much to bring
the orchestral masterpieces of the great musical thinkers nearer to
our children.

P po 1T RIGHT: &

A rFEW days before last Christmas we chanced to look in a
shop window in a distant city and saw a collection of about as
many indifferently executed articles as one could imagine. It was
the window of a “Woman’s Exchange.” The “Women’s Exchange”
stores throughout the country have done a great good through
making a market place for the services of hundreds of women
who, through the sorcery of circumstance, have been changed
from grand dames to needlewomen. Looking in that window one
could not help noting that practically all of the articles were so
expressive of the lives of those who had made them that the great
pane of glass seemed to take on the form of a character mirror.
There they were, written in their own handicraft.

No \’\roﬁmn can put more into her work than there is in
l.erself. If she has been accustomed to feel a higher regard for
the luxuries and dispensable contraptions that surround her she
will show this in her work. If she has been idle for years every-
thing, every trait, will be preserved in what she does. Here and
there in that window there were articles which showed efficiency.
They showed that the maker at some time had worked hard enough
to learn how to do that particular thing right. An investigation
revealed that these articles were the ones which the patrons of such
exchanges invariably bought.

Can you who practice music read this without seeing the point?

o]

If you are going to study at all, study right. Don’t fritter away
anv time with the idea that since you never intend to bccome’a
pr(;fessional musician you will be excused if you do your work in
an inferior manner. You will never know when you may be called
upon to support yourself by means of what you now may regard
as a mere avocation.

The world is coming to have a proper disgust for the useless
woman—the woman who can do nothing really well—as it has long
had a horror for the man who has never worked hard enough_to
master the problems of his business successfully. Publishers receive
daily contributions from men and women cast down by fortune who
vainly hope to rise by selling some manuscript reflecting hopeless
ignorance and past indolence. These same persons might have
produced very profitable manuscripts if they had ever learned to
“do it right.” £

The “Woman Exchange” idea is magnificent. It should offer
encouragement to all art workers and art teachers in introducing
the practice of the fine arts in the homes of gentlewomen. .;\VH
teachers should preach the necessity for securing a good, artistic
training in some salable art, be it music, embroidery, lace-making,
painting, china decoration, etc. These things all have an essential
part in making this fine old world of ours more beautiful. Above
all things, let us emphasize the fact that to try to sell an inferior
article through eliciting sympathy is only a pitiful kind of charity,
while the world is always ready and glad to buy the brains and
handicraft of refined gu:m]cwnmcn when they know how to “do
it right.”

| ISEC [ UWATR LY
(ﬂg}\\ MUSIC AND MATRIMONY.

Ask vour friend who “knows it all” and he will tell you at
once that professional couples, particularly musical couples, are
forever sailing upon a storm-swept sea in a bark of egg shells with

cobweb rigging, steering straight for Charybdis. As with the actor
and the minister, the matrimonial wrecks of the musician make fine
copy for the newspapers. The musician is advertised—talked

about, and what good is a divorce scandal, pray, unless it is about
someone who is widely known? A thousand butchers, bakers and
candlestick makers and their respective spouses may make trips to
Reno and the world never knows of it, but let your musical couple
part and the world puts on his spectacles, sits back and calmly
generalizes, ‘“‘All musical couples are unhappy.”

Those who really do know are aware of the fact that many
of the happiest of all marriages have been those of musical couples.
We know of dozens of such couples that might be taken as models
for the whole country. Musical history reveals many more.
Robert and Clara Schumann, IEdvard and Nina Grieg, Felix and
Cécile Mendelssohn, Robert and Marie Franz, to say nothing of
Mr. and Mrs. Bach of Eisenach. Among recent examples of
musical connubial happiness are Sumner Salter and his wife, Mary
Turner Salter, Sidney and l.ouise Homer, Theodore Thomas and
Rose Fay Thomas, Mr. and Mrs. H. 1., Bedford (Liza L.ehmann),
Mr. and Mrs. Arthur Hinton (Katharine Goodson), Sir Frederic
and Lady Cowen, Mr. and Mrs. Granville Bantock.

Musical couples are, in fact, very happy couples when they
have in them the traits of character which under any other condi-
tions would result in a happy marriage. The music has very little
to do with the question, except that it gives the “marriagees” a
common intellectual and artistic bond which may bring a kind of
delight unknown to the couples who have no such mutual interest.
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Musicail Thought and Action

in the Old World.

BRUCKNER’S INCREASING POPULARITY.

A NOTICE of one of Bruckner's symphonies sug-
gests the subject of modern musical tendencies, as
well as the individual greatness of that composer.
Bruckner’s reputation has been steadily increasing,
and now he has fairly become one of the immortals,
of whom music numbers less than a score. Yet in
his lifetime he met much persecution. Friends of
Brahms looked askance at him, and critics attacked.
Hanslick was especially violent and unfair. Once
the Austrian Emperor, receiving Bruckner as a
guest, asked what favor he could do. “If you would
prevent Mr. Hanslick from maltreating me,” sug-
gested the composer with great earnestness, !
<hould be very thankful.” Time has done what the
Emperor could not, and Bruckner has gained fame
while Hanslick has lost it. Indeed, it seems strange
now that Hanslick was so long regarded as a great
critic.

Bruckner led the way to a school that is growing,
although he is still its greatest exponent. This may
bel called the modern school of pure music. The
modern program school has been fully developed;
Berlioz, Liszt and Wagner have led to Strauss and
many others. But the path indicated by Bruckner
has been followed successfully by very few. César
Franck, working independently, produced one great
symphony, but only one. Elgar has written effec-
tive movements, but does not succeed on the whole.
Paderewski grows tedious, and Dohnanyi, though
known here by few works, seems to do the same
thing. The great Tchaikowsky is a transition from
old to new. D’Indy is earnest, but his “Mountain
Air” symphony verges a little toward the program
idea. Bruckner is still the pioneer, and the hour-
lotig symphonies of his later years are titanic in con-
ception and execution.

Brahms looked backward while Bruckner looked
forward., The former, with Beethoven as a noble
model, sought (and found) the earnestness and in-
tensity and beauty that can be obtained by the
expressive use of simple means. He used the thir-
teen parts of the classical orchestra, and employed
the pure colors. The modern orchestra, with only
a few more instruments, has a greatly increased
range of combinations. As an example, there are
495 different combinations of eight instruments in
twelve, but in sixteen there would be 5,148 such com-
binations. Thus it is no wonder that the modern
orchestra affords such variety of color. No one
man can grasp it all, and there is room for many
styles, all the way from The Isle of the Dead to
Till Eulenspiegel or the 1812 overture. This
must influence the modern symphonist. For the
time being it has led to a revel in program effects,
though the pure scheol is again coming into its own.

But a symphony is more than a revel in tone-
color. It is even more than a certain plastic form.
It'is a work in which the themes, besides occurring
in: proper sequence, should be lofty, well-balanced.
and dignified. A symphony is a work of well-planned
logic, as well as true sentiment, while a symphonic
poem is a romance of passion, a novel in tones.
With Bruckner, as with Beethoven, intellectual bal-
ance is joined to emotional power. The excess of
the latter in Mahler’s symphonies is what makes
them seem like program works with an unwritten
program.

AN APPRECIATION OF DEBUSSY.

Modern music brings one to Debussy. In the
Revue du Temps Présent, M. Raphael Cor has been
getting a symposium of opinions about him, so the
present writer feels justified in giving one.

Debussy is wholly a member of the program
school with an advanced and individual style of har-
mony. In his piano works this style is discreetly
used, and his excellent tone-pictures form a genre
of their own. Here, as in all his works, he shows
a fastidious delicacy rather than emotional breath.
The latter, as exemplified in Schumann, is a sealed
book to the ])chl]sﬁ.\'il(‘c‘

In his orchestral works Debussy has carried his
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bizarre harmonies to excessive lengths. Here, t00,
the effects are all delicacy rather than strength.
One of his later works, Iberia, shows a Sll.ght
recession in radicalism and a definite and easily-
followed program. Hugo Wolf always asked of a
composer, “Can he exult?” In the Festival Morn-
ing of Iberia, Debussy has shown that he can
exult, in his delicate way. y

In opera his Pélleas and Mélisande is a strict
music-drama. The orchestra no longer wanders at
will, but echoes the text skilfully. Where Wagner
shows strength and makes the music importan‘t,
Debussy shows refinement and makes the music
subservient—as Wagner’s theories demanded. The
non-melodic style of Debussy may be independent,
or come from Franck, but here it could be an
outcome of Tristan. Being subservient, the music
loses much when heard by itself. Debussy had
once decided to set Tristan himself, but gave up
the idea. This was wise, as his bizarre delicacy
could hardly be compared to Wagner's direct power.

Much is said of a Debussy school, and that com-
poser’s influence is shown in many modern works.
Undoubtedly harmony is growing more complex
with each generation. But the greatest works
always have some measure of direct simplicity in
them, and Debussy stands for complex impression-
ism—musical stippling, as it has been aptly called.

There may well be an important Debussy school
with harmonies of a new style that grow upon one
with repetition. But in spite of wild claims, this
will not be the only school of the future. There
will still be the broader program school of Strauss,
and one may hope that Bruckner will find worthy
successors. And if Debussy does not monopolize
the present, still less does he abolish the past. He
and his disciples have made many ridiculous attacks on
others, especially Schumann. Composers, however,
are usually poor critics, as each one, if sincere, must
give most admiration to the style that he chooses
for his own work. The world then keeps what it
judges best. The haunting sweetness of Couperin
aind the elders, the subtle beauty and infinite skill of
Bach, the glory of the Messiah, the deep expressive-
ness of Beethoven, the romance of Schumann, the
richness of Wagner—must we give up these to ap-
preciate the elfin delicacy of Debussy? Decidedly
not. Debussy does not abolish the others, any morc
than Swinburne abolishes Shakespeare, or the bitter-
sweet of grape-fruit abolishes roast beef.

OLD WORLD NOVELTIES.

Speaking of Schumann brings to mind that a
new work of his was recently heard in Paris. It
comprised two movements of an unfinished violin
sonata, the manuscript having belonged to Charles
Malherbes, opera librarian. The first movement is
built on large lines, and very effective, but the in-
spiration did not extend to the second movement.
The most important of classical novelties, however,
is still the Jena symphony. In the quarterly mag-
azine Prof. Stein, the finder, gives resemblances to
other Beethoven works, to prove the Beethoven sig-
nature (on two of the string parts) authentic. The
symphony as a whole is too quiet for the composer
whose student style was so independent that Haydn
called him “The Great Mogul.” But the orchestra-
tion is clearer than Haydn’s or Mozart’s (no blurred
violin scales), and Beethoven may have adopted a
smooth style to show that he could succeed in it
if he chose. It was for this reason that Berlioz
wrote his Enfance du Christ. The critics had
been calling him too advanced and involved, as they
did Beethoven also; and he turned the tables on
them by putting an assumed name on the work.
They at once praised it, and asked why the radical
Berlioz never wrote like .that; whereupon he dis-
closed the real authorship. Strauss is a modern
examples of change in style; his F minor symphony
being in the classical vein of Brahms’. :

Among living composers Hausegger gives the best
novelty, a symphony for orchestra, chorus and or-
gan. Erich Korngold’s overture, Op. 4, shows won-
derful inspiration and originality, being really a
man’s music written by a boy. Other‘ orches-tra‘l
works include a symphony by Camillo Horn, a piano
concerto by Braunfels, and a bright suite, Lind-
liches Fest, by Gohler. Mahler's example has led
Julius Major to include voices in his new symphony
Pierre Maurice uses excellent instrumentation ami
good material in' his suite, Pecheur d’Islande. The
monotonous ocean, ‘the wedding procession, the
lovers’ conversation, and the endless wait for the

fisherman who will never return, .form fqur iffz::ll:’:
tone-pictures. More paist;oraiis 15%1{);):1125 L
il wrouignonne, W ; / 4 ege
Jilr’:g;lufgndg Dinse Rustique. The Dance—Rha1>tjr<?:li)cr
of Delius is more emphatic, and scared one Cri
wxﬁ: 1;15);1:15§)'uccini’s setting o.f the Spam§h‘comlcdy,
Genia  Allegra, will deal with a her(Tmﬁ W n;_c:e
pleasing unconventionality shocks her _drxbtodc’m ic
cet. Otto Neitzel's Barbarina treats gf the dancer
who won fame at the court of Fred_enck the Great.
Excerpts from Maugue's one-act Sphm‘.v were \}'cll re-
ceived in Paris, and Alberic Magnard’s Berenice met
with the same fate. Weingartner has remadc_ O'bemn
into a Singspiel with spoken dialogue, but it is too
late for him to remake it into an up-to-date success.

SOME FACTS ABOUT MUSICAL IRELAND.

Tur ancient Irish drew a sharp distinction between
bards and minstrels. The bards were the poets, the
story-tellers the satirists, learned in the mysteries ot
the Gallic tongue. The minstrels were singers, harp-
ists, and performers on the bag-pipe. - Both classes of
artists were highly esteemed.

The old Irish musicians were so well versed in their
art that it was not necessary to write their music out
in any kind of notation. They were, however, very
scholarly and could easily have notated their melodies
had they considered it necessary. Who knows what
entrancing melodies have been lost through this
neglect !

The Irish, like all of the Celtic race—Bretons,
Scotch, Welsh and West of England folk—have al-
ways been believers in Fairy-lore. The most familiar
Irish example is the banshee, a fairy woman who is
deeply attached to old families. When the time comes
for one of their members to die, the banshee appears
to them wailing aloud. Quite modern instances can
be cited of the appearance of the banshee, and Will-
iam Butler Yeats, the Irish poet, is acquainted with an
Irish scientist who has been visited no less than three
times by the banshee, each time with fatal conse-

quences. The cry of the banshee has been given as
follows. (The last note is very prolonged) :
2 £
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To most people the bag-pipe is a Scottish institu-
tion, but it is really common to all Celts. The Irish
Lag-pipe in early days was blown by the mouth, like
the Scottish, but later it was blown by a bellows. The
scale of the Irish bag-pipe is from C below the treble
staff to C above it, with all semitones. While there
are usually only two drones to a Scotch bag-pipe
tuned to A and its octave, there are three to the Irish
instrument, tuned to three octaves of C. The Irish
instrument is also furnished with a series of chords
in the tenor, which act as accompaniment.

‘Thc Irish minstrels played a prominent part in the
Lr‘usade led by Godfrey of Boulogne. In speaking uif
this thg early historian Fuller says, “Yea, we might
wclll(ﬁlnlnk the concert of all Christendom in this \t;n'
Bg)et:l Wa]:t\iﬁg'xpadc no music, if the Irish Harp had

The Irish harpers plucked the strings of thei
struments with their nails, and )
part of the fingers.
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Artistic Aims in Pianoforte Playing

An interview secured expressly for THE ETUDE with the

distinguished Virtuoso Pianist

HAROLD BAUER

[EprTor’s Nore.—Mr. Harold Bauer, who is now making
his sixth tour of America, is one of the most interesting
personalities of the musical world. In the ordinary under-
standing of the word, his training has been singularly para-
doxical, since it has differed radically from the paths in
which most of the celebrated pianists have gone. Mr. Bauer
was born in London, England, April 28, 1873. His father
was an accomplished amateur violinist and through him the
fortunate son had home associations which enabled him to
become very intimately acquainted with the most beautiful
chember music literature. As a boy Mr. Bauer studied
privately with the celebrated violin teacher Pollitzer. At
the age of ten he became so proficient that he made his
début as a violinist in London. Thereafter he made many
tours of England as a violinist, meeting everywhere with
flattering success. In the artistic circles of London he had
the good fortune to meet a musician named Graham Moore
who gave him some ideas of the details of the technic of
pianoforte playing, which Mr. Bauer had studied, or rather
“picked up” by himself, without any thought of ever aban-
doning his career as a violinist. Mr. Moore was expected
to rehearse some orchestral accompaniments on a second
piano with Paderewski, who was then preparing some con-
certos for public performance,  Mr. Moore was taken ill
and sent his talented musical friend, Mr. Bauer, in his
place. Paderewski immediately took an interest in Mr.
Bauer, and, having learned of his ambition to shine as a
violin virtuoso, advised him to go to Paris to study violin
with Gorski. After that Bauer met Paderewski .frequently
and received advice and hints, but no regular instruction
in the ordinary -sense of the term. In Paris Bauer had no
chance whatever to play, and the first year and a half was
a period of privation which he is not likely to forget.
Then a chance came to play in Russia as accompanist for a
singer making a tour in that country. The tour was 2a
long one, and in some of the smaller towns Bauer played
an occasional piano solo.

Returning to Paris with his

meagre savings he found that his position was little, if any,

better than it had been before his trip. Still no opportuni-
ties to play the violin were forthcoming. Then the pianist
who was to take part in a certain concert was taken ill
(the pianist was Stojowski) and Bauer was asked to sub-
stitute. His success was not great, but it was at least a
start. As other requests for his service as a pianist fol-
lowed, he gradually gave more and more attention to the
instrument and through great concentration and the most
careful mental analysis of the playing of other virtuosos,
as well as a deep consideration of the musical :Psthetha]
probems underlying the best in the art of pia.noforte in-
terpretation, he has risen to a unique position in the tone
world, Mr. Bauer is a wholesome, vigorous, sincere thinker
who likes to delve deep into the truths of musical art, and
we feel that this interview is one of the most individual
and instructive’ THE ETUDE has ever had the honor of
presenting. ]

THE IMMEDIATE RELATION OF TECHNIC TO MUSIC.

“WHILE it gives me great pleasure to talk to the great
aumber of s‘udents reached by THE ETUDE, I can assure
you that it is with no little diffidence that I venture to
approach these very subjects about which they are
probably most anxious to learn. In the first place,
words tell very little, and, in the second place, my
whole career has been so different from the orthodox
methods that T have been constantly compelled to con-
trive means of my own to meet the myriads of artistic
contingencies as they have arisen in my work. It is
largely for this reason that 1 felt compelled recently
to refuse a very flatiering offer to write a book on
piano playing. My whole life experience makes me in-
capable of perceiving what the normal methods of
pianistic study should be. As a result of this I am
obliged with my own pupils to invent continually new
means and new plans for work with each student.

“Without the conventional technical basis to work
upon, this has necessarily resulted in several aspects
of pianoforte study which are naturally somewhat dif-
ferent from the commonly accepted ideas of the tech-
nicians. In the first place, the only technical study of
any kind I have ever done has been that technique
which has had an immediate relation to the musical
message of the piece I have been studying. In other
words, I have never studied technique independently
of music. I do not condemn the ordinary technical
methods for those who desire to use them and see
good in them. I fear, however, that T am unable to
discuss them adequately, as they are outside of my
personal experience,

THE AIM OF TECHNIQUE.

“When, as a result of circumstances entirely beyond
my control, I abandoned the study of the violin in
order to become a pianist, I was forced to realize, in
view of my very imperfect technical equipment, that in
order to take advantage of the opportunities that offered
for public performance it would be necessary for me
to find some means of making my playing acceptable
without spending months and probably years in acquir-
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ing mechanical proficiency. The only way of over-
coming the difficulty seemed to be to devote myself
entirely to the musical essentials of the composition I
was interpreting in the hope that the purely technical
deficiencies which I had neither time nor knowledge
to enable me to correct would pass comparatively un-
noticed, provided I was able to give sufficient interest
and compel sufficient attention to the emotional® values
of the work. This kind of study  forced upon me in
the first instance through reasons of expediency, be-
came a habit, and gradually grew into a conviction
that it was a mistake to practice technique at all unless
such practice should conduce to some’ definite, specific
and immediate musical result.

“T do not wish to be misundertood in making this
statement, containing, as it does, an expression of opin-
ion that was formed in early years of study, but which
nevertheless, I have never since felt any reason to
change. It is not my intention to imply that technical
study is unnecessary, or that purely muscular training
is to be neglected. T mean simply to say that in every

detail of technical work the germ of musical expression
must be discovered and cultivated, and that in muscular
training for force and independence the simplest pos-
sible forms of physical exercises are all that is neces-
sary. The singer and the violinist are always studying
music, even when they practice a succession of single
notes. Not so with the pianist, however, for an isolated
note on the piano, whether played by the most accom-
plished artist or the man in the street, means nothing,
absolutely nothing.

SEEKING INDIVIDUAL EXPRESSION.

“At the time of which I speak, my greatest difficulty
was naturally to give a constant and definite direction
to my work and in my efforts to obtain a suitable
muscular training which should enable me to produce
expressive sounds, while I neglected no opportunity of
closely observing the work of pianoforte teachers and
students around me. I found that most of the technical
work which was being done with infinite pains and a
vast expenditure of time was not only non-productive
of expressive sounds, but actually harmful and mis
leading as regards the development of the musicai
sense. 1 could see no object in practicing evenness in
scales, considering that a perfectly even scale is essen-
tially devoid of emotional (musical) significance. I
could see no reason for limiting tone production to a
certain kind of sound that was called “a good tone,”
since the expression of feeling necessarily demands in
many cases the use of relatively harsh sounds. More-
over, I could see no reason for trying to overcome
what are generally called natural defects, such as the
.comparative weakness of the fourth finger for example,
as it seemed to me rather a good thing than otherwise
that each finger should naturally and normally possess
a characteristic motion of its own. It is differences
that count in art, not similarities. Every individual
expression is a form of art; why not, then, make an
artist of each finger by cultivating its special aptitudes
instead of adapting a system of training deliberately
calculated to destroy these individual characteristics in
bringing all the fingers to a common level of lifeless
machines ?

“These and similar reflections, I discovered, were
carrying me continually farther away from the ideals
of most of the pianists, students and teachers with
whom I was in contact, and it was not long before |
definitely abandoned all hope of obtaining, by any of
the means I found in use, the results for which I was
striving. Consequently, from that time to the present
my work has necessarily been more or less independent
and empirical in its nature, and, while I trust I am
neither prejudiced nor intolerant in my attitude towards
pianoforte education in its general aspect, I cannot help
feeling that a great,deal of natural taste is stifled and
a great deal of mediocrity created by the persistent and
unintelligent study of such things as an ‘even scale’ or
a ‘good tone.

“Lastly, it is quite incomprehensible to me why any
one 1.11ctlm(l of technic should be superior to any other,
considering that as far as I was able to judge, no
teacher or pupil ever claimed more for any ‘k‘;‘hni«';l]
system than that it gave more technical ability than
some n*hcr technical system. I have never been able
to convince myself, as a matter of fact, that one system
does give more ability than another; but even if there
were one mimlnf'l_\' superior to all the rest, it would
still fail to sa_tlst.\' me unless its whole aim and object
were to facilitate musical expression.
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“Naturally, studying in this way required my powers
of concentration to be trained to the very highest point.
Tl_lis matter of concentration is far more important
than most teachers imagine, and the perusal of some
standard work on psycology will reveal things which
should help the student greatly. Many pupils make the
mistake of thinking that only a certain kind of music
demands concentration, whereas it is quite as necessary
to concentrate the mind upon the playing of a simple
scale as for the study of a Beethoven sonata.

THE RESISTANCE OF THE MEDIUM.

“In every form of art the medium that is employed
offers a certain resistance to perfect freedom of ex-
pression, and the nature of this resistance must be
fully understood before it can be overcome. The poet,
the painter, the sculptor and the musician each has his
own problem to solve, and the pianist in particular is
frequently brought to the verge of despair through the
fact that the instrument, in requiring the expenditure
of physical and nervous energy, absorbs, so to speak,
a large proportion of the intensity which the music
demands.

“With many students the piano is only a barrier—a
wall between them and music. Their tfloughts never
seem to penetrate farther than the keys. They plod
along for years apparently striving to make piano-
playing machines of themselves, and in the end result
in becoming something rather inferior.

“Conditions are doubtless better now than in former
years. Teachers give studies with some musical value,
and the months, even years, of keyboard grind without
the least suggestion of anything musical or gratifying
to the natural sense of the beautiful are very probably
a thing of the past. But here again I fear the teachers
in many cases make a perverted use of studies and
pieces for technical purposes. If we practice a piece of
real music with no other idea than that of developing
some technical point it often ceases to become a piece
of music and results in beigg a kind of technical
machinery. Once a piece is mechanical it is difficult
to make it otherwise. All the cogs, wheels, bolts and
screws which an over-zealous ambition to become per-
fect technically has built up are made so evident that
only the most patient and enduring kind of an audience
can tolerate them.

THE PERVERSION OF STUDIES.

“People talk about ‘using the music of Bach’ to ac-
compl'ish some technical purpose in a perfectly heart-
breaking manner. They never seem to think of inter-
preting Bach, but, rather, make of him a kind of tech-
nical elevator by means of which they hope to reach
some marvelous musical heights. We even hear of the
studies of Chopin being perverted in a similarly vicious
manner, but Bach, the master of masters, is the greatest
sufferer.

“It has become a truism to say that technic is only
a means to an end, but I very much doubt if this
assertion should be accepted without question, suggest-
ing as it does the advisability of studying something
that is not music and which is believed at some future
time to be capable of being marvelously transformed
into  an artistic expression. Properly understood
technic is art, and must be studied as such. Theré
shou]d be no technic in music which is not music i
itself. :

THE UNIT OF MUSICAL EXPRESSION., °

“The piano is, of all instruments, the least expressive
naturally, and it is of the greatest importance that the
student.shou]d realize the nature of its resistance
The action of a piano is purely a piece of machiner\:
where the individual note has no meaning. When the
key is once struck and the note sounded there is a
completed action and the note cannot then be modified
nor changed in the least. The only thing over which
the pianist has any control is the length of the tone
apd this again may not last any longer than the naturai
vibrations of the strings, although it may be shortened
by relinquishing the keys. It makes no difference
whether the individual note is struck by a child or by
Paderewski—it has in itself no expressive value. In
the case of the violin, the voice and all other in'stru-
ments except the organ, the individual note may he
modjﬁed after it is emitted or struck, and in this modi-
fication is contained the possibility of a whole world
of emotional expression.

(A second part to Mr. Harold Bauer’s interview
entitled “The Road to Expression,” will be published'
in TeE EtUpE for April)
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CHOPIN AND THE TEMPO RUBATO.

BY J. CUTHBERT HADDEN.

5 it Ho
i o wbato.” Taking the portion of t
gl dy and giving it 1o anoﬂ;l;:‘é

Definition : 5
time from one note of a melo
for the sake of expression. It is much emg)lqud in
playing of Chopin’s music.—DB, RALPH DUNSTAN.

IN Mr. Henry T. Finck’s volume on Success in Music

and How It Is Won, there is a chapter on “Tgm?o
Rubato,” written by Paderewski. The eminent pianist
quotes the well-known advice Chopin is said to h'ave
given his pupils, namely, to play freely with the rlghF
hand, but to keep time with the left. Paderewski
labors to show that in many of Chopin's pieces the

left hand did not play the part of a conductor, but

“mostly that of a prima donna;” and, as supplementing
this, he repeats the old story that in the opinion of
some of his contemporaries, Chopin really could not
play in time.

THE FOE OF THE METRONOME.

The point is worth looking into. Of course, to begin
with, one must differentiate between tempo rubato and
an inherent inability to “keep time.” Tempo rubato,
“this irreconcilable foe of the metronome,” as Pader-
ewski calls it, is one of music’s oldest friends. It is
older than the romantic school; older than Mozart;
nay, older than Bach. Girolamo Frescobaldi, in the
beginning of the seventeenth century, made ample use
of it. And yet there were those among the classics
who did not believe in any deviations from strict time
not expressly indicated by the composer. Mozart
prided himsclf on ‘the fact that he always kept strict
time, even in passages of marked expression and pas-
sion, which is just where free treatment as to tempo
is most allowable, not to say called for.
zart added, is “the most indispensable, hardest .and
principal thing in music.” , P

Beethoven, as his pupil Ferdinand Ries relates; “kept

time like a metronome.” Hummel, once absurdly re-

garded as Beethoven's rival, wrote: “The player. must
strictly observe the time throughout the entire piece;
the accompanists should not for a moment be: led
astray by the player about the prevailing tempo, but
he must execute his piece so .correctly and according
to rule that they can accompany him without fear, and
not be obliged to listen attentively at almost ‘every
bar for a deviation from the time.” 3

SCHUMANN A STRICT TIMIST.

Schumann was also all for playing in strict tirhé.’

He protested against the practice of certain virtuosi-

of his day, whose “time,” he said, was “more like the
gait of a drunken man than anything else.” ‘From
Schumann to Karl Reinecke is a descent, and yet it
may be worth while to listen to Reinecke on the sitb-

ject. “So long,” he says, “as I have any breath"Ieft' :

I shall not tire of denouncing the nuisance, which is
evermore gaining ground, of fluctuations of fempo in
clasical works, even if I ‘were to be stoned for it!
Nowad_ays, one no longer listens to a classical sym-
phony in order to enjoy the work, but in order to ob-
serve in‘it what licenses this or that conductor admits :
and if it is now quite different from how one ‘has

always heard it, then one hails it with joy and cries;

‘He. understands it; one does not recognize the work
again at all” The object is attained, for the condiic-
tor has producéd an effect; it does not, indeed, depend
any more upon the work. And even the better class
of critics seem nowadays to have become indifferent to

such 1partistic runnings after effect, or shrink from
censuring them.”

SOMETHING EXTREMELY DIFFICULT TO TEACH

Of course, the vagaries of orchestral conductors as
regards fluctuations of tempo are not, correctly speak;
ng, to be classed with tempo rubato effects,
r}:batO. in the strictest sense, is the more or less emo-
tlona}l prompting of the individual performer, unpre-
meditated, as a rule, and varying in degree a’ccordin"
to mf)od and circumstances. And as regards Cho i
especially, it must be insisted that ten:po rubatopl'n
an .essentlal element in the rendering of a large m;
Jority of his compositions, The zephyr-like and ex
quisite delicacy of his style, and his tenderness of sZn:
timent, gften verging on the extreme of sweetness
call for impassioned and unrestrained treatment in th’
matter of tempo, as well as for the “implorin ang
pleading touch” which Dr. Mason desiderated gIt i
sqperﬂuous to say that Chopin himself ; "
Liszt, indeed, declares that he tried to i
on the subject to his pupils; but he ad

Tempo

recognized this,
mpart his ideas
ds, very signifi-

- Wagner, denounced his “morbid ead
npo © tempo.” But it is perfectly clear th:
Time, Mo- -
* pression, he never intended that it should ol

- for saying that Chopin could be “as staid

ficult for those who

1 i mely di :
,qantly, that it 15 extremely o catch the true Secrep

heard Chopin himself play t
his tempo rubato. :
- CHOPIN ALWAYS KEPT STRICT TIME.

. aither ignored the value pf strict
Tha:ldcggflgi;lstx “liip time” in playing'is CHiES
>3 he question.  “Time 15 the soul of m‘mc"-
out Oft: ;.e gayi“gs and what he prcachcd‘he pract
(éniloMillcsuli, one’of his pupils, ve'uvgnnga!l,\'
‘thi!t in the matter of time (,h(!{)ll)' was }"le'o
“l¢ will surprise many toﬁleitlm ):l:;]t't) W l\ll:I-u‘llim .
i come off the piano,” Mik
ﬁfrtl?n]?;?:ded;iikzoétreicher, anothgr pupil, tells us
“he x:equired adherence to the S"Flf(\ ‘rlh,\'tl;]n':_t )
all lingering and laggng and misp aced 11 ,4‘\03'
well as exaggerated ritar.dan.dos. ‘ (xcur;:y' A,
borne, who resided near h{ﬂ} in Par‘)s, ;mfl heard
play many of his compositions \‘\l'ln]c still in
script, has left it on record that .tlm great
of his accompaniment, whether with the rigl
hand, was truly remarkable.” Mr. Otto Gol
‘the husband of Jenny Lind, supports this by sa
Chopin’s rubato playing was really no rubato
4t all: “his left hand kept a very
and perfect time, whilst the right hand
independently, just as a finished vocalist woule
properly supported by a sympathetic compat

Bl

distinet

Contemporary critics who did n
style, spoke of Chopin’s “exaggerate: rasihy
Hanslick, the German critic, who w jrite
pable of appreciating a delicate geniu- like (
he was of appreciating the revolutiona rt tl

looked to tempo rubato as a means ol cmot

' rhythm—never, certainly, in his own practice, fell
that error. One hand might be unfettered
the function of the other to mark the beat. He
with Mozart at least in the maxim: “Let
hand be your conductor, and always keep tis
own form of the maxim was: “The left ha
be like a capellmeister; not for one momen:
to be uncertain and hesitating” The asserti

could not himself keep time is too ridiculou: to
.mand serious notice. To be sure. it wa

Berlioz, but Berlioz had a weakness for ex
statement, and was, besides, not sympathetic
elthe}' Chopin or Chopin’s style. We have
thority of Henry Charles, the eminent Lond.
nome” in compositions not his own, N

1 and there i
testimony to corrohorate this.
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Helpful Devices

for Our Pupils

By ELLEN HOLLY

First and most important of all is the teach.er’s
attitude toward the pupil. Have you not noticed
how susceptible the young are to personal atmos-
pheré? A pupil from six to twelve years of age will
take on the tempermental condition of the teacher
at the time of the lesson as surely as the daylight
takes its color - from the sun or the gray sky. We
music teachers should have a real understanding of
this point, for being alone and undisturbed for a
half hour or more, the two minds and individualities
have great play upon each other.

The teacher-mind will, of course, lead, but the
amount of pleasure and profit arising from this lead
depends tpon something other than mental influence.
Supposing a teacher meets her pupil on the street
one of those Spring days when out-of-doors calls so
enticingly to old and young, teacher and taught.
The pupil is. racing and romping and having a
boisterous good time after having been in school
all day. How does the employment she is about to
offer him compare in interest with what he must
leave? Is it surprising that he often comes re-
luctantly? The teacher must be sympathetic and not
find fault with the boy even if he asks her reproach-
fully (as a seven-year-old pupil of mine once did)
why she did not come the day before when it rained.

; FOLLOW PUPIL’S LEAD.

Tt is delightful the way the pupil will play into the
teacher’s hands when she least expects it. Omnce I
was intending to give some work in finger training
and this is how it suddenly turned into a lesson in
original composition.

My pupil had his pudgy little hand on the key-
board, his’thumb on C, and the other fingers trying
to take their position on the adjacent keys. The
fingers accidentally struck C—F, C—F. He at once
noticed the tunefulness of the interval and he
shouted excitedly: :

“Tisten, listen. Isn’t that a song?”’ T said it cer-
tainly sounded like the beginning of a song and that
he made it. 1 suggested that he make a whole song,
words and all. Nothing doubting, he said he would.
He decided to sing about the wind.

“Say something about the wind,” said I. Gazing
off into space he repeated: :

“The wind doth blow” (great relish over the doth).
Then came, “The kite doth fly,” and with some
hesitation, “Up in the sky the blue clouds are float-
ing.” The last was changed to “The clouds are
floating in the sky,” and we were ready for the
music. I told him to sing, “The wind doth blow”
instead of saying it. He sang: and with a little help
the song was completed.
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clouds are ' float - - - ing in the sky.

After the scng was sung a few times I was able
to return to my plan of finger training because the
youthful composer’s fingers were so unsteady and
uncertain he was glad to have them trained so that
he could play his new song.

.NO PRACTICE BETWEEN LESSONS.
Not infrequently a lesson would take the follow-
ing form:
“What.can ycu do for me this time?
ber 14 go any better?’
“Well, no, it doesn’t—’'cos I forgot to practice.”
“Not both days?”

Does Num-

“Oh, no; yesterday mother took me down town to
buy a new pair of shoes. See—russet shoes—aren’t
they nice?”

“Yes, they are nice—but the day before yesterday
you practiced. didn’t you?”

“No,—mother was not home, so I forgot to come
in.”

“Couldn’t you practice a little while after dinner,
before bedtime?”

“Yes, I could, but father doesn’t like to hear it.”

O, these fathers! In what a dreadful state their
nerves must be that a few minutes of that gentle
little tinkling should so shatter them.

TACTFUL INSTRUCTION.

Sometimes a pupil will take his seat at the piano
with pouting lips and an ominous frown, and after
five or ten minutes of judiciously guided work, the
pout is transformed to a smile and the’ frown to a
placid brow. This miracle can scarcely be per-
formed by plunging at once into something that is
particularly troublesome at that stage of his prog-
ress.

The teacher should avoid introducing a point that
has by experience proved hard to make attractive or
hard to understand, at an unpropitious moment; that
is, at a lesson when the pupil is feeling dissatisfied
or is for any other reason in an unreceptive mood.
Also consider your own condition, for even teachers
and grown-ups in general have a few rights left
after the all-demanding juvenile has been given all
his. So don’t take up anything especially strenuous
at a time ‘when you had a hard day and your nerves
fcel as though they had been stretched to their limit.
This may play havoc with that beautiful schedule
vou have made out, but schedules are something like
advice in that both are more frequently thrown
aside than fcllowed when the time to act arrives.
Thought, expended on a plan of procedure is not
wasted; it will all work out in the long run even
if not “in schedule time.”

DRILL-WORKX MADE PLAYFUL.

As'soon as the pupil is in an acquiescent state it
is time to get some real work out of him. We
must, perforce, become a “drillmaster.” The peda-
gogic artist cannot neglect or omit this part of the
work.

Let us proceed with the mythical “Number 14”
we inquired about at the beg'nning of the lesson.
LLooking back in the lesson blankbook it is seen that
it was first given some time ago, but it is still in a
very crude state of performance. It must be played
several times in succession before any improvement
is discernible. and the following device has proved
helpful in holding the pupil to this continuous work.
If entered into with that real game-enthusiasm upon
which so much depends in dealing with children,
some thorns of tediousness will be removed. and a
rose or two of fun will strew his path. Place a
pencil on the keyboard five keys from the last one.
Tell the child he is to play the game and you will
keep the score. Each time he plays the part that
is being practiced you move the pencil to the next
key and when it reaches the last key the goal is
touched. Of course you, will grow more particular
as the end is nearing, and you will not move the
pencil unless the playing is well done. Soon the
pupil adopts this scheme and of his own wvolition
says the move cannot be made. :

One day a little girl left on my piano a tiny wood-
en horse about an inch long. The next child who
came conceived the idea of playing the horse was
five miles from home, and each time the practice
bit was well done the horse moved one key and
was one mile nearer. home. At the fifth time play-
ing he was placed way back on the last key and said
to be at home in the stall.

One boy found an image of “Foxy Grandpa” in
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his stocking on Christmas mornjng which just fit-
ted the piano keys, and this was at once put into
commission as a record keeper. Another pupll.llil,\
a toy automobile the size of ghe width of the pi1ano
key and she uses that, calling the last key the
garage. So the babies amuse themselves and are
happy while working harder than they would with-

out“this play.

UNASSISTED PRACTICE.

There is an ethical value in individual work on the
part of a child that too much assistance and com-
pany might destroy. Speaking from the. teacher’s
standpoint I find that the mother sometimes ‘d_ncs
actual harm by superintending the pupil’s practicing.
The mother does not know the trend of develop-
ment the teacher is aim'ng to take, and frequently
she gives a bit of information which, thoggh ac-
curate, is psychologically out of place. This com-
pletely upsets -a plan the teacher has .carefully
worked out to fit a certain condition. It is an em-
barrassing situation, for the teacher hesitates to .ask
the mother not to interfere with her own of’fspru}g.
Some children so dislike being alone and require
so much sympathy and encouragement in all they
do that it is hard for them to go by themselves to
practice and the mother is obliged to sit near them.
If this must be, let the mother try to understand
what is being done but let her not add anything to
the lesson. Most mothers underctand and are really
helpful in doing and not doing just what the teacher
desires, but occasionally a little awkwardness arises in
this way.

THE OLDER CHILD.

Pupils of twelve years and over constitute a very
different problem. In some particulars they are
more difficult to teach than the little ones, while in
other ways they are easier. At this age they can be
taught technic as technic, and they begin to acquire
facility and speed. The teacher can explain more
freely, not having to adapt her words and ideas to
the young understanding. But that watchfulness
as to the right attitude of the teacher towards the
pupil cannot be abated and, indeed, the older child
is often harder to keep in touch with than the
younger. :

Physical nervousness is likely to appear and the
child usually has no knowledge how to control it
and little inclination to do so. A great stock, of
patience and fortitude is here required of the teacher
who is probably fighting obstreperous nerves of her
own. For that very reason she has acquired some
skill in the management of nerves in general. She
must be careful not to insist too long on one point,
understanding that there comes a time when all
further repetition is worse than wuseless. The
metronome must often be used sparingly with nerv

ous pupils. If the rhythm is troublesome the
teacher can count and “speak the rhythm” in :
quiet tone of voice that will support the player

rather than drag him along. The metronome is so
aggressive and relentless it exasperates a tired child
beyond endurance.

A THERAPEUTIC MUSIC LESSON.

A pleasant incident of how the music lesson may
avert rather than cause nervousness came under my
supervision not long ago. A growing boy, develop-
ing far too rapidly, came for his lesson looking tired
and worn out and he complained of a headache. 1
wavered as to the advisability of keeping him at
work for an hour when in that condition, and then
I thought I would see about the efficacy of music
as a therapeutic agent. Sympathizing with the boy
and assuring him that the lesson would be made
as easy as possible comforted him at the start. 1 gave
him to play a quiet piece with a gently flowing rhythm,
and he, having a genuine feeling for music,
was soothed as I hoped he would be. All through
the lesson I selected work that was not trying to
the nerves and spent part of the time in telling him
facts about music he ought to know. When he bade
me “Good-bye” he said his head had stopped aching
entirely and he really looked rested. It was 1]1.(‘-
quiet tone that prevailed and the rhythmical work
he did himself that straightened out his nerves after
an exciting day at school.

Has it ever occurred to you that if a pupil fails
to notice what is on the printed page he will not
pay much more attention to what you put there in
addition? A pupil came to me who had been study
ing before. She brought the last piece she had

played and I marveled at its appearance. Hardly
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a measure that had not a pencil mark on it—a great
c1oss over a note, a ring inclosing a note, a dash
above one, a line through another, and at several
places a reminder of some kind in black, red and
blue pencils! The page was a sight only equaled in
its hodge-podge condition by the sounds which came
forth when the piece was played. I discovered what
each mark meant for at every place a mistake®was
made. When I asked the pupil what the marks were
for she studied them some minutes and finally said
she guessed she had played something wrong at
those places, not in the least knowing or caring just
what.

When a pupil reads a passage incorrectly it is very
much better to insist upon his discovering the
mistake himself. This will make more impression
upon him than pencil marks of every color in the
rainbow. It will conduce to make him more ob-
servant of the music page as it is printed with no
danger signals obtruding themselves.

I consider the time well spent that was used by
a High School girl in discovering that she neglected
to phrase correctly a certain passage. After being
told there was something at fault and being an-
swered in turn that it was not the notes, not the
rhythm, not the touch, not altogether the accenting,
she at last saw the phrasing indication.  If I had
dashed in with an ugly mark of some kind, simply tell-
ing her to notice that phrase, I doubt if she would
have given it another thought,

When our pupils reach the High School our real
troubles begin. The girl or boy is so fascinated with
the new »égime at school, so impressed with the deeper
studies and so delighted with the games and the school
spirit that music lessons and practicing are very tame
in comparison.

Their time is so occupied with the school work
there is little left for practice. This is one reason
why it i1s wise for children to begin the study of
music at an early age before there are so many in-
terests to engage their attention. The more ‘musi-
cal ability they have acquired when they have
reached the High School, the easier it is to make
the music work congenial to the state of mind at
that age. It ought to be possible to coordinate the
music with the school studies to a certain extent.

The selection of the compositions to be studied is
now especially important on account of the pupil’s
strong likes and dislikes, What to the teacher seems
exactly in keeping with all conditions is sometimes actu-
ally distasteful to the pupil, and it is foolish to insist
in such a case.

SOME CAUSES OF FAILURE.

BY CARL CZERNY.

MaNy pupils, as soon as their fincers have acquired
some little facility, are led astray by the charms of
novelty, and run into the error of attacking the most
difficult compositions. Not a few who can hardly
play the scales in a decent manner, and who ought to
practice for years on easy studies and easy and ap-
propriate pieces, have the presumption to attempt the
concertos of the great composers and the most brilliant
fantasias.

The natural result of this overhaste is that such
players, by omitting the requisite preparatory studies,
always continue imperfect, lose much time, and are at
last unable to execute either difficult or easy pieces
in a creditable manner.

This is the cause why, although so many talented
young persons devote themselves to the piano, we are
still not so over-and-above rich in good players, and
why so many with superior abilities and often with
enormous industry still remain but mediocre and in-
different performers.

Many other pupils run into the error of attempting
to decide on the merits of a composition before they
are able to play it properly. From this it happens
that many excellent pieces appear contemptible to
them, while the fault lies in their playving them in a
stumbling, incorrect and unconnected manner, often
coming to a standstill on false and discordant har-
monies, missing the time and making mistakes too
many to mention.

IT 1s interesting to note that the use of the word
role, in the sense of the rdle of Carmen or the role
of Tristan, comes from the time when each singer’s
separate part was written upon a long roll of paper.
It is a French word, as are many of the words con-
nected with opera—début, foyer, parquet, etc.
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CAN YOU ANSWER THESE QUESTIONS?

BY WILBUR FOLLETT UNGER.

Tue following questions have been pregared as.a
specimen examination in pianoforte and musical knowl-
edge for piano pupils who have passed the elementar.y
grades. It is a fine thing for the teacher to test his
pupils now and then and find out how much tl}ey
really do know. Some educators have a way of making
fun :)f examinations and declaring them worthless. As
a matter of fact, all through life we are called ‘{Poﬂ
to use our store of information without any RreVIOUS
warning. It must be ready—on our lips, as it we're.
We must give the answer at once when the application
comes. Otherwise, of what service are the hours spent
in learning? The writer believes in a good test: now
and then. The answers to these questions will: not
be presented in Tue Etvpe. They are given here.as
questions, pure and simple and nothing else. Many
teachers will find them useful in conducting examina-
tions of their own and in making up similar examina-
tions. In fact, the teacher may examine his own teach-
ing work by finding out what percentage of the ad-
vanced pupils are able to answer questions of :this
kind. Student readers of TuE ETupe who @ cannot
answer questions of this kind will find an incentive for
new study in these. Again, the questions will not be
answered in any subsequent issue of THE ETUDE.

NOTATION, TIME, RHYTHM, ETC.

1. What is the effect of a dot after a note?

2. What is a tie?

3. Explain a “triplet.”

4. How many different clefs are there? Worite and
name them. i

5. What is “rhythm”?

6. Where is the accent in 4-4 time? }

7. What is the difference between a measure of six
eighth notes in 3-4 time and a measure of six eighths
in 6-8 time?

9. Explain “syncopation.” ;

10. Write the following example in another way,
changing to 4-4 time, retaining the syncopation with-
out using tied notes:

Ex. I.
—?‘_e__j, i < __A_ =
[ R

SCALES, KEYS, ETC.

1. Write the “model” or plan of construction' for
every major scale.

2. State difference in meaning between “diatonic,”
“chromatic,” and “enharmonic.”

3. How many minor scales are there in modern use?
Name them, and give the construction of each.

4. Explain “Relative-Minor,” and state difference
between that and the “Tonic-Minor.”

j 5. What is the signature of C minor, G minor, C#
minor, B minor?

6. Give the technical names of each step of the
scale.

] 7. What is an interval? Name all kinds you' know,
Name the following intervals:

Ex. 2.
R :,,Q-,*,, 3
E o) E

9. Above each of the following notes write the in-
tervals indicated :

EX.. 3.
Dim. Tth. Minor 3rd. Aug. 6th.

= ==

Major 9th.

; (In a succeeding issue there will be additional ques-
tions upon Terms, Signs, History, etc.)

§
MENDELSSOHN’S PHENOMENAL MEMOR‘
usician has had so f:lscinuling a chi
PERHAP:h:: $hich fell to the lot ot .\lrn.deluohmy_
lé(tmi('iiejso’f his life in Hamburg read more like fair’(%
= S i PR gl y

rtheless, all writers are agp

tales than facts, yet, neve

as to the facts,

and there can be little doubt that Mept®

delssohn’s childhood was ideal. S‘ir J ulifls _l’»("l.lcdict h“
d his own boyish recollections of .1115 first meeg.
Preser"t,; Mendelssohn. This took place in Berlin, aty
’lt?xiewvlvhen Benedict and Weber were walking “]Of‘g the
street.. When Mendelssohn saw them he ran towardg
them .giving them a most hearty un('] ”w_mlf-" greeting

il ,shall never forget the imp'l.'CSMHH 1:1 ln:ft‘ f]a.‘y on
beholding that beautiful y(.)uth‘, says Benedict, with
his auburn hair clustering in ringlets round his shoylt"
ders, the look of his brilliant'. cllcar”u) es and the Snﬁl_e
of innocence and candor on his lips.

Weber left the two boys together, and they _made
their way to Mendelssohn’s home, where he ‘."asvlntro.
duced to the mother of Felix as “a pupil of Weber's
who knows a great deal of his music to the new opera?
Benedict was forced to play until his memory of the

score of Freyschitz was exhausted, and Mendelssohn
played from memory whatever Bach fucucs or Cramer
exercises Benedict could suggest. Bencdict concludes
his account in the following way :

“At last we parted—not without : mis¢ 1o meet
again. On my very next visit, I fou: m scated on a
footstool, before a small table, writis th great ear-
nestness, some music. On my asl vhat he Was
about, he replied gravely, ‘I am finis my new Quar-
tet for piano and stringed instrumen

“I could not resist my own boyi uriosity toNexs
amine his composition, and, looking hi. shoulder,
saw as beautiful a score as if it ha en written by
the most skilful copyist. It was hi rst Quartet in
C minor, published afterwards as Op | sut whilst
I was lost in admiration and astonishiment at heholding
the work of a master, written by the hand oi a boy, all
at once he sprang up from his seat, and in his playful
manner, ran to the pianoforte, performing note for note
all the music from Freyschiits, which, three or four
days previously, he had heard me play, and a ing, ‘How
do you like this chorus? ‘What do you think of this
air?” ‘Do you not admire this overture nd so on.
Then, forgetting quartets and Weber, dow he went
into ‘the garden, he clearing high hedges h a leap,
running, singing or climbing up the trecs like 4 squirrel

—the very image of health and happincss.’

GLUCK’S OPERATIC IDEALS

y Muce of the weakness of the old-tim opera Ii-
]brettq was due to the composer and to the singers—
especially the latter. They insisted o1 heing  afforded

every opportunity to display their
stage, whether the occasion w
The dramatic action of the play was liable to come to
al standstill at almost any time in order that the prima
‘(Igélzﬁapc;rmli;lcr}r:r? uom% might dazzle the audience with
e Cuu:ts. omposers were obliged to con-
i tost?m,fand, moreover, they had certain
act had to clo i orm an opera should take. Each
warranted an s:la\l\)g:]atz fhmlle” bt
I d ¢ nale or not. FEach singer .
quartte(l)‘,sg:t% a: E}tl;a, and .thcrc. must be duets, trios,
. pleas’e ev.ér?) ‘at thTe librettist had a difficult task
fused to clip t}?e (;i'lv Naturally the greater poets rés
SHeed fa ng‘s of Pegasus in this way and the
Ste e s i;ethmpllt‘(l by second-rate men, At
Set the same Eheuis. omary for «different composers t0
contest between Gl?m(;\.ver ang Over again. The famous
both setting the same l'zlmd Plccmnj b .in O
and resulted in g cruslii)x:m(l)?y’hIgr”ic- e Ouri
was. one of the Brer bl g defeat of Piccinni, Gluck
his Alceste containg a n:gt.mn?.rm”rms in opera, and
the subject. Among(2thk-\p”?1!mn ol
“When T underiook to :r pimes S i
I resolved to asoid et the opera Alceste to music

. 11 tho

into the . se abuseg whi ! .

ksl Italian opera through the. ol ich h(ul.(rept
€ singers and the yp mistaken vanity of

posers, and which hy \\';s;ldcomdpliance 61 the coms
ridiculous, in 3 ered it weart B
and most’im;t)esai(ril of being, as j once wasg thzm:u ".]1:“
ored to reduce L O,f modern time's I&:‘HI g
seconding poetr m;151c to its proper fu“Ct'io t;lud\f
sentiment, and Zh by enforcing the expressin’ tl?t ]c:e
) € Interest of the situatio on o It 1

action or w g ns withot

I lﬁrav\zef}l:enmg 1t by superfluous
erefore heen Ey core

a Smnger in th g )
ritornelle,” heat of 3 dialogue

vocal talents on the
as appropriate or not

ornament, 3
ful.never to interripe
to introduce a tedioys

[This article is the second in a series upon *Some
Embellishments which Perplex Pupils.” The first ;11‘[10.](%
was published in February, and tl}c concluding article will
be published in April.—EDITOR’S NOTE. ]

Tur real sign for the inverted mordent »v prall-
triller or schneller, as it is sometimes called in Ger-
man, seems to be going out of use, though it is still
quite frequent in Chopin’s works. In former times,
the inverted mordent was played with repeated al-
ternations of the principal note and its upper auxil-
iary note, and was therefore really a trill, but at
the present time it calls for only a single alterna-
tion, even when it appears as an embellishment of a
note of longer value. As the inverted mordent re-
quires very rapid execution, it absorbs only an in-
considerable amount of time from the beginning of
the ornamented note, as may be seen from the iol-
lowing illustrations:
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Two small notes written in a corresponding posi-
tion would be executed in the same manner.
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The tendency to play an inverted mordent so that
the third note is the strongest must be condemned
absolutely and without qualifications, as the effect
would be as though two small notes were played in
advance. It would be better to play all the notes
with equal force and with the strength that would
be naturally given if the note were unornamented,
but even stronger rather than weaker. The very
common and pernicious practice of playing these
small notes as though they were unimportant, and
therefore to be played in the incorrect way we have
indicated, is largely due to this manner of notation
Accidentals ( % b etc.) are used in connection
with the inverted mordent and modify the upper
auxiliary note:

b :
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It is quite immaterial whether the accidental is
written above, below, or next to the inverted mor-
dent sign, as in all cases the upper auxiliary note is
the only one affected. The less advanced player
would do well in performing the inverted mor-
dent to confine himself to a moderately strong tone-
production. intentionally playing the first note with
somewhat more emphasis than the others, never before,
but always directly on the beat.

The sign of the mordent aln is becoming obsolete
even more rapidly than the sign of the inverted
mordent. It is distinguished from . the inverted
mordent by the cross-stroke through the sign. The
mordent calls for a single quick alternation be-

CALCt

How to Execute Mordents,

By the Distinguished German Musical Savant

DR. HUGO RIEMANN

Autho- of "R'emann’s Dictionary,” Lecturer on Music at the

Leipsic University

tween a principal note and its under auxiliary note.
This auxiliary note must always be a semitone below
the principal note, that is to say, the interval of a
minor second. Accidentals must be written if a
different tone is desired, namely:

7
N /:;v AN All three are played.
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In playing the mordent, the accent is placed on
the first of the three notes.

Often instead of the sign being written, the mor-
dent is expressed by small notes after the following
manner:

The inverted mordent and mordent belong to the
so-called appoggiaturas, a category to which belong
other embellishments that, having no distinctive
signs of abbreviation, are written in small notes.
Jut for all appoggiaturas, whether consisting of one
or several notes, there is but one rule, namely: that
they must be played directly upon the beat of the
principal note. It is an error, which is very com-
mon, to suppose that appoggiaturas are to be played
before the beat and with a weaker degree of force;
this fault must be deprecated because it destroys
the diamond-like brilliancy peculiar to this class of
embellishment.

The long appoggiatura is very nearly obsolete. It
appears in notation as a dissonant note preceding a
principal note, the note of suspension or anticipation
being written as a small note and prefixed to the
principal note. The object of this ornament is to
make chkearer the harmonic progression, for example:
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Modern editions usually discard this manner of
writing. The long appoggiaturas in their original
mode of notation are still common not only in Bach
but also even in Mozart. It is impossible in a few
words to do justice to this embellishment.

The prefixed half note, or quarter note, is a note
of suspension and invariably must be played on the
beat rhythmically. Turthermore, the long appoggia-
tura must receive the full written value of the pre-
fixed small note, and the following note receives what
is left. The small notes affect only the one voice.

The above examples would be played in the following

manner :

o O

And not: A, -

long ap-

That such a gross error in executing the
g l < : b 1 >
wide-spread 1s duc

poggiatura as indicated above 1s
and to the

largely to the unusual manner of writing, ;
fact that it is one to which the ordinary student 1s
unaccustomed. .

The short appoggiatura (also called the acciaccatura)
is very easily recognized by the cross-stroke through
the hook of an eighth note ( ¢ ), a manner of nota
tion that has been general since about the year 1800.
The older manner of writing the same with a sixteenth
note, or a thirty-second rote, is readily understood
and does not occasion the rhythmical confusion that
s attached to the long appoggiatura, as it will never
be mistaken for the latter form of appoggiatura,
There will still remain the error of playing the short
appoggiatura before instead of upon the beat “{A the
principal note. Also it must not be played too light,
nor too weak.

In order to understand the intention of the com-
poser, three things respecting the short appoggiaturas
must be kept in mind, namely :

(1) That a short appoggiatura has but the briefest
time value.

(2) That. it must be played directly at the begin-
ning of the beat of the principal note, and

(3) That it must be played with a force equal to
that of the principal note.

The following combination of  short appoggiatura
(acciaccatura), trill and turn is found in Beethoven's
C major Sonata, Op. 2, I1I:

On account of the brisk tempo of the composition
it is wholly sufficient to play the trill as a simple
mordent, therefore, as a single alternation of C and
its upper auxiliary D. And then upon the beat of
the eighth note written large (C) there comes the
added force of the short appoggiatura D, which re-
ceives the accent.- The turn should be played in the
time value of the written notes. The following is the
recommended manner of execution:

(2) i
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Some further examples of simple short appoggia
turas are found in the slow movement of Beethoven's
Sonata, Op. 31, I:

(a) (b))
el see iy
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In all five cases false methods of execution are
very prevalent, much of the rhythmic value is lost;
the only correct manner is that in accord with the
explanations we have just given:

(a) Ex. 25. SR (i
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(The translation of this article was made by Mr.
Harrison Leowvewell.)

THE INDUSTRY OF THE COMPOSERS.

BEING a musical genius entails a vast amount of
hard work. The classified list of Beethoven’s com-
positions given in Grove's Dictionary includes over
two hundred and sixty works. Many of
works are groups of pieces—six quartets, three son-
atas, twenty-six Welsh songs, and so on. Many
of these works are also for the orchestra, or for
various combinations of instruments, Any one who
has not tried it can have no idea of the immense
amount of labor involved in writing an orchestral
score, apart from the inspiration and constructive
work involved. Beethoven was not naturally pro-
lific. He wrote and re-wrote his works many times
before being satisfied with them. 'His note-book
in which he jotted down his ideas has been preserved,
and shows that many of his more important works
took years to make. Often his melodies were quite
commonplace at the beginning, but gradually took
shape, form and beauty, just as an ugly block of
marble will become a superb work of art under the
chisel of a master.

Mendelssohn and Mozart were by nature much
more prolific. They worked more rapidly than Bee-
thoven, and both produced many works which are
deservedly forgotten. Mozart was often. in dire pov-
erty, and was obliged to produce "pot-boilers” to
keep the wolf from the door. His great works,
however, have stood the test of time well, and
will never fail to appeal to at least two classes—
-those whose taste naturally inclines towards sim-
plicity, and those who have drunk intoxicating
draughts of the nectar of Strauss, Wagner, Reger,
Debussy and Puccini, only to find at last that they
crave for the pure crystal spring of melody which
is the source from which the great river of music
fHows. :

Rossini accomplished a vast amount of work.
When' he was about forty-five years old, however,
he decided to do no more composing, and retired
after writing his greatest opera, William Tell. The
Stabat Mater is the only work-which appeared from
his pen after that. Schubert wrote freely, but
rather by fits and starts. The last year of his life
—1828—included his greatest and longest mass, his
first oratorio, his finest piece of chamber music,
three pianoforte sonatas, some splendid songs, and
his greatest symphony—-the one in: C.

Probably the most remarkable composer of all, both
from the point of originality and from consistent
excellence is John Sebastian  Bach. Tt is almost
impossible to give a complete list of his  works.
They include his great Mass i B minor, the Pas-
sions according to St. Matthew, St. John and St!
Luke (the last of doubtful authenticity), the
Christmas Oratorio, about 200 church cantatas;
many secular cantatas, orchestral pieces, chamber
music, organ music (including many of the most
renfatkable fugues), the Well-Tempered Clivichord
and many other works, and all are stamped with
the hall-mark of genius.

these

Great, and in some cases also: inferior, genius is
marked by a certain heroic, not to say imperious, ego-
tism.—Hiller.

THE ETUDE

THE CRITICAL PERIOD IN MUSIC STUDY.

BY DOROTHY M. LATCHEM.

Tuere are doubtless very few of the ; teachers
throughout the country who do not have to fight con-
tinually against trashy music. The teacher‘has the
conviction that a certain kind of music is right ?“d
realizes that the first three years of the pupil's muswe.zl
education forms the critical period. Tf .thfl taste 1
not established then it will be difficult to make chz.inges
thereafter. Unfortunately, the teachet’s battle is l?y
no means always with the child. Imagine a world in
which there wa$ no musical trash. The child would
then take to good music, through its ignorance of the
bad. However, the parent is often the most difficult
obstacle in the teacher’s way. The teacher is ob}iged
to placate the parent and her own musical conscience
at the same time.

One good way to do this is to find pieces that bridge
over the great gap between trashy music and the com-
plicated works of the masters. There are thousands
of such pieces. They please the parent and do not
injure the pupil’s musical taste materially. With plenty
of music of this sort the teacher can introduce Bach
in small quantities without challenging the pupil’s
whole family to a lengthy argument upon the inde-
terminable subject of the merits of different styles of
music.

Bach’s Inventions are invaluable when studied intel-
ligently. In his preface the great composer said:
“Herein one will find a plain method to learn how to
play clean.” That is just what Bach seems to do. He
induces musical cleanliness. His works are so exacting
that if played at all they must be played right. Bach
practice is a kind of insurance against bad fingering,
bad phrasing, slovenly touch and careless technic. In
a conversation with a friend, Brahms once said: “I
would go /forty miles on foot to hear something by
Bach well rendered.”

If the teacher can, by a compromise, introduce the
works of some great master such as Bach and at the
same time keep the family appeased during the critical
period, she need not worry over the musical future
of the pupil.

L IN MUSICAL HISTORY.

RN i istory have found trom
’;eachefs quxrilca; :?):lsstant necessity if successis
pergpec 4 In the School News and Practical
to'ff At W C. Bagley, director of the. Schopl
Educator Mr. . ’the. University of Illinuis., gives the
of Edflcano;:cenem advice upon this sub)cc.(. \\'hlc}'!
following dei ed for teachers of Lscne:ral history, ‘is
althollllfhappiiscigle to musical history: Those who fol-
equa.

low Mr. Bagley’s suggestiqn» will sur

ben%flllt&primary purpose of the teaching of elementaiy
b e g Vi

history is not to learn dates and e ents jul a 'n.u dll}z‘m{ ‘
i enerally agreed that there
cal manner, and yet it 15 8¢ e
is a place for some V'VOFk.Of this t'} D@‘-\v A
ate and habitual association of certain eve
dates forms g pameE e SKECTOT ©
historical facts may be organized ; c:u\:\u‘.
i time-setting that helps wonerfully
i ts from the important
study of the same e;}fen S
*poi se and effect. ) j 5
po‘l‘r’ifh: fbecsatuway to establish these immediat and auto
matic associations is through a careful expl }”»m"‘).n of.v'
the significance of the event and the date w .wcl‘._l.s to
be connected with i, followed by'freqnvn‘ repetitions
until the association has become instantant
is work that is similar in type a_md m
drills upon the tables in arithmetic or
words in spelling lessons. In teaching a:
example, it has been found advantage ‘
five-minute periods daily throughout t grad
‘rapid-fire’ drills upon the fundamental number
We believe that three minutes of each
devoted to similar drills upon the impo:
history would bring correspondingly d
and at the same time furnish an effecti
up’ exercise for the more important worl
tory lesson.

“Care should be taken, however, to choose
carefully. They should represent in eve
events—events that have been turning points i
development. One difficulty with the oldes
teaching of history lay in the fact that it did not always
distinguish carefully between the important ard the s
unimportant.” {
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The Fascination of the Note-Book

By MAUDE BURBANK

O~e of the most valuable aids to the teaching of
children is to be found in the lesson note-book. Chil-
dren often derive the greatest satisfaction from copy-
ing definitions and examples of musical notation, sig-
natures, tempo signs, expression marks and phrases,
and similar details. :

The note-book can become even more valuable if a
little of the spirit of competition is engendered, and it
becomes a matter of importance that Mary’s nete-book
is more interesting than Jennie’s this week, and that
Johnnie’s is still neatest.

As the lessons progress the note-book becomes an
interesting individual expression of the child's person-
ality. This is especially so when the children are en-
Fouraged to put other things than dry technical facts
in their books. Technical matter can be written on
one side of the page, while the opposite page n ay be
'eser.ved for a picture and interesting .m..'uvrl;ll. re-
sarding the composer of the piece being studied. The
note-books will, of course, vary \vith‘lhc pupil, but
the following outline may prove useful: ;

\
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ROBERT SCHUMANN CRADLE SONG :
PicTure Born, Zwickau, June
& 8, 1810. : SCHUMANN
Comrosex Died, Endernich (near

Bonn, where Beethoven
was bhorn), July 29,
1856.

R. SCHUMANN.

Here add any matter of interest concerning
His accident to his
hand, his romantic marriage, his pathetic end,

S¢humann and his career.

his compositions, his generosity as a critic, his
contemporaries, and any other matters which ap-
peal to the child’s imagination.

Marcw 1, 1912

Key: One sharp—G major,

Tempo: Moderato—2/4.
Analysis: In three sections.
(a) Sixteen bars (
- S (repeated iling
i ) Prevailing
(b) Sixteen bars, Prevailing kei\' D y

5 !
- (Note—There is no change of key
signature {o section B, but we knm.\'

rrence of C#
g key.)

from the frequent ocen
that D is the prevailin,

oy
(¢) First part repeated over again (with.
repetition), ending >

at double bar.
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Modern Italian Opera.

Its Tendencies and Its Composers.

By LOUIS C. ELSON.

SPECIAL EDITORIAL NOTICE.

This article is the continuation of a series of important
studies of the History of Operatic Art which commgnced
in the Opera Issue of the ETUDE (January) and continued
through the supplementary issue (February), and which
will conclude in the April issue. No similar series of articles
is in existence, and we strongly recommend the permanent
preservation of these issues for reference purposes. The
other articles in the series were:

THE BEGINNINGS OF OPERA,
BY HENRY T, FINCK.
This article appeared in the first of our two opera issues,

published January. It discussed the development of the
opeia down to Lully and Gluck.

THE CONFLICT OF SPEECH AND _SONG,

BY FREDERICK CORDER,
the foremost English authority upon the subject of opera and
the DProfessor of Composition at the Royal Academy. Mr.
Corder is one of the ablest and at the same time one of the
most brilliant writers upon musical subjects. He presented
the second phase of the subject (Gluck to Wagner) in the
February issue.

MODERN FRENCH AND GERMAN OPERA,
BY ARTHUR ELSOY,
author of “A Critical History of Opera,” and othg‘r works,
will furnish the fourth article of the series which will appear
in April, and complete the historical and critical discussion
of a subject about which many of our readers have been
writing us for years.

In this essay it is not my intention to give the biog-
raphies of the modern Italian composers, but rather
to speak of their aims and school in the present epoch.
Opera has undergone many transitions since its begin-
ning in 1594, The “Camerati” who' founded opera
followed the lines of the Greek tragedy as they under-
stood them, and combined music and poetry in a me-
lodic recitative. At first only amateurs were concerned
in the new school. Soon eminent contrapuntists
joined them and even Scarlatti aided the new music.

The new 'school spread like wildfire, and Germany
and England soon came under its spell, although
France held aloof because of Louis XIV, Moliére, and
the ballets in which Lully shone. The old composers
soon came to believe that the music was almost every-
thing and the words almost nothing, a decided change
from the first vein of opera./. Gluck reformed this
error with the earliest dramatic operas.. Beethoven
and Weber followed the Gluck lead and went beyond
their predecessor, but' the melodic Rossini set back
the hands of progress by his mellifluous: powers and
singable measures. But with Rossini the absolute reign
of Italian opera came to an end. It had ruled Europe
for over two centuries.

SENSELESS LIBRETTOS.

Following the lead of Rossini, who had caused
poetry to be~the slave of music, there came Bellini,
Donizetti and the young Verdi. In the works of these
four composers the most startling violations of dra-
matic unity may at times be found.

Crazy heroines whose insanity went hand in hand
with vocal technique, as in Lucia, Linda, etc; moments
of grief which found their expression in the most
brilliant display of trills and runs; concerted pieces in
which the most diverse sentiments, ranging from re-
morse to revenge, as in the sextette of Lucia, in which
one style of most attractive melody was made to do
service for all; these were some of the blemishes of
the musical art-form in which the opera was now cast.

The librettos were thought of merely as pegs where=
on to hang pretty and singable music. In one of
Verdi’s operas the Governor of Boston, Mass., was
assassinated at a masked ball, presumably given by
John Endicott, Cotton Mather, or a few other Puritan

worthies. In Verdi’s Macbeth a chorus of murderers
was introduced and Maeduff was allowed to sing a
liberty song to appeal to the Venetians under Austrian
tyranny. Such were the chief epochs of Italian opera
preceding the change which I am now to describe.

THE DAWN OF A NEW ERA.

Two men seemed to point to a more dramatic school,
but one of them was very indecisive and feeble in his
advance and the other shot a single bolt and then
ceased firing. I refer to Ponchielli and Boito, La
Gioconda and Mefistofele. It was mnot to these that
the advance was due, but rather to one of the com-
posers mentioned as working in the meretricious
school described above. Verdi, who began in the vein
of Donizetti and Bellini, overlapped the transition
period and practically brought the best of the modern
operatic school into existence. In his early days he had
maltreated Shakespeare, in his old age he glorified him.
In his first operas he had made a slave of his libret-
tist, in his latest ones he had made him a companion,
a co-worker. His Aida is the best opera of the modern
Ttalian school.

That there was an influence outside of Italy which
aided such an advance, may be suspected by the reader.
Wagner was the thunder-storm that cleared the atmos-
phere. No one would dare to set a libretto such as
Ballo in Maschero, or Linda di Chamounix, after Tris-
tan and Isolde and The Mastersingers of Nuremberg
had appeared. Yet Verdi was always furious if anyone
suggested that there had been even the least Wagnerian
influence exerted in his case. He studiously avoided the
Leitmotiv simply because it might be taken as a Wag-
nerian trade-mark. But the relegation of mere tune to
the background, the continuity of the music, the care in
choosing and arranging the libretto, the union of
Poetry and Music, these are also Wagnerian ideals, and
these Verdi, nolens wvolens, was obliged to follow.

Two other foreign composers also exerted a marked
influence upon the modern Italian opera. Bizet, with
Carmen, and Gounod, with Faust. In fact, the first
success that Faust attained was in ITtaly, and the reflec-
tion of the Italian furore caused the Parisians to be-
gin to appreciate the opera. In the Paris rehearsals
preceding the first performance; of Faust, there was
great managerial doubt as to whether the opera would
win success, and it was suggested that the entire Garden
scene should be cut out as retarding the action,

But, while Faust did not lead Italy very far on a new
path, Carmen was a decided impetus towards that most
modern Italian school of realism which is graphically
called “werismo,” the school of realism in operatic
music.

The strength of the French and German librettos were
appreciated in Italy, but Italy had no Nibelungenlied and
no Master- or Minnesingers to draw from. Dante was
impossible to use as operatic material as Goethe had
been used. There were no musical legends to build
grand opera upon. Goldoni, to be sure, might lead to
a charming school of light opera, with his comedies,
but in the field of light opera Italy was always unpar-
alleled, as witness Don Pasquale, the Barber of Seville,
and many other operas,

I have intimated that Verdi sought vainly to escape
the Wagner influence, The later composers were in
the same boat. They would  not acknowledge the
Wagnerian leadership, yet could not quite escape it.
Had Verdi gone a trifle further in the Otello vein he
would have found himself clearly in the Wagnerian
domain. The influence of the great German is to be
found more clearly marked in the works of Puccini,
Wolf-Ferrari, Bossi, and others.

“VERISMO.”
What is “Verismo?” Practically, it is blood-and-
thunder in opera. It is murder, misery and melody,
with but little of the last. It is modern orchestration

{§
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Just as the older opera

picturing all deeds of violence. :
a has 1ts

had its insane heroine, the modern Italian oper
murderer hero. No conservative insurance cOmpany
would accept any risks upon the life of hero or heroine
in the “verismo” school. They must die to Very loud
and brassy music.

In spite of the outside influences skctchcd.ahm't%
was an Italian who thoroughly launched this s‘cho.nl‘-
In Italy the influence of the music publisher is far
g‘l‘eater’than in America. The great firm O{-R“‘m—d,l
can often make or crush out a composer and his work
Satirists say that two-thirds of the merit of Puccim
is Ricordi! The far-reaching character of_ these
methods is being too much debated on both sides ol
the Atlantic to need description here. In the case of
the “verismo” school the pioneer work was cfea-tt‘l
through the beneficence of another large publishing
house, the Sonzognos. :

In 1890 they- offered a large prize for an opera 1n
one act. The result was—Cavalleria Rusticana. An un-
known composer, Mascagni, was at once transferred
from obscurity to fame, from poverty to cnmfnrt..l»}
the overwhelming success of this one-act opera. '-Hu-
libretto, as is well known, was a tale of seduction,
jealousy, betrayal and murder, and the work was an
unvarnished picture of peasant life, taken from a nove:
by Giovanni Verga, who afterwards received 100,000
lire for his share in the new departure, after institut
ing legal proceedings. i

Having made such a success in picturing the life of
the lowly, Mascagni tested the simple life further in
librettos by - Erckmann-Chatrian, and in other works,
but his bolt was shot, he won no further triumph. In
1755 there was an Irish chancellor of the exchequer
who burst upon the world with a most brilliant ora
tion. All Great Britain awaited with expectancy hi
next great effort. All the subsequent speeches wert
failures! Mascagni was also a “Single-speech Ham-
ilton !”

it

THE TURNING TIDE.
But even if the originator of the “verismo” could
not duplicate his success, the school was now in be ing
and imitators were sure to spring up. A flood of one
act operas, all more or less sanguinary, followed. Even
in France Massenet tried his hand at it with La
crraise. Franchetti, having failed in an attempt to re
store the tragic five-act opera a la Meyerbeer, plung
into the stream with his Signor di Pourceaugnac, which
failed. Smareglia tried the school with [l Vassallo di
Szigeth but, although the libretto had horrors enougl
for the ‘“verismo” 'school, the composer could not
catch the bold strokes which should characterize
music of this vein. Catalani, among the moderns, di'l
not attempt it, for his La Wally leans rather toward
the German school.

Leoncavallo, however, achieved success in this cri
inal line, and in his Pagliacci introduces a realism whic!
is more poetic than that of any other Italian composer
He has mingled his comic and tragic touches in
manner which no other Italian has approached in this
school, and with all its realism, I Pagliacei has a vein
of romantic effect that causes it to be a monolith i
the Italian modern repertoire. Again, however, we find
a man of a single success, for none of Leoncavallo's
other operas have won a triumph, and his other at-
tempt to write the life of the people, in tones, Ila
Boheme, has been justly overshadowed by Puccini’s
setting of the same subjcct.

PUCCINI'S IMMENSE SUCCESS.

And this introduces the chief figure of Italian opera

of the present. If there is a successor to Verdi in the

present gencration, it is certainly Puccini. And her
we do not find a man of a single triumph, but a com
poser who has won success after success. His vers

first opera, Le Villi, was successful. A single failure.
Edgar, must be acknowledged, but-all his other operas
have made their way. Manon Lescaut is a worthy rival
of Massenet’s Manon, and it must be somewhat .mm'ti»
f:vipg to Massenet to sce what a graphic success Puc-
cini has made with the scene of the deportation of the
heroine, a scene which the Frenchman omitted alto-
gether. Manon Lescaut is in the “verismo” school
cause of its graphic touches of realism in [‘ﬂrlr:\‘\'inq
criminal life, and its constant excursions into thc'liflq
of the people. The lamplighter and his song, the curi-
ous crowd who watch the unfortuna‘es put on ho:‘ml
the vessel, the scenes in the courtyard at the arriv.

be-

al
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of the stage, all these are touches which illustrate the
new school.

After this came the greatest triumph, La Boheme,
in which Murger's novel is well sketched in music.
Again the realistic touches abound, and Paris life, the
life of the students and of the people, is very suc-
cessfully drawn. La Tosca pushes “verismo” -even to
the torture-chamber, and revels in blood as the school
has done from its beginning, but Puccini has had the
skill to make good contrasts, and the work contains
some good light touches. .

There was a recession from the blood-and-thunder
school .in Madam Butterfly, and the change was so un-
expected by the public that the work was hissed in
Milan at its first performance, but it has conquered
almost everywhere since then. In The Girl of the
Golden West Puccini brings the realism across the
Atlantic Ocean (he had already crossed the Pacific
with the preceding opera), and attempts to give the
effects of “verismo” in California. Giacomo Puccini
is a master of orchestration, and is of most dramatic
instinct in choosing his librettos, but he has not yet
arrived at the position of Verdi, and we may still con-
sider that Aida over-tops each and 211 of the operas
just described.

There are a few critics who hold that Puccini
is not to be classed with the school which com-
prises Cavalleria Rusticana or I Pagliacci, but I have
given the reasons which cause me to believe that he
has built upon the same foundation, but has somewhat
refined the style. On the other hand, there are many
lesser ones who have taken up the criminal, brassy,
blood-and-thunder vein with avidity, and have been
content to win a little temporary applause thereby.
Giordano, Tasca, Spinelli, Cilea, have all entered into
the field. A4 Santa Lucia, A Basso Porto, or Mala
Vita are specimens of a school which seeks to get
lower and lower, and which considers pictures of the
gutter to be fitting art-works. The Sonzogno prize of
1890 was a more far-reaching event in musical history
than anyone could have dreamed of. Whether it has
been an unmixed benefaction to Art may well be
doubted. It has sent Italy through a transition which
is not ended yet.

But the finer touches which exist in the works of
Mascagni, of Leoncavallo, of Wolf-Ferrari, and of Puc-
cini, lead me to think that Italy will come into her
own again after a little while. When she has quite
passed through the epoch of vulgarity, murder, torture
and low life in opera, she will assimilate what is best
in Wagner and Richard Strauss, and add to this her
own glorious gift of melody, with a result that will
restore her vocal sceptre again.

AVOID EXCUSES.
BY ARTHUR SCHUCKAL

“WeLL done, Mary; very good, indeed! Only one
place needs a little more attention. If you would
notice the fingering more carefully I am sure—"
“Yes'm, I know, but I’ve had such an awfully busy
week I really couldn’t, you know. Brother Johnny
took sick and with all the excitement I simply
couldn’t practice all I wanted. And besides—"

Excuses in and out of season!—pertinent and im-
pertinent. What teacher would not give anything
to be rid of them! What good are they? To what
purpose are they made? Does it make the teacher
any happier to know that this or that happened
during the week?

Why excuse yourself? Is it manly? Ts it cour-
ageous? Excuses are a waste of time and energy.
They avail nothing—especially in music. A note
sung falsely or wrongly struck can never be re-
placed. It is over; it has been heard. What artist
after a fiasco is permitted to return and make his
excuses and apologies to the audience?

“The whole habit of making excuses,” says Presi-
dent Hadley of Yale, “is the relic of a time of
moral slavery when the first object of any man
who had done wrong was to try to prove to some-
body else that he had not done wrong. If a man
is his own master the thing for him to do is to
find out exactly what he has done in order to avoid
making the same mistake sagain.”

Be your own master. You owe excuses to no
one—your teacher nor anyone else. Do your work.
Have a good conscience; but get it honestly. Don’t
deceive yourself. Face the facts.

Excuses, like the common house fly, are irritat-
ing, pesky things, of no use whatsoever. Let us do
away with them. Swat that excuse!

THE ETUDE

OFFENBACH’S REMARKABLE AMERICAN
EXPERIENCES.

BY ROBERT GRAU.

FroM nearly every great European city comes .the
news of a sensational furore created by the revival
(after nearly three decades) of the Offenbach craze
due to the acclaim with which La Belle Héléne has

been received. An amazing illustration of the ad-

vancement in musical taste in our own country is the
fact that now popular Contes d'Hoffmann was a com-
plete fiasco when presented in New York City at the
Fifth Avenue Theatre in the fall of 1882

At that time Offenbach was famed for his Barbe
Bleu, Grande Duchesse and his La Jolie Parfumeuse.
Even La Belle Héléne, when'produced in America,
was not exceptionally successful. But taken as a
whole, no musical furore ever excelled the wonderful
Offenbach craze in this country. His La Grande
Duchesse, when produced by my uncle, Jacob Grau,
ran two hundred and fifty nights, playing to packed
houses.

In 1876 my brother, Maurice Grau, succeeded in
enticing the famous composer himself to these shores.
His idea was that the public would pay fabulous prices
to gaze on the back of the man who had set people
literally crazy with his entrancing melodies. Offen-
bach was accordingly engaged for thirty nights to
conduct an orchestra of sixty musicians in programs
of his own compositions at Madison Square Garden,
New York. He was to receive a fee of $1,000.00 a
night—regarded at that time as an unprecedented
amount.

In June, 1876, the father of opera bouffe arrived in
New York City amidst an excitement such as has
never been equalled to this day. The people seemed
to think that Offenbach would begin to dance as soon
as he set his foot' on our shores, and crowds were
at the steamship wharf to greet him. On the night of
the arrival he was serenaded at the Fifth Avenue
Hotel by the Musicians’ Union of New York. A
crowd said to number fifty thousand people filled
Madison Square and shouted welcome to the com-
poser until he appeared on the balcony of the hotel.

Offenbach weighed just ninety pounds. He was
perhaps the least imposing man in appearance one
could possibly imagine.. He spoke excellent English,
thanking the people for his reception. He retired in
less than a minute and the crowd went home thor-
oughly disappointed hecause the man who wrote
Orphée aux Enfers did not dance on the balcony.

At length the opening of the concert was given to
an audience of six thousand persons. The garden was
crowded, but the audience was not a distinctly mus:cal
one. The majority of the people had come to see just
how Offenbach would behave when he came to con-
duct the airs over which they had raved.

At last Offenbach came into the orchestra pit. The
orchestra gave him a fanfare. The audience rose at
him as if, he were a conqueror. The applause lasted
two minutes and then silence prevailed.

The absence of the voices of the opera houffees, the
lack of the mise en scéne, seemed to cast a gloom
over the night.

After the first part was over one-third of the
audience went home.

When all seemed to be lost, my brother, with
that ingenious foresight which characterized his
business career, began to plead with Offenbach to
meet the public clamor for a sensational conductor,

“What can I do? What will you have me do?

I want to help you, but you can't get me to make
clown of myself,” said Offenbach.
The only thing remaining was to induce Offen-
bach to conduct some performances of his operas
with the hope of retrieving the great loss which
the concerts had brought about.

By producing La Jolie Parfumeuse, with Aimée in
the cast, my brother succeeded in recovering his
losses.  Offenbach, of course, was the conductor
and the first seven performances broyght $20,000.
Despite the favorable financial outcome of this
venture, Offenbach was disgusted with
in his book about us what he did n

a

America, and
ot say would

make far pleasanter reading than that which found
expression.

; -Offa.‘nbach was a prince of good fellows, and his
witticisms are remembered by old New York club
men to this day. When Offenbach was conducting
at the }[adison Square Garden Theo. Thomas was
conducting some concerts uptown. A friend asked

|
‘ t any of Offenbach’s com.
Thomas why heh :‘;’;g&ms };s a mark of respect
positions u‘pon “What,” shouted Thomas, angrily,
to the foreigner. Offenbach composition—never wil|
“Me conduct 3“56 degrading.” Offenbach heard of
o anythmghiﬂg heartily, replied: “Please tell
this, and ]augh't I will not be so particular, |
Mr. Thomas thd to conduct any composition of

a}x}?ll ;)srem%sgokr’:ff};vhen he reaches the dignity of
€0

”»
becoming a COMmMPOSEr.
e -

THE PROPHET IN HIS OWN COUNTRY,

without honor. save in his own country
o.'—St. Luke 13: 57.

BY T. L. RICKABY.

“A prophet is Dot
and in his own hous

A MaN recently traveled five ]mn(_h‘cd ’"‘lilcs to
undergo a particularly difficult operation. The sur-
geon asked him where he came from, and on being
informed, asked him why he came so far. The
patient stated in reply that he w¥sln-"1 to give him-
self every advantage and to avail himself of what
he thought was the best service. '] )«., you know Dr.
X of your town?” was the next question the surgeon
put. On being answered afirmatively, the doctor

said, “Well, Dr. X comes here and has taught ug
most of what we know of cases such as vours. You
would have been in perfectly safe hands if you had
stayed at home.”

This perfectly true incident reminded me of a
similar misconception among pupils- misconcep-
tion so general and entertained so openly that it
does not cause the surprise that it should. The
majority of music pupils feel that they could go to

Berlin, Leipsic, Paris, London, Boston, or New
York, or Chicago, or anywhere away off and accom-

plish so much more than at home. I hcard a young
man say recently, ‘I wish I could go to L— and
take a lesson from Mr. Z. every dav for three
months.”  Note that this city was two hundred and
fifty miles away! This boy's mistake was twofold.

First, he imagined that merely taking lessons was
all there is to music study, when it is r ally a very
small part of it. Very little good coul.

come of a

lesson every day except to a beginner. The other
mistake was in thinking that a teacher in 4 city two
hundred and fifty miles away would nec. ssarily do
more for him than the teachers in his h me town.
He might accomplish more, but only if he carried
to the distant city the necessary inward promptings,
the ability to work patiently and the dctermination
to succeed; and with this equipment h uld do as

well with one teacher as with another.
The teachers of Beethoven, Schub.
Schumann and. others were, in some cases, very
humble musicians. The success of 1 ~c,gre:\.t
players and composers was not due to th

Chopin,

teachers
so much as tp themselves; or else why were not
the other pupils of the same teachers « jually emi-

nent? The best of musical

inward qualities rather than out
this I say without under-r
fluence of the teacher

success comes from
ward influences—and
(;ning in the least the in-
and the value of his work.
II;:aIﬁya%voitIFTsrisron told us that unless we carried
R * was useless to seek it in Rome,
Simi(l?rcle’ On‘lthe Rhine or among the Alpine lakes.
it fg; lslzcisessswe carr)" with us the elements that
world ool Ew:’v?’shdll s_eek for it in vain the
strenuous, sorr fylcwman RN T
F fOtl;ld 3 owful and disappointing search for

2 M at the place she started from and

at the place she leq
a St expected him—at I
of us may finq success there too gl

‘ TEARN TO HELP voursgrp,
not i .
ing ofhear l;l(s)t?nnCe.l ; listened recently to the play-
apologized for hger §Y. When she Wintslied she
aken a | any mistakes, saying that she
had that to do wit,lsss'nurl i thre.(- years. Now what
in the mind of thi; Itf_ '_fhg Misconception existing
pupils. They look tgul 18 all too prevalent among
enough to themgely o .muc].] to the teacher and not
playing depends u\es, 'Magining that correctness in
upon fl]ennselves I?On outside influences rather than
can do for then orgetting that nothing that they

emselyes
others, Self-reliance i an be done for them by

should cultivate tq th ® Guality thags el pupils

work is mlsunderstooeduil:lllci)St [oiten a teacher's
pupils do not realize that‘ his :fr:lfder—rated e
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OSSIP GABRILOWITSCH.
(Gah-bre-lo"-vitsch)
GABRILOWITSCH was horn in St. Peters-
burg February 8, 1878 His father was
a lawyer in the city, but his brothers
were very musical, and one of them was
his first teacher. Anton Rubinstein was
much impressetl with his playing, and he
was: entered. in the St. Petersburg Con-
servatory, then

which was directed by

Rubinstein.  He was a pupil of Victor
Tolstoff, but had many personal confer-
ences with Rubinstein. From St. Peters-
burg he went to Vienna, where he was
a pupil of Leschetizky for two years. He
has been very successful as a concert
pianist, especially in America. He has
visited this country in 1900, 1901, 1902,
1903 and every year since 1906, In 1909
he married Clara Clemens, the daughter
of Samuel' Clemens—*‘Mark
whom he met while a student in Vienna.
As a composer

produced

Twain”'—

Gabrilowitsch - has not
1 works in the larger
forms; he'Has, however, written several
pieces for the piano. His playing is re-
markable for. its beautiful tonal effects.
He possesses an excellent sense of rhyth-
mic values,:and. this makes his phrasing
defightful to’ listen to. ' He is one of the
distinguished' coterie ‘of Leschetizky pu-
pils whose acknowledged leader is Pader-
ewski. This group of pianists includes
Bloomfield-Zeisler, Essipoff,
Hambourg and Slivinski. (The Btude Gallery.)

many

Goodson,
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JOHN FIELD.

FieLp was born at Dublin July 26
1782, and died at Moscow January 11, i
1837. He came of a musical family, and
was made to practice hard in childhood.
His father apprenticed him to Clementi
for one hundred guineas, and Field made
himself useful ‘as a piano salesman in
Clementi’s shop besides being a pupil of
the great master. He made his London
début in 1794, When Clementi went to
Russia by way of Paris and Germany
he took Field with him, and Field at-
tracted considerable attention, Spohr,
especially, being much impressed with
his ability. Clementi returned to Eng-
land in 1804, but Field remained in St.
Petersburg and achieved remarkable suc-
cess. as a pianist and teacher. He also
had ; great success in Moscow in 1823,
and ' after’ further traveling. in Russia
returned to London in 1832, A year later
he went through Paris, Belgium and
Switzerland to Italy. He failed to
please and became sick and destitute in
Naples. A Russian family took him
back to Moscow, but it was too late, and
his own intemperance was largely re-
sponsible for his early death. His piano
concertos and other pieces created much
interest in his day, but Field is chiefly
remembered by his nocturnes. He wrote
twenty of them, and many of them are
very charming, The best, perhaps, is the
one in E flat. Tt was left to Chopin,
however, to realize the full possibilities
of the nocturne., Field was a remarkable
pianist, possessing a “smooth and equable

touch” and a perfect legato.
(The Etude Gallery.)
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FRITZ SPINDLER.

SpINpLER was born at Waurzbach, Lo-
benstein, November 24, 1817, and died at
Niederlossnitz, near Dresden, December
26, 1905. He was originally intended for
the ministry, and studied theolug_\- with
that in mind, but eventually gave it up in
favor of music. He studied piano-play-
inc with F. Schneider, of Dessau, and
de:'oted himself to a life of teaching and
composing. - He settled in Dresden in
1841, and seems to have found his sur-
roundings congenial, as he remained there
for the rest of his life. As a writer
he was very prolific, and published
siderably ‘over three hundred com;
tions, most of which are in the n
of teaching pieces. Many of thesc
proved exceedingly popular, and ar
the most widely known may be ment
Bubbling Spring, The Butterfly, (
of the Hussars, Convent Bells, So
Advancing,” Rippling Waves, Spis
Wheel and Woodland Rivulet. H
made some: very excellent transcrip
of operas, and other works, which
of medium grade and very pop
Spindler ‘did not confine himself so!
to writing music of the simpler K
however, but produced trios, sonatas
symphonies, a concerto for pianofo;
and orchestra and other works in la:
forms,  While not, perhaps, a musi
of transcendant ability, Spindler w:
musician of a type which has done m
to establish the German reputation
thoroughness in musical art. His
positions are for the most part tun
in character, well constructed, and
adap.ted to the purpose for which
are intended. (The Etude Ga
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GIOVANNI SGAMBATI
(Sgahm-bah’-te)

SGAMBATI was born~in Rome, May 28,
1848, His father was an Italian lawyer,
and his mother the daughter of an Eng-
lish sculptors; He was intended for the
legal profession, but rejected it in favor
of music. Barberi was his first teacher,
and after thé death of 'his father, in 1849
he removéd.to Trevi, whére he became
a pupil of Natalucci, a graduate of the
Naples conservatory. Sgambati removed
to Rome 'in 1860, and soon established
himself a§.a pianist and .conductor and
composer - of marked ability. He intro-
duced many".famous works of Beethoven,
Schumann,: Chopin and-other noted com-
posers which were unknown to Roman
audiences. * Liszt was impressed with his
ability, and- in 1876 Wagner was present
at a concert where some of Sgambati’s
compositions . were given. Wagner was
much interestéd in them, and was instru-
mental in having two quintets and other
works publishegd in Germany. Sgambati
has. played: and conducted in London
Paris and other important music centcrs:
where he is much appreciated. His com-
positions include some “excellent cham-
ber music, a‘goncerts’ for piano and or-
chestra, a symphony and other orchestral
music. He has also written songs and
shorter piano pieces, including the popu-
lar Gawvotte in A flat minor and the
Vecchio Minuette. Sgambati has won
many distinctions at home and abroad.
and has exerted marked influence on
[talian music. (The Etude Gallery.)
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IGNAZ MOSCHELES.
(Mos'-shel-lez)

MosCHELES was born in Prague, May
30, 1794, and died at Leipzig March 10,
1870,  He studied piano with Dionys
Weber, and at fourteen played a con-
certo of his own in public. On the death
of his father he went to Vienna, where
he studied counterpoint with Albrechts-
berger and composition with Salieri. He
also enjoyed the friendship of Beethoven.
In 1815 he commenced the' tour of Eu-
rope, and -for a decade was known as a
virtuoso pianist. It was during this
period that he commenced his intimate
fl_—icn(lship with Mendelssohn, who studied
piano with him.. Moscheles was a great
favorite in England, and shortly after his
marriage, 'in 1826, he went to live in Lon-
don; where for ten years he was busy
as ‘a teacher, conductor and composef.
When Mendelssohn started the Leipzig
Conservatory, in 1848, Moscheles became
leading piano. instructor. He remained
until his death, doing work of incaleu-
lable value as teacher and adviser of in-
numerable students. Much of the solid
reputation that Leipzig possessed was
due to the splendid work of Moscheles,
He composed much in the classical style
and his concertos and studies have a p'er—‘
manent place in the musical world. As
a pian.ist he was.renowned for his “crisp
and incisive touch, clear and precise
phrasi.ng and a pronounced preference
for minute accentuation.” His diary and
the testimony of his pupils show him to
have been a kindly, genial man, much
beloved by all who knew him.

(The Etude Gallery.)
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ALESSANDRO SCARLATTI.
(Scar-lah'-te,)

SCARLATTI was horn in Sicily, 1659,
possibly 1658, and died in Naples, Oct
24, 1725, Little is known of his earl
Jraining, but his first opera, produced 3::
I‘Qome, 1679, won him the favor of Chris
.tma,.Queen of Sweden, In 1684 he was
appo.mted Maestro di Capella to the Vice-
roy. in Naples, and produced m ea
and much chamber music,
ried, and hig son
during this perjod.

(ll])‘ operas
He was mar-
I})omenim was born
' 1e went to Florence
in 17.02, where he composed operas f«r:
Ferdinand 11T, As there was m)‘
manent: post for him there
ROII]C, where he attained
tion. He wag

per-
he went to
i a high reputa-
at an increase(l oflssnolkl § ootrt T
1713, and at this time
height of hig

waned about 1719,
After three or fo
to Naples,
tiv

ary, however, in

f he attained the
ame, Hig popularity
and he revisite

d Rome,
ur years, he came back
and remained
¢ obscurity {ntj] his de
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Stage Fright
By PERLEE V. JERVIS.

Making a Success of the Pupils’ Recital

With Important Suggestions upon Overcoming

I

many years Of pr:u-t']cal to play thus it
ing, his excepti bility .

teaching, his exce ptional a 3

subjects extremely clear, recital.

[EpiTor’s NOTE.—Mr. Jervis's

| experience in suvcos‘sfui1 ot
for making musical pedagogica ; Ly
and his high professional standing as a teacher m.\kp]s (<ltn§
article of particular interest to both t(‘ﬂC‘l‘l(ﬂ‘,l':% Mi;l":hg”
dints. His suggestions upon the subject of ‘“Stage ig
are unusually valuable.]

A succrssruL pupils’ recital in the teacher’s best

— o S

advertisement. Aside from its value as an advertis-
i ing medium, however, there are advantage.s that
accrue from a successful recital that outweigh, to
the writer's mind, its commercial value. In the first
place, it stimulates interest and il.uluces a better
quality of study. The pupil who is preparing for
a public appearance will; as a general thmg,. work
more conscientiously and give more attention to
i the minute details upon which finished p]ayir}g d.e-
A pends than if she were playing only for her. family
or friends. As will be shown 1.;1t01' on, thlS. thor- el abns ]
oughness in study, instead of being spasmodic, can e Pk dahd
| be made to cover the entire year, and eventually
to become a habit with the pupil, a result difficult
to attain without the aid of a pupils’ recital. -

In the second place, the recital enables a pupxl
to find herself, so to speak, and to develop a poise
in playing not usually found in those unaccustomed

power, the very
confidence and

not mean three
such a process

practice would

S ——— -

to playing for an audience.

In the third place, in addition to stimulating the
interest of jthe pupil, it secures the intcrest.of the
parents and keeps them in closer touch with the
teacher. These three results are in themscl\'.es
worth all the labor involved in preparation for it,
if it had no value as a means of making a

for a month.
tirely and

even

teacher’s work known.

WHAT IS A SUCCESSFUL RECITAL?

powers, these

Now, this is true only of a successful recital. Per-
haps the reiteration of the word “successful” may
have been noticed by the reader. What is’'a suc-
cessful recital? It certainly is not one that is pre-
ceded on the part of the pupil by weeks of nervous
anticipation and fear. On the contrary, a success-
ful recital is one that is looked forward to by the
pupil, one in which, though perhaps nervous, she
realizes that she has her nerves under control; one
in which, kunowing that she knows her piece, she is
confident that she can play it well, and does so
with an ease, certainty, artistic effect and aplomb can vary the
that render the performance a credit to herself and  Many of the
her teacher. .

But. exclaims the reader, is not this kind of a
recital a Utopian dream? Well, the writer has
been giving such recitals for over twenty years, and
he does not claim to be any more clever than his
fellow-teachers. Any good teacher who will com-
ply with certain essential conditions can give suc-
cessful pupils’ recitais. An enumeration of these con-
ditions may be helpful to some teacher who feels that
bis or her pupils’ recitals have not been successful

mishap.

The next
adding to the
first year can

to keep in
year after

This piece is

ones.

First, do not attempt to give a recital until you
have pupils who can play well. This advice might ance we are
seem needless were it not for- the fact that the béte
writer has attended many recitals where the pupils so the
(making every allowance for nervousness) evidently discovered
could not play well in private; why the teacher nervousness.
ronght them out publicly was beyond comprehension. from it than
Now, to play well does not mean that the pupil
must be a finished artist, or be obliged to play
difficult compositions, but that the piece played,
even if no more difficult than the first grade, should
be played in time, with a good touch and tone,
with good phrasing. pedalling and expression—in
short, musically. 1f the teacher cannot enable pupils

Third, do not allow a piece
has not been in practice at least one year before
the recital; tw
Paderewski that he never puts a piece on his recital.

time limit was two years.

result in making the player
hint from the concert pianist, the pupil’s scheme of

substitute a
end of a month this should also be dropped and
its place taken by a third piece.
piece has been practiced for a month return to
the first and go through the list again, giving each
piece one month’s practice and two month’s rest.
Keep repeating this procéss indefinitely.
be taken to choose pieces well within the pupil's

season
practice in the same way, and so each year keep

two or three times a week.
chosen, the length of practice and the interval of
rest are given only as an illustration of a systematic
method of building up a repertoire.

before the rec
ner requires only a short period of time each day,
and preparation for a recital in no way interferes
with the regular course of study.

Having prepared the piece
NOIr—nNervousness.

writer has
the sccret.

more nervous he was.

is useless to expect a successtul

Second, always let the piece to be played be one
that is much easier than the pupil’s normal grade.
More pupils come to grief through  attempting a
piece that is too difficult than from any other cause.
A piece that is difficult under normal conditions
becomes doubly so when the player is nervous.
If the pupil feels that she has plenty of reserve

consciousness of the fact gives her
helps to ward off nervousness.

PIECES MUST BE CAREFULLY SELECTED.

to be played that

o years is better. It is said of
he has practiced it for three years.
told the writer that his minimum
Of course, this does
years of continuous daily practice—
would, to borrow an athlete’s term,
“go stale.” Taking a

be as follows: Select an old piece,

memorize it and give it thorough daily practice

At the end of this time drop it en-
second old piece. At the

After the last

If care

three pieces should be played so

easily at the end of the season that they can be put
upon the recital program without any danger’ of

select three more pieces for
repertoire. The pieces practiced the
casily be kept up by playing them
The number of pieces

(The teacher
process as may seem advisable.)
writer’s pupils have a repertoire of

from five to twenty pieces, which they are required

constant
year.
is simply a matter of choosing a piece to be played.

review from the beginning,
When a recital is to be given it

then practiced daily for a few weeks
ital. Practice conducted in this man-

OVERCOMING NERVOUSNESS.

for public perform-
face to face with the artist’s
Can it be prevented? If
never met an artist who had
All artists are subject to
The greatest are no more exempt
the least. Paderewski once told the

now

writer that he suffered agony before every recital,
his nervousness taking the distressing symptoms
of mal-de-mer.
ever talked suffered from nervousness in a greater
or lesser degree, usually the greater the artist the
It is a question whether an
artist can rise to any great height unless he is

Every artist with whom the writer

young, as
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~ > for
nervous. Dudley Buck had a great contempt

: . Aate air freedon
those superior beings who boasted of thuf .
“You may depend upon 1, l
Now, though
be con-
the at-
that
very

from nervousmness. :
said, “they can’t deliver the goods.
cannot be prevented it can

nervousness
make

trolled by almost any one who w‘xll
tempt early enough in life. It 1is s
this training be commenced when t‘hc. pupil 18 Y
after the age of twenty 1t 18 much mor¢

essential

difficult to develop control of the nerves.

AUTO-SUGGESTION.

The factors that enter into the control of 1?('!‘\'ull~;
ness on the psychological side are suggestion and
auto-suggestion. If you know th_:u your pupt!
is thoroughly prepared, have the firm : :
that she will play successfully at the recital and

cull\'i((l'-ll

tell her so at every lesson for weeks before. Never

i cpect any er
intimate in any way that you expect any othe
result. 1f she is convinced that you are honest 1n

Iy
1y

your belief she will consciously or unconscious
come to believe it herself. You cannot do yo
pupil a greater injury than to let her feel that you
are not perfectly sure of her. The writer has more
than once seen a case of nervous fright followed by
a fiasco, which was caused by the fr)nlishm'.\; of
the teacher in expressing to the pupil a fear of the
result. The power of suggestion is wonderful when
properly used.

The application of auto-suggestion may be made
as follows: Every night after retiring and just lw_
fore dropping asleep let the pupil repeat to herself,
with an air of firm conviction, some such formula
as this: “I am thoroughly prepared, my teacher
is sure I can play well, I will have no fear; I shall
play well.” Reiterate this till drowsiness inter
venes, night after night for two or three weeks.
You will not realize the marvelous power of sug
gestion and auto-suggestion until you have practiced
them faithfully and systematically for a few
months.

e

CONTROL BY RELAXATION.

Another element in the control of nervousness is
relaxation of the muscles. . It is to be hoped that
the up-to-date teacher has already built his pupils’
touch and technic upon this foundation of loose-
ness or devitalization. As an instance of how re-
laxation of the muscles aids in securing nerve con-
trol, the writer would cite a case that came to his
notice recently. The mother of one of his pupils
extremely

was a woman of an nervous tempera
ment. She had for years been wunable to sit in a
chair without wriggling, twisting and twitching,

having all the symptoms of “the fidgets.” DBeing
conscious of her lack of repose, she went to Boston
for treatment, and in a few months she developed

a repose of manner that seemed marvelous when

contrasted with her former condition. She told
the writer that the course of treatment consisted
entirely of exercises in muscular relaxation. Mus-

cular contraction very frequently induces nervous
tension, and both conditions make it difficult, if not
impossible, to secure control of either muscles or
nerves.

SUB-CONSCIOUS PLAYING.

Another aid in controlling nervousness s sub
conscious playing. Any act that is performed
first with difficulty and only after deliberate thought
becomes, with manifold repetition, automatic and
is carried on without conscious volition. Walking,
writing, skating and bicycling are familiar examples
of this so-called action. Not until
the performance of a piece reaches this sub-con
scious stage is it possible to play it with perfect
ease and assurance. It is not the purpose of this
article to show how a piece can be brought t
this stage ]

sub-conscious

the process is explained in the article
on “The Sub-Conscious Mind in Piano Playing”
Tue Ervupe for March, 1909.

As an example of nervousness does not
affect any thing that is done sub-consciously, take
the alphabet. Probably most of us rattle
through it from a to z as fast as we could pre
nounce the letters; we could do this for an audience
even if we were nervous.

Suppose before the same
quired to start at z and repeat
wards; the chances are that before we had gon
very far we would stumble and get In\‘,'t'h.'.\‘_\‘ﬂ
tangled up. Why? We have the same twenty-si
letters and they are as easy -to recite backwar
as forward, but we can do the former onl

how

could

audience we were re

the alphabet bacl




\
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deliberately thinking each letter, while the latter
is done sub-consciously, or without any thought at
all.  Practice going backwards as often as we have
forward and we will do it just as easily, whether
nervous or not; in fact, the writer has a friend
who can recite it with equal rapidity either way.
This may be sufficient explanation of the aid which
sub-conscious playing renders in nerv-
Bring a piece to the stage where the
technical part of the performance requires as little
thought as the recitation of the alphabet, abandon
yourself to sub-conscious action, and you will play
the piece as easily and as automatically as you re-
cite the letters of the alphabet.

controlling
ousness.

PADEREWSKI'S REMEDY,

Perhaps the greatest aid in controlling nervous-

ness, however, i1s concentration of the mind. Pad-
erewski's nervousness has been alluded to. When
asked how he overcame it, he replied that when

hy h;lfl seated himself at the piano he concentrated
Il.lS mind intensely on the work in hand, and by the
time the had finished his first number he had be-
come ;so engrossed in his own playing that he
became completely oblivious of his audience. Now,
this power of concentration, like technic, must be
dc\'clgpctl by systematic daily practice. How this
practice is to be conducted may be learned by
referring to the article in Tue Etupe for Septem-
l).cr, 1910, on “The Development of the Power of
Concentration.” The sightless practice there de-
sc.ril)ed is one of the best methods of developing
this power that the writer is acquainted with, and
hf‘ requires his pupils systematically to study their
pieces in this way. As a result they have little or
no difficulty in concentrating when before an audi-
ence.

Besides the playing of pupils, there are other
things that contribute to the success of a recital.
:l:hcse’ may properly be considered at this point.
Ihe first is the card of invitation, which should
be either printed or engraved. The first cost of an
engraved plate may seem large, but the subsequent
cost of printing from it is comparatively small.
.I he tone which an engraved card gives to a recital
1s worth the extra expense. While to be well
dressed is not always an indication of prosperity,
!he world is prone to consider it as such, and it is
Just as likely to judge a recital by the appearance

of an invitation. The writer has found that an
engr:n*ml card draws a larger audience than a
printed one.
MAKING AN ATTRACTIVE PROGRAM.
Next a word in regard to the program. Let it

be short. An hour and a quarter in length should
be t‘hc extreme limit; one hour is better. Let your
audience go away wishing that they could have
hc:}r(l more, not feeling fatigued and bored. The
writer has seen many a good recital spoiled by a
program of inordinate length. Avoid this almost
universal fault. The arrangement of the program
should be carefully considered. Contrast the num-
bers, following a slow piece in a minor key by
one more brilliant in a major. As far as possible
follow one composition by another in a related
key.‘ Commence the program with your younger
pupils and lead up to a climax at the end with your
most brilliant players. One or two vocal solos
will agreeably break the monotony of a prorrraxﬁ
composed entirely of piano pieces. Padere\vskr and
Walter Damrosch are masters of the art of pro-
gram building, and much may be learned from a
stu_dy4 of their programs. Have your programs
a.rtxstlcally printed on the best paper. An attr:\c;
tive program is often preserved by the parents ot
your pupi.Is and shown to their friends. A cheap
program is poor economy.

ALWAYS HAVE A GOOD PIANO.

A good piano is a great aid to the player. A
gran(l .with a responsive action and beautiful tone
Is an inspiration in itself, so get the best instru-
ment possible, even if you have to rent it.

Now a few dont’s: Don’t rehearse your program
on the (.lay of the recital; in fact, don’t do it at all.
The writer has found that a rehearsal often does
more harm than good. If a pupil makes a slip she
\\'1]1. be apt to worry about it. When before an
audlengc nothing makes a pupil more nervous than
tn‘ anticipate a mistake at a certain place in the
piece. For the same reason, don’t let the pupil

practice or even play the piece on the day of the
If she is not sure of it by that time one

recital.

THE ETUDE

day's practice will not improve it any. The

writer

with more spon-

has found that his pupils play C
given an

taneity and freshness if their pieces are
absolute rest for two days before the recital.
Don’t seat the audience close to the piano.
Artists are more nervous under such conditions,
and pupils will surely be so. Don’t stand or sit
by your pupil when she is playing. Many teachers
who ought to know better do this, with th_e result
that the pupil who is already nervous 1S made
more so by the feeling that she is being watched.

ENCORES.

Don't allow encores at a recital and don’t allow
flowers to be handed up to pupils. The pupils
who do not get an encore or flowers are apt tf’
have heart-burnings. Show no favoritism. Don'’t
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A RECITAL INVITATION WITH CHARACTER.

]ook daggers at a pupil or express any impatience
1{ she fails to do as well as you expécted. Con-
mfler that she feels mortification enough already
without your adding to it; the Golden :Rule appiies
here.

Finally, be calm and serene yourself during the
perf’ormance of the program. If you are nervous
don’t show it. Your nervousness will not fail to
gﬂ’ect'your pupils, while a calm air of confidence
in their ability will act as an inspiration to them.

RECITALS SHOULD BE GIVEN FREQUENTLY

Pupils’ recitals, in order to be of any educational
}'alue, should be given frequently and at regular
mtervals_. say, monthly or once in two month(s
One recital at the end of the season helps the pu ii
very Little, if any, in con‘rolling nervousness and de\'gl
oping aplomb, while if she is obliged to play fr :
quently and regularly she quickly acquires(io F—
dence. By dividing your pupils into two ér thrrlel-
groups recitals can be given monthly without ie
t‘crfcrmg with the regular course of study Tln-
first group could play one month, the second. ro]e
the next, the third the next. Fach group \% 1;3
thus have two months for preparation, and -
paratively little labor on the part of éit‘her iy
or teacher would be required. it

THE student who has heard and hag worked a great
deal should not require a master i
p to ur,
Moscheles. Wi

. side of the non-musical parent in a way

GIVE CHARACTER TO YOUR RECITAL, .

BY ARNOLD WAHLE,

have found it very desirable from
social standpoint to give each recital
It should be r(.”u,l“])cred
that at all times the recitals must appeal to ‘h}- pub]ic
he teacher desires to reach. In many cases this I'Ub'hc
Fe too musical. Often the conventional pupilg’
]rseciI;Z?emay fail to attract because it is :\.i\,d? in
perfunctory a manner. Great interest may in some
cases be added by giving the recital a \1.(.(-,.“1 5('1tl.ng.
For instance, the teachgr who makes I_u-r fall l‘cqtgl
a little out of the ordinary by decorating her studio
with autumn leaves, or the one who gives a special
recital commemorating some important musical event

is evading the commonplace and touching the human
which will

Many teachers

the business and
2 distinctive character.

11 else is forgotten.

be remembered when a
certain

Of course,
some teachers feel themselves tmdcr stilted
ethical bonds which will not permit 1_hvm to go beyond
the limits which govern the professional pianist when

playing in a recital hall. These teachers often make

the mistake of having their recitals too uninteresting
and too uneventful. A plentiful supply of roses in
June (the recital season) makes it possible for the

the studio
ful flowers.
whole event,
gotten that
ace of real
At best

teacher to add much to the attractiveness
or the stage by the addition of these be
This seems to give a note of color to tl
In all cases, however, it should not be
additions of this sort will never take th
musical efficiency upon the part of the pupils
they are but the frame for the picture.
A well prepared program and an at

tive invita-

tion form add greatly to the interest the recital
and easily repay for the few dollars spent to secure
these additions. Program blanks can now be obtained
with an attractive cover-page and amp! oom inside
to write in or print in the program numbers, These
are very inexpensive. The reader can r ly see how
the blank - of an invitation similar to t! illustrated
on this page would add greatly to a | recital or
“Rose Time Recital.” The teacher who desires to
save expense may take this issue of Tn rUDE to a

printer and have a line cut of this mad ['his will
save the cost of “setting up” and will ke a very
pretty invitation form with a design n more at-
tractive than that which might be obt d at the
local printer’s. The cost of such a line should be

%n the vicinity of three dollars. The pap ind print-
ing would be extra, :

f} Rose program selected from the foll ng list for
a Rose. Time Recital” should be pract and very
fascinating to the average audience, wl spring 19

herg in all its wonderful glory:
- Piano Pieces: “Bridal I\)(;.\'(‘.\." G 1
Rose ‘Petals,” Paul Lawson: “In the

H. Reinhold; “Love and Roses

Spaulding;
Garden,”

« . (waltz \W. Rolfe:
LPans1es and Roses” L. P, Briun: “Ju Rosea™ ;;
. Spaulding; “Brier Rose” 'G: 'F, Ham “In 1'-‘r;,q:

rance of Roses,” W. Miiller: “Pathwav o
W. Kern; “In a Path of Roses,” l I':l'\\\ lkeln; “But-
terﬂy and the Rose,” P, W \c11.<‘ "‘I o Faytd
Heins; “VE‘lISC Rose,” P, Ron.urld S
“OSnoenngl.: ‘Message of the Rose,” L. 1
e 1$pze, Belczyved, of the Rose,” P. A.
i N e R‘?se, J. H. Rogers: “Thre
fag e oIt e Parting ‘Rose” Wim. H

R '\\\‘.. (.-

Gottschalk;

Schnecker;

Roses Red,”
Pontius.

AWAKENING THE DI\;INE SPARK.

BY EUGEN D'ALBERT,
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The Ten Most Important Epochs In g

Musical History

By PROFESSOR HERMANN RITTER =

Of the Royal Conservatory at Wiirzburg

[Hermann Ritter was born in Wismar, Mecklenburg, Ger-
many, September 26th, 1849, and is rcg‘s').rded as one of the
most gifted writers upon music of our times. In his youth
he was a concert violinist of note. While studying at
Heidelburg University, he evolved the idea of making a
new instrument of the violin family which he named the
“yiola Alta,” contending that the proportions of the viola
used in the string quartet were acoustically incorrect. He
soon had many followers, and among his staunchest sup-
porters were Franz Liszt and Richard Wagner. The latter
realized and appreciated his ability combmeq with his
erudition, and frequently consulted him regarding the or-
chestration of his master works. In fact, Prof. Ritter be-
came an attaché of the Beyreuth Opera House, and was
invaluable to Wagner during the presentation of the Nie-
belungenlied. Many of his pupils - have since been espe-
cially selected to play in the Beyreuth Opera Orchestra.
dittor studied at the Neue Akademie der Tonkunst and
the Royal High School for music in Berlin, where he was
a pupil of Joachim. He was also a close friend.ot‘ Rubin-
stein, His best-known work is his famous six .volume
“Pistory of Music.”” This work is published only in Ger-

man. :
Considering Prof. Ritter's eminence and accomplishments,

Tar ETupm feels especially honored in being able to pre-
sent the following article, which deserves reading ar}q re-
reading many times by all sincere music students. W}‘ltten
with the view of fixing the main outline of musical history
well in the pupil's mind, Prof. Ritter has chosen_the fol-
lowing as the ten most important epochs in n.msu:al. his-
tory: 1. The Earliest Stage of Church Music (Bishop
Ambrosius.) 2. The Epoch of Hucbald and d’Arezzo. 3.
The Bpoch of the Netherlanders. 4. The Epoch of Pales-
trina and His School. 5. The Epoch of the Rise of Opera.
6. The Epoch of the Classic Masters of Germany. 7. The
Epoch of the Song and its classic master, Schubert. 8.
The Epoch of the Musical Romanticists. 9. The Epoch of
the Development of Program Music. 10. The Epoch of
Richard Wagner. Translated by Miss F. Leonard.

1t is evident that this series will prove of a nature that
our readers will desire. to preserve for permanent refer-
ence.—EDITOR’S NOTE. ]

Just as in nature forms can be changed, just as in
human life habits and customs must vary; so Art,
the spiritual image of life, is ever subject to con-
stant change. And the function of history is to
show us in what manner developments have per-
fected themselves, how they have reached their
culmination, only to make way in turn for some new
development. The history of music also teaches us
the changes in the feelings and moods of men, as
well as in the forms in which they have been ex-
pressed. When we consider the development of
music among the nations who have deeply con-
cerned themselves with it, we observe that the art
has been inseparably connected with their whole
intellectual outlook. Any work of art must always
be judged according to the intellectual and social
life of its period, as well as by the peculiarities of
the people or individual who created it. Life and
art are intimately .related. Therefore the forms of
expression vary according to the moving impulses
and ideals of the period in which they are given
utterance.

In this way, therefore, we find different principles
ruling in the various phases of the development of
music. Thus, for instance, the flowering of the
highest ideal of church music is represented by the
two great masters, Bach and Palestrina, in whose
music the sublime is combined with the true. The
ideal of the greatest truth and the highest beauty
is found in the epoch of Haydn and Mozart. The
ideal of characteristic expression combined with the
highest truth is to be found in Beethoven’s last
period, in Berlioz, Liszt and Wagner. Wherever
among the contemporaries of these great masters
we find truth lacking, there we find the baroque, the
insincere style arising.

EARLY CHRISTIAN MUSIC.
We know that music became the language of the
deepest emotions of life at a time when Christianity
was the great temporal power of the world; and in

the Christian church from the fourteenth to the six-
teenth centuries developed each of the chief ele.:-
ments of music, as well as melodic and harmonic
choral singing.
laid the foundations of a Diatonic System of Melody
in his “Antiphonarium.”

Pope Gregory (about 600 A. D.)

The fundamental princi-

ples of harmony were systematized in the tenth cen-
tury by Hucbald.

Rhythm (mensural notes) came
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into its own through Franko of Cologne in tne
thirteenth century; and from the twelfth to the
fourteenth centuries, among the learned musicians
of France, the first beginnings of counterpoint
were initiated—the counterpoint which from the fif-
teenth to the sixteenth centuries was to be further
developed by the Netherlanders until- finally, on
Italian soil, in the music of the church, it blossomed
to its finest flower in the music of Palestrina.

THE GREGORIAN CHANTS.

We must regard the diatonic style, as represented
by the Gregorian chants and the works of Palestrina,
as the principal characteristic of the music of the
first fifteen centuries of the Christian era. On the
other hand, the characteristics of the music of the
middle ages (and of modern music also) are:
1. The use of the chromatic scale and enharmonic
changes in addition to diatonic harmonies, and 2.
Free counterpoint, as well as the highly differen-
tiated use of the instruments of the orchestra, the
technical possibilities of which had greatly expanded
—as they continued to do even during the nineteenth
century. The psychology of the modern orchestra
is already totally different from that of a hundred
years ago. [ consider that the technic of listening

is also quite different from what was formerly re-
quired, just as national and individual consciousness
has altered and the expression of it was changed;

Whoever has traced carefully the development of
music in connection with the various epochs of gen-
eral history will have observed the following general
law: Each separate period of art undergoes gradual
changes. We see its exponents ripen and rise gradu-
ally to a certain height, remain at this height for a
time, and then gradually decline. The decline occurs
when there is no longer necessity for renewed pro-
duction, and when the highest proficiency in skill has
been reached; that is, when skillful use of form, as
well as use of the external technical means, can be
learned mechanically and used in imitation merely.
Form and technical means are not interesting in them-
selves. Only the content (the reality, the idea they
express) is interesting.

When original genius is lacking, original content is
usually lacking also. Moreover, it is a law in the devel-
opment of music that all significant phenomena must
struggle for recognition. Such phenomena arise from a
deep inner necessity for expression; when this necessity
has passed, then the phenomena disappear also, and
new phenomena, corresponding to the changed spirit of
the times, take the place of the earlier ones. This
seldom happens, as I have said, without a struggle.
Inseparably connected with the entire intellectual out-
look of a people, and with the life and attitude of the
individual, is the process of development of its musical
life. In fact, we may consider it with reference to its
environment.

At first we perceive music in the heart of the church,
for from the beginning of the Christian era till the
sixteenth century music as an art was found exclu-
sively in the churches and convents. Then it appeared
in worldly life, leaping directly from the churches to
the theatre. From the theatre, in which the opera, as
well as virtuosity in singing and in performance upon
single instruments developed, it withdrew to the draw-
ing-room (camera), resulting in the origin of chamber

From the salon to the concert hall was the
modern national con-

music.
next step. Influenced by the
sciousness, it proceeded to the greater public concert
halls and public gardens. In the various classes of
human society, therefore, music was at first the privilege
of the heads and scholars of the church (church music),
then of the princes and nobles (opera and chamber
music), until it finally became the common property of
all the people (part songs. songs for single voice, in-
strumental music, opera, oratorio).

Moreover, the various means of expression employed
by the tone-poets in the course of music’s development
are typical of the different epochs of style. In the
period after the birth of Christ from Ambrosius and
Gregory to Palestrina, church music was purely vocal
in character. Song ruled and determined the style of
all the music of this time. In the period marked by
the works of Bach and Handel, the style created by
the organ is recognizable throughout. The style of
Gluck, Haydn, Mozart and the younger Beethoven is
determined by the string instruments. The string
quartet is the basis of the orchestra. The instrumental
melody predominates even in the song of this period
especially in Italian opera. Piano and orchestra are
still undeveloped. The piano is the instrument of the
modern composers ‘(Beethoven, Mendelssohn, Chopir
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Brz inati
rahms, Liszt)., The combination of all the means of

c)xpr'cssmn‘of orchestra and voices is characteristic of
Berlioz, Liszt and Wagner, also of Richard Strauss.
In song the declamatory style predominates (based on
?he syllabic proportions of the words). The orchestra
is dc.\'elnpcd to its utmost limits, according to the
peculiar character of each instrument. %

NATIONAL INFLUENCES.
; ITALY is to be considered the home of music, be
in Ttaly the germs of all musical forms developed
Later she yielded the supremacy to Germany, who il{
turn shared the fruits of her labors-wi h Ulilcr lands
as, for example, the Slav, Magyar and :
as well as England and ;\nwri.m. In
Handel

cause

Scandinavian,
the music of
; and Mozart we must recognize bo'h Iialian
and German influence: in Meyerbeer, German Imli"m
and French. It is interesting to observe how li)c t‘hr‘ce
clements of music, melody, rhythm and harmony ap-
pear as the influences of the music of Italy, Fr ‘

‘ ance
and Germany., :

!11 the music of Ttaly, melodic style
in that of France, rhythmic style is
! and in that of Germany, harmonic poly-
phonic and contrapuntal. No country exccpt‘ Italy
has p:lssc(l through so comprehensive a development o'f
music as has Germany, The following plan will illus-

predominates ;
strongest,

trate these facts: it

l. GERMAN RELIGIOUS Music-brAMA,
The mystery plays of the Middle Ages.
The Passion Music of Bach.
Parsifal of Wagner, : i

2 M
2. GERMAN INSTRUMENTAL MUSIC.

J. Sebastian Bach, Ph. E. Bach, J. Haydn, Mozart
lfccthu)’cn, Schubert Mendelssohn, Brahms, Ber—’
lioz, Liszt, Wagner, R. Strauss, Bruckner, Mahler.

(‘Sui‘c. Sonata, Symphony, Symphonic  Poem
Symphonic Ode.) :

3. ORATORIOS,
Handel, Haydn, Mendelssohn, M. Bruch

4. Sonc. ' ]

» S N
‘)(th, Mozarp 3eethoven, Schubert, Mendelssohn
S.chumzmn. Franz, Liszt, Wagner
binstein (whose songs follow
" style), Brahms, Strauss, Wolf
GERMAN OpER W0 G :
J. GE JPERA AND GERMAN NATION SIC
M AL JSIC-
DRAMA, e
Gluck, Mozart, Beethoven
g d et
Wagner, R. Strauss, Schillings,
dinck.
‘ Two principles of musical style hav
in _lhe course of the eighteenih
turies; one based on treatment
and conventional forms,
treatment.
.The music of the first style
.tmnal form and has no de
it P i i
s‘ c;mt(nt. The .music of the second is derived from
purely  psychological principles; that is, this music
1)sf merc.‘l_v t!]c expression of a mood, and the painting
(] g sfntuntmn; its form is deduced from the princi
vle . . ~ . 3
I (s] Ot a poetical idea, and finds its justification and
explanation by means of a program. All forms of
'mu.su..lexceptmg the oratorio, which has never pa;sserl
AR e {
yond certain limits of convenience and tradition—

a pure German
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ard Strauss, has shown. He introduced
in his works, compelling the instruments
tra to obtain remarkable effects. H
orchestra, the culmination (up to the pr )
of the wave of highly developed orchestra-technic.

AN IMPORTANT TRANSITION.

The first wave, as we Kiow. was the transition from

the. old classic writers to the romantic school. Webe

closely followed by Mendelssohn, with reference to
orchestra-technic, is an example. A special distinctive
mark of modern music is the individual, the personal,
the subjective quality, in contrast to the objective. A
characteristic difference between the art-principle of
the older classicists and that which developed in the
romanticists, as well as with Berl'oz, Liszt and Wag-
_ In considering the construc-
tion of a work of art, the classicists took care to. pro-
duce a certain continuous flow of development in the
thematic material according to the requirements of
conventional forms, their contemporaries, more or less,
following with a theory which they had studied out:
in general, the artistic conception was objective (rather
than other). With the later and latest composers the
art pripci_ple lies in the inspiration, the intuition, and
the artistic conception is more or less subjective, free-
ing the art of sounds from compulsory form, The
ideals, the i'rmer being of a time or an individual, finds
expression in any art, especially in music, the sphere
4 Hfstory suffices to show us how man is
:}1:(1:1elztwtooior;t;?:ﬂalch‘z;:g: S we must suppose that  CBme about the general developm of
This:the development )d{,nge:Pe;S‘S,t-,“) Hanion 315_9-
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In October of last year THE ETUDE issued a sp(u‘a_
“S{elf‘help. Uplift and Progress’ number which 1111(_1\1«7—_
tionably inspired many earnest ETUDE readers to higher
efforts and better work. The following ox‘tract fro_m< a
noted self-help book was intended for our Self-help issue,
and is printed by the author’s permission. Qe
Not 1since the days of Samuel Smiles has tho_\\Olld
known a personality who has had so much to dg with en.-
couraging young men and womch as Dr. Orison Swett .\Ia_l:
den, editor of NSuccess. Dr. Marden has suggested as his
contribution to these appreciations I.Jf the wpn(}oys of self-
help, the “Self-Help'’ chapter in his book ‘Rising In th‘e
World” (copyright 1894 by Orison Swett M?rden). A por-
tion of this ‘chapter follows.-—EDITOR Tae BETUDE.]

“CoronEL CrocKETT makes room for himself,” ex-
claimed a backwoods congressman in answer to the

7.t N
exclamation of the White House usher to ‘“Make
Yoom for. Colonel Crockett!?s «This remarkable man
was not afraid to oppose the head of a great nation.
He preferred being right to being president. Though
rough, uncultured, and uncouth, Crockett was a man
of great courage and determination.

; e U

“Poverty is uncomfortable, as I can testify,” said
James A. Garfield; “but nine times out of ten the
best thing that can happen to a young man 1S to
be tossed overboard and compelled to sink or swim
for himself. In all my acquaintance I have never
known a man to be drowned who was worth the
saving.”

Garfield was the youngest member of the House
of Representatives when he entered, but he had
not been in his seat sixty days before his ability
was recognized and his place conceded. He stepped
to the front with the confidence of one who be-
longed there. He succeeded because all the world
in concert could not have kept him in the back-
ground, and because when once in the front he
played his part with an intrepidity and a command-
ing ease that were but the outward evidences of the
immense reserves of energy on which it was in his
power to draw. ;

EVERY MAN SETS HIS OWN RATE.

“Take the place and attitude which belong to
you,” says Emerson, “and all men acquiesce. The
world must be just. It leaves every man with pro-
found unconcern to set his own rate.”

“A person under the firm persuasion that he can
command resources virtually has them,” says Livy.

Richard Arkwright, the thirteenth child, in a
hovel, with no education, no chance, gave his spin-
ning model to the world, and put a scepter in Eng-
land’s right hand such as the queen never wielded.

Solario, a wandering gypsy tinker, fell deeply in
love with the daughter of the painter Coll’ Antonio
del Fiore, but was told that no one but a painter
as good as the father should wed the maiden.
“Will you give me ten years to learn to paint, and
so entitle myself to the hand of your daughter?”
Consent was given, Coll' Antonio thinking that he
would never be troubled further by the gypsy.

About the time that the ten years were to end
the king’s sister showed Coll’ Antonio a Madonna
and Child, which the painter extolled in terms of
the highest praise. Judge of his surprise on learn-
ing that Solario was the artist. His great deter-
mination gained him his bride.

Louis Philippe said he was the only sovereign in
Europe fit to govern, for he could black his own
boots.

When asked to name .his family coat-of-arms, a
seli-made President of the United States replied,
“A pair of shirtsleeves.”

It is not the men who have inherited most, except
it be in nobility of soul and purpose, who have
risen highest; but rather the men with no “start”
who have won fortunes, and have made adverse cir-
cumstances a spur to goad them up the steep mount
where

“Fame’s proud temple shines afar.”

To such men every possible goal is accessible, and
honest ambition has no height that genius or talent

tnay tread, which has not felt the impress of their

feet.

You may leave your millions to your son, but
have you really given him anything? You %an
not transfer the discipline, the experience, the
power, which the acquisition has given you;eyou can
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not transfer the delight of achieving, the joy felt
only in growth, the pride of acquisition, the char-
acter which trained habits of accuracy, mcthmd,
promptness, patience, dispatch, honestyvot dealing,
politeness of manner have developed. Ygu can not
he skill, sagacity, prudence, foresight, which
' It meant a great deal
In climb-
muscle,

transfer t
lie concealed in your wealth. :
for you, but means nothing to your heir.
ing to your fortune, you developed the .
stamina, and strength which enabled you to main-
tain your lofty position, to keep your millions intact.

. You had the power which comes only from experi-

ence, and which alone enables you to stand firm on
your dizzy height. Your fortune was experience .10
you, joy, growth, discipline, and character; to him
it will be a temptation, an anxiety, which wi!_l prob-
ably dwarf him. It was wings to you, it W_lll beia
dead weight to him; to you it was education and
expansion of your highest powers; to him it. may
mean inaction, lethargy, indolence, weakness, ignor-
ance. You have taken the priceless spur—necessity
—away from him,' the spur which has goaded man
to nearly all the great achievements in the history
of the world.

HOW DEPRIVATIONS STRENGTHEN

You thought it a kindness to deprive yourself in
order that your son might begin where you left off.
You thought to spare him the drudgery, the hard-
ships, the deprivations, the lack of opportunities, the
meager education, which you had on the old farm.
But you have put a crutch into his hand instead of
a staff; you have taken away from him the incentive
to self-development, to self-elevation, to self-disci-
pline and self-help, without which no real success,
no real happiness, no great character is ever pos-
sible. His enthusiasm will evaporate, his energy
will be dissipated, his ambition, not being stimulated
by the struggle for seli-elevation, will gradually die
away. If you do everything for your son and fight
his battles for him, you will have a weakling on
your hands at twenty-one.

“My life is a wreck,” said the dying Cyrus W.
Field, “my fortune gone, my home dishonored. Oh,
[ was so unkind to Edward when I thought I was
being kind. If I had only had firmness enough to
compel my boys to earn their living, then they would
have know the meaning of money.” His table was
covered with medals and certificates of honor from
many nations, in recognition of his great work for
civilization in mooring two continents side by side
in thought, of the fame he had won and could never
lose. But grief shook the sands of life as he thought
only of the son who had brought disgrace upon a
name before unsullied; the wounds were sharper
than those of a serpent’s tooth.

During the great financial crisis of 1857 Maria
Mitchell, who was visiting England, asked an Eng:
lish lady what became of daughters when no prop-
erty was left them. “They live on their brothers,”
was the reply. “But what becomes of the Ameri-
can daughters,” asked the English lady, “when there
is no money left?” “They earn it” was Miss
Mitchell’s reply.

“A man’s best friends are his ten fingers,” said
Robert Collyer, who brought his wife to America in
the steerage.

There is no manhood mill which takes in boys
and turns out men. What you call “no chance”
may be your only chance. Don’t wait for your place
to be made for you; make it yourself. Don’t wait for
somebody to give you a lift; lift yourself. Henry Ward
Beecher did not wait for a call to a big church with
a large salary. He accepted the first pastorate
offered him, in a little town near Cincinnati. He
became literally the light of the church, for he
trimmed the lamps, kindled the fires, swept the
rooms, and rang the bell. His salary was only
about $200 a year—but he knew that a fine church
and great salary can not make a great nran. It was
work and opportunity that he wanted. He felt that
if there were anything in him, work would bring it
otit.

BEETHOVEN’S FAMOUS REMARK.

When Beethoven was examining the work of
Moscheles, he found written at the end, “Finis, with
God’s help.” He wrote under it, “Man, help your-
self.”

A white squall caught a party of tourists on a
lake in Scotland, and threatened to capsize the boat.
When it seemed that the crisis had really come, the
largest and strongest man in the party, in a state
of intense fear, said, “Let us pray.” ' “No, no, my
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man,” shouted the bluff old boatman, “let the little
man pray. You take an oar.”

The grandest fortunes ever accumulated or pos-
sessed on earth were and are the fruit of endeavor
that had no capital to begin with save energy, in-
tellect, and the will. From Creesus down to Roc}\'t“
feller the story is the same, not only in the getting
of wealth, but also in the acquirement of eminence;
those men have won most who relied most upon
themselves. ;

“The male inhabitants in the Township of I,.()alc!.‘*
dom, in the County of Hatework,” says a })I'l'lltl’l'S
squib, “found themselves laboring under great 1ncon-
venience for want of an easily traveled road between
Poverty and Independence. They therefore peti-
tioned the powers that be to levy a tax upon thc‘
property of the entire county for the purpose /0l
laying out a macadamized highway, broad and
smooth, and all the way down hill to the latter
place.”

Man is not merely the architect of his own fate,
but he must lay the bricks himself. Bayard Taylor,
at twenty -three, wrote: “I will become the sculptor
of my own mind’s statue.” His biography shows
how often the chisel and hammer were in his hands
to shape himself into his ideal.

Labor is the only legal tender in the world to true
success. The gods sell everything for that, nothing
without it. You will never find success “marked
down.” The door to the temple of success is never
left open. Every one who enters makes his own
door, which closes behind him to all others.

GREAT MEN AND CIRCUMSTANCE

_ Circumstances have rarely favored great men.
They have fought their way to triumph over the road
of difficulty and through all sorts of opposition.” A
lowly beginning and a humble origin are no bar to
a great career. The farmers’ boys fill many of the
greatest places in legislatures, in business, at the bar,
in pulpits, in Congress, to-day. Boys of lowly origin
have made many of the greatest' discoveries, are
presidents of our banks, of our colleges, of our uni-
versities. Our poor boys and girls have written
many of our greatest books, and have filled the
highest places as teachers and journalists. Ask al-
most any great man in our large cities where he
was born, and he will tell you it was on a farm or
in a small country village. Nearly all of the great
capitalists of the city came from the country.

Isaac Rich, the founder of Boston University, left
Cape Cod for Boston to make his way with a capital
of only four dollars. Like Horace Greeley, he could
find no opening for a boy; but what of that? He
made an opening. He found a board, and made it
into -an oyster stand on the street corner. He bor-
rowed a wheelbarrow, and went three miles to an
ovster smack, bought three bushels of oysters, and
wheeled them to his stand. Soorf his little savings
amounted to $130, and then he bought a horse and
cart.

Self-help has accomplished about all the great things
of the world. How many young men falter, faint, and
dally with their purpose because they have no capital
to start with, and wait and wait for some good luck
to give them a lift! But success is the child of
drudgery and perseverance, It can not be coaxed or
bribed; pay the price and it is yours. Where is the
boy to-day who has less chance to rise in the world
than Elihu Burritt, apprenticed to a blacksmith, in
whose shop he had to work at the forge all the day-
light, and often by candle-light? Yet, he managed, by
studying with a book before him at his meals, carry-
ing it in his pocket that he might utilize every spare
moment, and studying at night and holidays, to pick
up an excellent education in the odds and ends of
time which most boys throw away. While the rich
boy and the idler were yawning and stretching and
getting their eyes open, young Burritt had seized the
opportunity and improved it. At thirty years of age
he was master of every important language in Europe
and was studying those of Asia. What chance had
such a boy for distinction?

WaHEN I made a mistake in a struck
wrongly notes or leaps which he (Beethoven) often
wanted specially emphasized, he seldom said anything:
but if my fault was in expression, or a crescendo, etc..
or in the character of the piece, he became angry, be
cause, as he said, the former was accidental, while the
latter showed a lack of knowledge, feeling or attention.
He himself very often made mistakes of the former
kind, even when playing in public.—Ferdinand Riis.
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Educational Notes on Etude

Music
By PRESTON WARE OREM

ROMANZE—W. A. MOZART.

Lovers of the classics will enjoy this fine piece. It
is delicate and refined in Mozart’s happiest vein. The
classics should never be neglected, as they form the
basis of all that is best in musical art, both creative
and interpretative. Mozart will never grow old-fash-
ioned.

VALLEY OF REST—F. MENDELSSOHN.
This is one of Mendelssohn's most beautiful part-
songs for mixed voices arranged as a piano solo in
the form of a “song without words.” Mendelssohn
wrote many of these part-songs but they are not sung
nowadays as much as they should be. His rare
melodic inspiration was not confined alone to the
“songs without words,” and these and the part-songs
have much in common. “Valley of Rest” makes an

effective piano piece, quiet, refined and expressive.

VALSE IMPROMPTU—L. G. JORDA.

Mr. Jorda, the Mexican composer, has been repre-
sented in our pages a number of times, and always
with success. His “Valse Impromptu” is a brilliant
piece of writing, with taking and well-defined themes.
It should be taken rapidly and with a crisp, sparkling
touch. A fourth or fifth grade pupil should do well
with this piece.

MELODY OF LOVE, (PARAPHRASE)—H. EN-
GELMANN.

The original “Melody of Love” has proven one of
the most popular piano pieces of the day. It has been
arranged for voice, for violin, for cornet, for band
and orchestra, and has been successful in all these
forms. The composer has now elaborated it in the
form of a “Paraphrase.” This new edition renders it
still more available as a piano solo for recital or
drawing-room use.

ROUND WE GO—H. PARKER.

Here is a real waltz, one that can be danced to. Tt
will also afford pleasure as a recreation or drawing-
room piece. Mr. Parker, who is hest known by his
many successful songs, never writes unless he has
something good to say; moreover, he is one of those
who believe in melody. Any third grade pupil should
do well with this ‘piece.

COLUMBINE—A. J. SILVER.

This is a graceful and fanciful dance movement by
a talented English composer. It should be played in
the stvle of an air de ballet, in a capricious manner
and with much freedom of tempo. The principal
themes must be well contrasted.

SONG OF THE BATHERS—P. WACHS.
Paul Wachs has enjoyed a popularity for some years
as one of the best writers of high-class drawing-room
music. “Song of the Bathers” is a good representa-
tive piece, tuneful and scintillating. Tt must be played
gracefully and with finish,

SERENADE OF HARLEQUIN—TH. LACK.

This is a clever descriptive piece by the well-known
French composer. Tt illustrates a familiar scene from
the conventional Christmas pantomime. Harlequin
strums his guitar beneath Columbine’s window and sings
a love-sick serenade. The text accompanying the
music describes the outcome, suggesting the proper in-
terpretation of the piece.

MY BELOVED—A. HILGER.

This is a graceful gavot.e in modern style by a con-
temporary German writer. The modern gavotte is, in
reality, more like a schottische. This piece is an ex-
cellent representative of its class with characteristic,
clearly defined themes. It will prove useful with third
or fourth grade pupils as a study in chords and octaves.

1
BABBLING BROOKLET—F. E. FARRAR,

This is a clever little teaching piece which will re-
quire nimble fingers and good rhythmic sense. It must
be played brightly and in descriptive style.

THE ETUDE

LAND OF DREAMS—CH. LAL‘WEN&-‘ ol
This is a charming cradle-song, by 2 SfULl]C?San o
gian composer. It must be played tasteiu) ';dle G
expression. All the passage-work in the m'1( - o
should be played in a subdued manner and

hurrying.

LEFT! RIGHT !—CHAS. LI'I\'DSAY. .

This is a taking march movement for young plfiyreeq—.
It derives its name from the fzumh':\r military exlzkéd
sion, “Left! Right!” Owing to th‘mr .slrongly' m_at'me
rhythms, marches are always useful in teachmgl 1 .
and steadiness of movement. Morcover, pupils alway

like them.

HUMORESKE (FOUR II:\‘\'I)_S,)—;.\. DVORAF.
This popular piece, originally for piano solo, has
been arranged variously. As a fuur-l}and number 1t
should prove very successful. In this form oppor-
tunity is afforded for bringing out the melody‘morc
stmn'gl\' and for adding solidity to the accompa‘mmfn't:
It will be noted that the melody “Suwanee Rlv.er is
introduced in the Secondo part. Although this_ls not
the composer’s own idea, it is quite in keeping with the
character of the piece as a whole and adds much to
the general interest.

Some of the large concert orchestras have employed
the same device in playing this piece.

CHRISTMAS EVE (FOUR HANDS)—P. HILLER.

This is an original four-hand piece, not an arrange-
ment, clever and characteristic. Play it in a spirited
manner like a joyous dance. '

SOUVENIR (VIOLIN and PIANO)—R.
GEBHARDT.

Mr. Gebhardt is known to our readers as one of the
winners in our recent Prize Contest for Piano Compo-
sitions. His “Souvenir” is a new work for violin, well-
written and effective. It should be played in true
emotional style with breadth and fluency. The “double-
stops” are not difficult but they must be kept well in
tune.

TWILIGHT SONG (PIPE CRGAN)—F. N.
SHACKLEY.

As a piano solo this piece won a prize in our recent
Contest for Piano Compositions. The composer, who
is himself an organist of note, has arranged and am-
plified this number for pipe organ. In this shape it
should win much favor, as it is very effective.

THE VOCAL NUMBERS.

Mr. George B. Nevin is well-known to our readers.
His “Love and the Rose” is one of his prettiest songs.
It will demand a rich, full voice of medium or rather
low compass.

“An Irish Love Song,” by Norman Leigh, is one of
the best Irish songs we have seen in some time. It has
the true lilt. This would make a splendid encore num-
ber.

“Thou Art Like a Flower,” by Frances McCollin, is
a very tender and sympathetic setting of a familiar
text. This young composer has real talent.

“LEST WE FORGET.”

SOME time ago a symposium was published in Trur
Etupe upon “The Musical Faults America Must Cor-
rect.”” The contributors were musicians whose rank
in their profession and experience of American con-
ditions made their criticism of the utmost value. No
doubt many music lovers took their words to heart
and profited by them. No doubt many more took them
to heart—and forgot all about them. It is for the sake
of these last that we offer the following brief analysis
of what was said and who said it: e

“Commercialism and lack of broa
—Mrs. Bloomfield-Zeisler.

“Superficial training of children”—Arthur Foote.

“Lack of thoroughness.”—Dayid Bispham.

“Superficiality.”—Clarence Eddy.

“Lack of ear-training and broad
William H. Sherwood.

“Over-haste
Damrosch.
“Superficiality.”—FE. R. Kroeger.

“p
eeds of students”_

d musical culture”

general culture,”—

and lack of thoroughness.”——Frau/c

Setter classification of the n
H. T. Finck.

“Haste and commercialism.”-.-4. Lambert.
“‘Too.ma:ny ‘fake notions’ and financial greed”_
Emil Liebling.

“Lack of foundation, conception and

definite aim?”_
Dr. H. G. Hanchett, R
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Arthur Foote

Born

March 5th, 1853, at
Salem, Mass.

American Organist and

Best known

Composer.

work: Sym-

phonic Poem for Orchestra
“Francesca da Rimini.”

Johannes Brahms
Born March 7th, 1833, at
Altona, Germany.
Composer, Pianist and
Conductor.

Best known works : “ Ger-
man Requiem,” four Sym-
phonies, Hungarian Dances.

Pablo de Sarasate

B()I'Il

March 10th, 1844, at

Pampelona, Spain.

Composer and

Violin
\'irl uo0so0.

Best known w
geunerweisen

Aragonesa.”

Born March 12th, 1837, at
Boulogne, France.
Composer and Organ
Virtuoso, Teacher.
Best known works: “Sym-
phonies,” Sonatas and Con-

Johann S. Bach

Born

March 21st, 1685, at

Fisenach, Germany.

Co

mposer, (Jrganist,

And in a large measure the founder

of modern musical art.

Best known work: “T°

ty-eight

ludes

Josef Haydn
Born March 31st, 1732,

Rohrau, Austria,
Composer, Conductor
Desnz_ned the “ Haydnform ”
which the first movements of

mo;lilern. sonatas and sym
Phonies  were baged.

Bes:c known works -
Creation’

¢ atas and String Quartets,

at )l
upon

’ s : “The
Symphonies, Son-

Fugues and Pre-
for the Vell 'l-kll\[‘('lk’d
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THE WELL-TEMPERED CLAVICHORD.

1. “Will you please tell me in what order to
use the preludes and fugues of Bach?

2. “Should they be given to all advanced pupils?

3. “Should they be used as etudes. or pieces?

4, “Can the preludes be used separately from
the fugues?

5. “Is a student supposed to learn the entire
forty-eight? 2 :

6. “Why should much time be spent upon
them when they are played so little?”—A. L. D.

It is very rarely that I receive an inquiry in

regard to the Bach Fugues. Doubtless but few of ’

the readers of the Round Table have pupils who
advance far enough to play them. There are some,
however, who, like A. L. D., have an occasional
puﬁ)il who is ready to study them, but so rarely
that the teacher himself hardly feels familiar enough
with the fugues to know just how to use them.
With the majority of players who have to engage
in active teaching the difficult works of Bach seem
to take a position similar to that of the Latin and
Greek one learned in college. Although Bach's
works are by no means a dead language, yet it is
a deplorable fact that the treasures of musical
beauty contained in them are allowed to lie so con-
tinuously upon the shelf.

Someone has said that the Well-Tempered Clavi-
chord is the musician’s - biblee. We do not ques-
tion the merit of the Bible; neither do we read it
as<often as so wonderful a book would seem to
compel. But as we put faith in the Bible, so does
the, musician put his musical faith in Bach and
build up his musicianship upon Bach’s music. I
have yet to hear of a great composer or pianist
who has not acknowledged Bach as the fountain
The ease and facility of

1

head of his inspiration.
3ach’s manipulation of the material of musical com-
position has been the marvel of all true musicians
ever since Mendelssohn’s great service in making
the. master of Eisenach better known to the mod-
ern- musical world. Bach was much more modern
in.'his composition than those who immediately
followed him. The means of expression of his day
were entirely inadequate to his thought, which was uni-
versal and far-reaching in its significance; hence
his- piano works are equally fresh to-day.
only this, but his thought was so much in advance
ime and instruments that it will bear being
up to date without doing violence to 1its
As Busoni has pointed out, the works
t and Haydn will not bear being adapted
to modern conditions, but belong more to their
time. It is true the Bach idiom seems remote to
the, average listener, but the extremely contrapuntal
style, whether ancient or modern, is always caviare
to the general audience. But for the contrapuntal
style to be caviare to the musician means that he
is no musician in any but a superficial sense. The
contrapuntal idea is one of the most life-giving
principles in music. There have been no greater
worshippers at the shrine of Bach than Liszt,
Wagner and Richard Strauss. The surface listener
finds little in the music of these moderns to sug-
gest Bach, and yet they have all been masters of
the Bach principle, and their works are vivified by
it. Modern composition is a great tree whose roots
reach deep down into the Well-Tempered Clavi-
chord. Not to know it, not to study it, not to learn
and play many of the preludes and fugues is to
stop short of high musicianship. To predicate that
they are played “so 'little” is wide of the mark.
They are, perhaps, too intimate in character to
find place upon the modern concert platform, but
they are played more in private than one realizes.
M‘O'_dern concert music has become so brilliant in
effect and recitals are given in such vast halls that
the' works that have been transcribed so as to
meet the requirements of modern concert players,
such as the transcriptions of Bach’'s works by
Liszt, Tausig, d’Albert and Busoni, are more suit-
able ‘and better represent the genius of the great
master mind. These works cannot be compassed.
however, except after one has had a thorough
préliminary training in the Well-Tempered Clavichord.
Many of them are only possible to the highest virtu-
Osify.  Meanwhile the player who has never studied

Not -

the Well-Tempered Clavichord and mastered its many
difficulties has never solved the problem of ease
and independence of finger action; neither has he
trained his mind to a broad and ready comprehen-
sion of the many voices or parts that are constantly
flowing through the majority of really great com-
positions. The audience that listens only for the
solitary melody with the simple accompaniment
misses much of the deepest and most abiding
pleasure that music can provide. If you are not
ready to study the IWell-Tempered Clavichord without
rebelling; if you do not enter upon the task with
delight you are mnot yet ready to step into the
ranks of that class which is known as the better
element among musicians. This, I think, sufficiently
answers ‘your sixth question.

In answer to your fifth question I would say
that it is not necessary to learn the entire forty-
eight preludes and fugues. It would be a heroic
task to any except those whose technique has be-
come so finished that they could almost read them
at sight. There are many who reach this. stage,
but I doubt if they spend an equal amount of time
upon all the fugues. It would hardly be possible
to say that they are all equally worthy of atten-
tion. The probability is that the majority of stu-
dents who take up the study of the IWell-Tempered
Clavichord only make use of the first book, and do not
learn all twenty-four of the fugues in this.

In answer to the fourth question I would say
that the preludes are many of them played sep-
arately from the fugues and often in concert. The
fugues may be played without the preludes, but
in concert a fugue is rarely played in this manner.

If you mean, in your third question, etude in the
sense of something of questionable musical or es-
thetic value written solely for the practice of a
given technical point, the Bach preludes and fugues
certainly should not be given as etudes. Aside
from the common technical study there are etudes
which are of the highest artistic value, of which
the Chopin, Liszt and Henselt etudes are note-
worthy types. In these the idea of etude and piece
are merged in one. There is no line of demarca-
tion. As study material the fugues are invaluable.
As pieces they are on the highest artistic level.
After the student has achieved the technical ends to
be desired in their study there remains the @sthetic
delight of being able to perform them with ease.
In the daily study it is doubtless better, however,
to let the Well-Tempered Clavichord take the place
formerly occupied by etudes. The student can-
not afford to drop that part of his work devoted
to “pieces,” and the fugues will provide him with
all the technical problems he may need for the
time.

The answer to the second question, is that the
preludes and fugues of Bach should be given to
all advanced students who are serious in their work
and who intend to become serious musicians.
There is a class of players who develop a technique
of extraordinary brilliancy, but whose superficiality
is also extraordinary. From an educational point
of view the fugues would doubtless be recom-
mended as a means of all-around mental and mus-
ical development. And yet in such cases it often
seems like debasing artistic riches, so flippant is
the manner in which they express their dislike of
these great master works. Their touch is' often
very musical in quality, and they have a dashing
manner of playing brilliant things that is decidedly
taking with an audience, unless that audience hap-
pens to be a cultivated one, but they go through
life riding on the surface, and are always a perplex-
ing problem to serious musicians. Bach remains
a sealed book to them, often a book that is never
opened. You cannot force Bach upon them. If
they will meet you half way you may be able to
be of much service in opening up their horizons,
but no one can predicate what you should or should
not do in individual cases of this sort.

The fugues are of such a uniform grade of diffi-
culty that there is little choice in their order of
succession in study. From an educational stand-
point an edition of selections from both books

203
L

would be an excellent thing, for many of the most
interesting are in the second book., and the ma-
jority of students discontinue their Bach stll({)’
with the first ‘'book. Meanwhile, for the purpose
of this article, I shall confine myself to the first
book. No. 10 in E minor may be studied first. The
prelude is a good introduction to the study of
Bach, as it will at once betray any unevenness of
finger action. The same may be said of the f}lgue.
which is the only one in two voices. No. 6 in T_)
minor may follow. In contrast to this fugal medi-
tation the brilliant and vigorous No. 5 may come
next. The prelude will show the beauty of a per-
fectly even finger.legato. The fugue is fairly ma-
jestic in its vigor and is always a favorite. No. 2
makes an excellent complement to these, the two
hands combining in the brook-like murmur. ’l_'he
excessive staccato indicated in the Czerny editing
of the fugue that accompanies this prelude, the
most commonly used edition, is dry and monot-
onous. It is much better phrased in the Busoni
edition. As a matter of expense the Busoni edition
may not be generally used for pupils, but it should
certainly be in the hands of every teacher. His
comments are invaluable to those wishing to teach
or learn the Well-Tempered Clavichord. Played in
accordance with his phrasing this fugue becomes
one of the most charming pieces imaginable. Al-
though the staccato may have been effective on the
clavichord of Bach’s time, yet it does not accord
with the spirit of the modern piano. The graceful
prelude in A flat, No. 17, with its suave fugue, fol-
lows comfortably here. Then No. 6 in F major,
both prelude and fugue presenting many difficulties,
although very pleasing in effect. Then No. 9 in
E, followed by the bravura-like prelude in B flat,
No. 21, and its almost playful fugue. No. 23 may
now put the player in a more serious mood. No.
13, which may come next, is charming from begin-
ning to end. No 8, in E flat minor, is technically of
comparative simplicity, but emotionally one of the
most difficult. It is a direct forecast of the modern
romantic school, and was regarded by Rubinstein
as one of the most beautiful of Bach’s composi-
tions, a sort of nocturne of the deepest significance.
It requires an infinite gradation of tone quality and
should not be attempted too early in Bach study.
Busoni regards the accompanying fugue as the
most important in the first book. It requires a
player of mature interpretive powers to do it
justice. No. 7, in E flat major, may be studied
next, and then the first in the book. Although the
prelude is the simplest of all, yet the fugue is diffi-
cult. No. 15, in G major, will also be found more
difficult than it looks. Then may come No. 3, in
C sharp major, a fascinating prelude and beautiful
fugue. Those who had the good fortune to hear
MacDowell play this prelude must have realized
how delightful these things can be made when the
perfunctory, pedantic method of playing is aban-
doned in favor of the emotionally living interpre-
tation that -so great a mind as Bach would have

_approved could he have lived until to-day. After
having studied these the student may take up Nos.
14, 16, 22, 12, 4, 18, 19, 20, 24, completing the first

book. Some of these later ones may be omitted

and some of the most notable ones from the second
book substituted for them if desired.

SUGGESTION FROM A READER.

‘“I read the note of E. M. B. in the Round
Table on how to teach time to. beginners. Hav-
ing had over forty years of experience, I have long
since adopted a plan of my own which is so plain
and simple that even the youngest child can un-
derstand and master it in a very short time. Will
E. M. B. try it and let me hear from her through
the Round Table? ;

“This is my plan or method. At the very first
lesson I show them the table of time. After ex
plaining same, I have them count aloud each note
as if there were four in a measure, beating the
time with me on the table, counting four to the
whole notes, two to the half notes, and one to ecach
quarter.

“When they can do this alone and correctly, then
we go back to the whole note, this time using the
word ‘and’ between each count up to and includ-
ing the eighth notes, telling them always to hold
the quarters down until they say ‘and,’ and also
to play the eights on the word ‘and.’ Before
they are ready for the sixteenth notes, they are
drilled to count two for one, and two for ‘and.’
etc.. Finally, when they can feel the time or ‘have
the clock inside them alright,” we drop the
‘awful and’ that some teachers so object to I
believe in using common sense in the case of s(;m(--
thing that is so helpful in the beginning.”—Mgs
Louise SIMPSON, Canton, Mo. " T

A MAN must master his undertaking and not let it
master him. He must have the power to decide in-
stantly upon which side he is going to make his
mistakes. 2 .




SIDE STUDIES FOR MUSICIANS.

BY HARVEY B. GAUL.
ONE of the best ways to study music
is to take up a side study. No matter
what the subject is, it is far better

- to learn some other thing along with

the pursuit of music than it is to
steadily grind at that.

We should observe and obey the law
of nature that tells us to diversify our
labors, we should seek: relaxation from
one pursuit by actively “going in” for
another. Gladstone, with his vigorous
constitution realized that. He sought
for relaxation, physical and mental, by
chopping trees. ~ Mendelssohn found
recreation in sketching and painting;
Saint-Siens, who is a living example
of versatility, finds pleasure in astron-
omy. There are many others, as a
glance over the names of great men,
past and present, will recall to your
mind, There are men who have a side
study in which they are almost as pro-
ficient as in their profession.

Why do we musicians work more
than any other class of professional
men? We consecrate ourselves to our
art—and slave and work assiduously,
much to the detriment of our health.
It is very doubtful whether a doctor,
lawyer, merchant or chief, as the old
rhyme runs, works at his calling as
hard as a musician. It is very doubt-
ful. Perhaps this is why music has
been called a “narrow profession.” Our
health and well-being demands that
we give a certain amount of time to
recreation and exercise.

It may have been thought wsthetic
in the olden days to be anemic and
high strung, but in this age of stren-
vosity and feverish haste, health and
strong nerves are imperative. Gilbert
and Sullivan caricatured a contempo-
ary litterateur in the character of
Bunthorne—in “Patience.” That type
was common among the artistic pro-
fessions of those days. but now, and
we ought to be grateful, it is like the
Dodo bird, quite extinct. We should
turn to outdoor sports or change of
environment when we feel our forces

weakening.
THE AVOCATION SHOULD BE
BENEFICIAL.
When you choose a side study,

choose one that will benefit you either
along intellectual or physical lines. If
one prefers the intellectual—psychol-
ogy presents an unlimited field. Bot-
any also offers a great area in which
to ride a hobby. Languages will prove
a revelation and are really indispens-
able, if you would be a well equipped
musician. ‘“Physics” and “mechanics”
are both related to music—whether
you have thought of it or not.

Physics will instruct you in the
theory of sound and tone; mechanism
will inform you of the construction
and workings of your instrument. The
studies are real'y invaluable for the
musician—they arc as important to him
as costuming and history are to the
artist.

If one craves physical recreation—
the piscatory art as followed by Izak

Walton is irresistibly alluring. One
might even follow Cincinnatus with
advantage. Then, in summer and fall

there is the “call of the wild.” There
are many and devious ways, as Ruskin
and Morris knew, and as F. Hopkin-
son Smith and Weir Mitchell practice.
These men have obtained much benefit
from their side studies.

We read of the following men in our
daily prints _as firm believers in
athletics. It gives them stimulus for
their work. Theodore Roosevelt is a
famous equestrian and sportsman;
John D. Rockefeller is equally known
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as a golfist and cyclist, Jack .London
is a sailor, the late venerable Bl§hop of
Delaware, Bishop Coleman, 1s \fvell
known as an exponent of pedestrian-
ism. These men all make timfe fgr
“sport.” They follow their hobbies in
both field and stream. ; S

A well known artist of my acquaint-
ance is as good a carpenter as one
could wish, and a-widely known com-
poser, whom [ also know, is a splendid
cabinet maker. These men are keenly
alive to the value of relaxation, and
when they want a rest or change the,y
seek it in tool shop and carpenters
bench. Much study is a “weariness‘of
the flesh,” as the wise writer of Eec:
clesiastes said—consequently an avoca-
tion or side study is a most desirable
thing. Musicians, above all other pro-
fessional folk, need a side study, for
all work and no play makes Jacques
a decidedly dull musician.

RELAXATION IN THE STUDIO.

BY MAGGIE WHEELER ROSS.

WE have all heard of the teacher who
read magazines, wrote letters, pre-
pared programs, or otherwise occupied
himself while actually giving a lesson.
This, of course, is unjust to the pupil,
for he has paid for this tiine and the
physical and mental efforts of the
teacher belongs to him, just as much
a¢ does any other purchased article.
In my opinion, however, it is equally
as unfair to the well started pupil to
sit beside him through an entire lesson.
Where this is the habit, and the class is
large, the pupils following in rapid suc-
cession, it is nothing short of “musical
murder” to the pupils who come late
in the day.

How can anyone sit all day beside a
piano, going through a routine of exer-
cises, pieces and studies, and not be-
come mentally and physically ex-
hausted? They must grow nervous,
cross, and fretful, or dull and lethargic,
according to temperamental tendencies,
and neither condition is conductive to
first-class teaching, or satisfactory
learning. Of course the phlegmatic,
unemotional, mechanical, = wooden-
headed teacher can stand this sort of
thing unharmed, but such a tempera-
ment is never found in the successful
teacher—the one who makes artistic,
brilliant, or heart-stirring players.

I always arrange my lessons in three
divisions—technic or finger exercises,
studies, and pieces, allotting the time
about equally upon each division, un-
less the individual case requires special
arrangement. [ take the technic first,
for it limbers the fingers, and makes
ready for the studies. [ put the pieces
last, because usually they interest the
pupil more than the other work, and
he is anxious to play them after the
fatigue of a lesson on the dryer stages

I find a pupil will seldom do good
technical work if he is already worn
with piece and study playing. I like
to have them go at the technic with
a fresh active mind. I never leave the
pupils’ side during the practice of tech-
nical exercises or studies—watching
them most carefully for hand position,
or errors of fingering, etc., but I have
learned that it is a great advantage to
both the pupils and myself to cross the
room and listen to the performance of
the pieces at a distance, rather than at
their side. The advantage to the pupil
is two-fold, it gives him more freedom
and greater confidence. The advantage
to yourself is enormous. You change
your position, which rests you physi-
cally, and enables you to be more alert
mentally, thereby making you a better
and more patient critic.

Again, this rest comes at tl;e em.i o;f
a lesson, and you are there oretuies_
better condition to begut the nex

. ‘and thus do a more noble part
Ltk 78 i Do not
towards the pupil who follows. 0
let any other work occupy your }m“h
because you have left his side. Teacl
yourself to recline in a relaxed post
tion in an easy chair, or stand, or even
walk noiselessly back and. forth at the
other end of the room, while you w;}tch
your pupil for the proper use of wrists,
arms and shoulders, and. grace and ease
of position while playing, and llgten
for mistakes in harmony or phrasing,
accuracy of tone, and delicate manage-
ment of the pedal. Keep a 1.11ental
note of the corrections you wish to
make, or suggestions you have'to offer,
but under no circumstances. 1nt§rrupt
the performance until the piece is fin-
ished. The stumbling, halting manner,
in which many pupils deli\.rer 'thexr
pieces is caused by the unwise inter-
ruptions of unthinking'teachers during
the practice at lesson time. If you are
sitting right beside the pupﬂ. th_e
temptation to make the interruption 1s
far greater than it is from across the
room, where you assume the part of an
interested listener. Undoubted]y. the
pupil’'s main object is to play pieces.
the parents and other relatives of the
children demand and expect it, the
more mature student longs for it
therefore let it be a large part of the
study, and aim_to make it as artistic
and profitable as possible.

I once received instruction from an
enthusiastic teacher who had two small
teaching rooms opening into a large
treception hall. As his pupils arrived
they were ushered into alternate rooms
by his attendant. The master thus
changed his room and surroundings
with each pupil. Few of us can afford
two teaching rooms, two pianos and
an attendant, but we can arrange our
own affairs to fit the case, and rest
our mind and body by a change of
position, to the great beneft of all con-
cerned. Annie Payson Call has proved
that there is power through repose.
Repose does not mean lethargy or in-
animation. You must enthuse if you
awaken the best in your pupil. You
cannot enthuse if you sit all day in the
same chair, by the same instrument,
and teach the same things over to a lot
of pupils who show many of the same
characteristics and inclinations

Move about your studio as much as
you can consistently, and relax fre-
quently. Your pupils will gain thereby,
and you will be less of a wreck at the
end of a hard day’s work.

Life is made ‘up of detail. One does
not live in general, or be good in
general, or study in general, or make
gain in general, or practice in .general
It is all in particular—in detail. As
the house is built of bricks, so is
progress made up of details. In a
sense, each detail is a specialty, So it
is that the work of the musician is a
thousand details He must specialize
on each one, for the time being. Later,
he must specialize in a larger way, for
this is an age of specialists.
not do all things well.
even play Bach
well.

One can
One can not
and Chopin equally
Some performers are noted as
Bach players, others as performers of
Chopin. The lesson is to recognize
the natural tendency of mankin(f and
to avoid scattering one’s efforts over
too wide a field. To hit a nail on the
hefnd a thousand times in an hour
brings more results than to hit it a

thousand nails once. It is making a

specialty of the one nail until it is
driven home.—IW. Francis Gates.

DISSIPATION AND MUSIC
STUDY.

BY CHAS. E. WATT.

“It is dissipation that kills, not
work,” said Robert J. Burdette in g
recent sermon, and the astute Robert
never uttered truer word in or out of
the pulpit. For, work done according
to sane principles and within legitimate
working hours never yet hurt anybody
__whereas, dissipation has killed its
tens of thousands, and where it Hag
not killed it has stunted the develop-
ment so as to dwarf the mental pos-
cibilities, and so has ruined the mind
and heart, even if the body still lives,

That “all work and no play makes
Jack a dull boy” is very true, and it is
equally true in the fact that it makes
Mary a dull girl also—but play and dis-
sipation are two distinct things and the
trouble with young people is that they
are too prone to insist on “having a
good time” too much of the time and

“do not remember that growth will only

come through a judicious admixture of
work with play. -

A high school girl for instance needs
an hour or two of outdoor relaxation
each day and she should have a social
evening at least once a week, and
either a concert or a play on another
evening. This, however, is all legiti-
mate relaxation, and with a nor-
mally healthy girl it may be man-
aged, and time and strength enough
still be left for the moderate study of
piano. But, can the school girl afford
to dissipate to the extent of going con-
tinuously to the theatre, or devoting all
her evenings to society, or even to the
extent of occasionally going to a dance
where in one evening she will use the
strength that properly belongs to three
days? Emphatically she cannot, and if
she is not willing to forego these ex-
cesses she might just as well make up
her mind, first as last, to be a failure
not only in music. but in every serious
study as well, for—inevitably she will
fail. —Ex.

DICKENS ON HARD WORK.

WE are continually being confronted
with the statement that success is
achieved only by hard work and definite
purpose, . not only in music. but in all
walks of life. One of the most eloquent
statements of this fact was made by
Charles Dickens.

“I never could have done what I have
done,” he said, “without the habits of
punctuality, order and diligence, without
the determination to concentrate myself
on one object at a time, which I then
formed Heaven knows, 1 write this in
no spirit of self-laudation. . . . My
meaning simply is that whatever I have
tried to do in life I have tried to do well;
and, in short, I have always been thor-
oughly in earnest. I have never believed it
possible that anynatural or improvedability
can claim immunity from the companion-
ship of the steady, plain, hard-working
qualities and hope to gain its end. There
is no such thing as such fulfillment on
this earth. Some happy talent, some
fortunate opportunity, may form the two
sides of the ladder on which some men
mount, but the rounds of that ladder
must be made of stuff to stand wear and
tear ; and there is no substitute for thor-

oughgoing, ardent and sincere earnest-
ness.”

.

“EvEry action,” says Emerson, ‘i
measured by the depth of the sentiment
from which it proceeds.” Correct technic
is essential to good piano playing, but
unless musical sentiment is also present,
technic is not more than a form of
acrobatics.
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AN UNKNOWN TRUTH ABOUT
VOICE PRODUCTION.

[In presenting the following article to
the readers of THE ETUDE, we must ask
them to recollect that the sole mission
of the editor is to seek for the truth in
all its phases. It is not within the edi-
tor’'s province to determine arbitrarily
what is right and what is wrong. Conse-
quently many articles are presented in
this magazine which may be exactly op-
posite to the principles maintained by
some of our teachers. We cannot take
one side and maintain that that side only
is right. We must present all sides of
a question. The broad and earnest reader
wants to read all sides and then form
his own opinions. The following articles
are from a series by a conscientious,
highly educated and gifted English teach-
er. Although they are radical in some
respects, they will surely stimulate sensi-
ble people to do some profitable thinking
and “auto-inspection.” As a matter of
fact, hundreds of teachers of voice do
not now concern themselves to any great
extent in teaching different registers.
Judging from the correspondence re-
ceived at this office, there has seemed to
be a popular tendency in this direction
for some time. We' do not attempt to
say which is right. We simply aim to
be fair to all earnest thinking investi-
gators. Again let us mention the fact
that Tue Ertupe does not -permit con-
troversies or polemical discussions. If
the following opinions do not coincide
with your own, remember that with the
able staff of editors engaged to write
for the Voice Department of THE ETUDE
there must necessarily be some represen-
tative of your own views.—Editor of
TaE Etupk.] :

For the last twenty years I have been
persistently seeking to draw the serious
attention of the musical profession and
the musical public generally to certain
remarkable facts which have come to my
knowledge in connection with the subject
of voice production. Experience must
have shown many teachers that the per-
centage of vocal success is entirely out of
proportion with the amount of effort put
mnto vocal study. In seeking a remedy
for such a position let us glance briefly
at some of the best known vocal systems,
particularly those which are supposed to
be based upon a scientific foundation.

One'of' the most widely known systems
of voice training is that of which the
late Manuel Garcia may be regarded as
the leading exponent. According to this
authority, whose name is held in deserv-
edly high esteem by musicians and sci-
entists alike, the human voice consists
of three registers: that is to say, it is
Separated by “breaks” into three portions
which are produced in three essentially
different ways.
thThe lowest of these portions is termed

¢ chest register; the middle portion is
termed the medium or falsetto register;
and the highest is termed the head reg-
ister.  The chest register extends from
the lowest note of which the human

Vvoice is capable as far as E
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It can be carried a considerable distance
beyond that limit, but that note is re-
garded as marking the highest point to
which it is safe to take it, and this no
matter what the character or compass
of the voice may be. The medium reg-
ister (also called by Garcia the falsetto
register) is considered to begin at the
point at which the chest voice ends
(though it is admitted that it can be
carried a little lower), and its upper
limit is said to be

F%:F: or té_ﬂa 32
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To take it beyond this point is consid-
ered, as in the case of the chest register,
to be dangerous. The head register, ac-
cording to this theory, commences at

E;:’_‘ and extends from this poin

to the highest note which the humar
voice can produce.

Another popular system follows the
lead of Emil Behnke, whose laryngoscopic
investigations, carried out in conjunc-
tion with Dr. Lennox Browne, led him
to formulate a theory similar to, and to
a great extent founded upon, that pre-
viously propounded by Madame Seiler,
of America.

According to this theory the human
voice has four more or less perceptible
“breaks” in it, and as each of these
“breaks” is believed to be caused by an
essentially different laryngeal mechan-
ism, it follows that the voice as a whole
possesses five registers. It is admitted,
however, that some of the “breaks” are
difficult to discover and are of minor im-
portance, and the advocates of this theory
are, for the most part, disposed to agree
with Garcia that, broadly speaking, the
voice may be said to consist of three
registers, while they believe, as Garcia
appears formerly to have done, that
two of them may be subdivided. Behnke
calls these three registers the thick, the
thin and the small registers. The lowest
or chest register he subdivides into
lower and upper thick, and the middle
register into lower and upper thin. As
to the position of the “break” between
the thick and the thin registers—that
which, setting aside subdivisions, we may
call the first main “break”—he is in sub-
stantial agreement with Garcia; but as
regards the position of the second main
“break”—that between the thin and the
small registers—the two authorities are
widely at variance. Behnke places this at
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makes one of his minor “breaks.” Since
both these systems claim to rest upon a
scientific basis and to be supported by
laryngoscopic evidence, this discrepancy,
eoupled with the difference of opinion as
to the number of the registers, is worthy
of particular notice. It proves, at any
rate, that even the laryngoscope, great as
is its value, is not quite so infallible a
guide as some would have us believe.

while Garcia places it at

which is just where Behnke

Besides the two systems of voice-pro-
duction the distinctive features of which
have just been described, there is a third
which demands our attention.

FOUND IN THE “OLD ITALIAN

SCHOOL.” ;

Many present-day singing teachers rec-
ognize a system of voice-production based
on the assumption that the human voice
has two registers, and two registers only.
“The old Italian Masters,” says Sir
Morell Makenzie in his book, The Hy-
giene of the Vocal Organs, “recognized
only two registers of the human voice,
the ‘chest’ and the falsetto or ‘head,’ the
two latter terms being synonymous.”

It should be mentioned that he refers
to a treatise by a famous Italian singing
master of the seventeenth century in sup-
port of his statement. I am disposed to
think that the Italian term woce di testa,
or- head voice, was in use at a much
earlier date than the term falsetto.
When the latter term began to be em-
ployed, those who adopted it applied it
to a voice of the same kind as that
which was formerly called head voice,
but not wittingly. When the upper register
of the male voice was very thin and
weak they called it falsetto, believing
that it was sometimes unnatural and that
it ought not to be used. When, on the
other hand, it was found to be fairly
strong and substantial they took it to be
an essentially different kind of vo’ce and
advocated its use under the name of head
voice.

The term head voice has also, where
men’s voices are concerned, Been em-
ployed by some teachers in a very dif-
ferent sense. As used by these teachers
it means a kind of voice which is pro-
duced by the same laryngeal mechanism
as the ordinary chest register, but is so
softened and restrained by the extreme
elevation of the soft palate that its
character is very greatly altered. This

‘ 1s sometimes called mixed voice, the idea

being, that in those cases in which it is
used, the two registers, like twins in
the once famous ballad, have in some
mysterious way ‘“got completely mixed.”
Those who take this view with regard
to the male voice hold that the so-called
falsetto is not a natural but an artificial
or acquired voice—something which ought
not to exist, and must on no account be
encouraged to do so. Thousands of
men, however, could be found to testify
that the voice to which, in their case,
the term falsetto is now applied is iden-
tical .with the voice which they used in
boyhood.

The two-register theory, though often
supposed in the present day to be un-
scientific and in direct conflict with the
evidence of the laryngoscope, has the
support, amongst other authorities, of the
late Sir Morell Makenzie, and also of the
great German physiologist, Johannes Miil-
ler. The former, who made a laryngo-
scopic examination of the throats of be-
tween three and four hundred good sing-
ers, writes as follows in the Look to
which I have already referred:

The actual mechanical principles involved
are o_nl_v two. In singing up the scale the
vocalist feels that at a certain polnt he has
to alter his method of production in order
to reach the higher notes. This point marks
‘t‘he hl"eak between the so-called *‘chest” and
head” registers, or what may be called the
lower and upper storys of the voic:. This
division of the voice is fundamental, all
others being based either on convenience for
teaching purposes or on fantastic notions

derived from subjective sensation or erro-
neous laryngoscopic observations.

The real secret of voice production
does not lie in breathing, despite the oft-
quoted Italian proverb to the effect that
he who knows how to breathe knows
how to sing. It is not in the lungs, but
in the larynx that the solution of the
vocal problem is to be found, as the fol-
lowing facts attest:
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Beauty is Power
The influence of feminine
beauty is responsible for
the great achievements of
" womankind, for she who
is beautiful sways the
world as her own. To
preserve or even to
acquire this noble
attribute is a pleas-
ure when the one
toilet eream of purity !
and quality is used—that cream is ELCAYA.

CREME ELCAYA

“Makes the Skin Like Velvet "
dainty

= This
¢ tects the skin from the harsh Winter weather §
il —makes it soft, fresh, inviting and keeps the

“Cream of Flowers' pro-

complexion naturally beautiful. ELCAYA

! has become the most treasured “‘Beauty-Aid”
of the well-groomed American woman because £
of distinct superiority and purity. Use the &
best—use ELCAYA.

All Dealers-Nation-Wide, Sell ELCAY A
CREME ELCAYA. CERAT ELCAYA.
SAVON ELCAYA. POUDRE ELCAYA.

& Sample for 2c. Send Dealer’s Name
i{ JAMES C.CRANE, Scle Agent, 107 Fulton St.,,N. Y.

Do You Want a
Lyon& Healy

Piano or a
Washburn Piano ?

Write to Lyon &
Healy for the name of
the nearest dealer in
Lyon & Healy Pianos
and Washburn Pianos
and you will receive
free a beautiful roll of
new, high-class piano music. The Lyon &
Healy Piano is built by the world’s largest
music house of the finest materials and is just
what you would naturally expect it to be. You
can buy it on easy monthly payments. By ex-
amining a Lyon & Healy Piano you will learn the
qualities you should insist upon in any piano you
buy. The Washburn Pizno is the great popular
price instrument of the day. Write to-day for
catalog and mention the music. 240 of the best
ocal dealers sell and recommend the Lyon &
Healy Piano and the Wathburn Piano. Address,
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Free Music
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the piano, no
matter whether
you buy or not.
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'Cantatas

and Plays

A Day in Flowerdom
An Operetta for the Young Folk
Libretto and Lyrics by Jessica Moore
Music by Geo. L. Spaulding

Price, 50 cents

This littla work ig intended to furnish
and old.

entertainment for both young

Its production will be a source of pleas
ure to the youthful participants and
their friends, and it will prove of equal
interest to the grown-ups.

It is in two scenes, consistine of ten
musical numbers, all bright, melodious
and full of go. The short bits of dia-
logue are clever and amusing.

. .
Springtime

A Song Cycle for Children’s Voices
Words and Music by

MRS. E. L. ASHFORD
Price, $1.00

This cycle consists of five very pretty |
and weil contrasted songs, intended to be |

sung by children’s voices in unison, As
the songs are connected by interludes, the
work may be used complete, or any of the
songs may be used separately. Should it
be deemed advisable to produce the cycle
in costume and with action, complete
directions are given for this purpose.
Both words and music are
prove appealing and interesting to chil-
dren, besides being of genuine artistic
merit.

The Moon Queen

By GARDNER and GOTTSCHALK
Price, 50 cents

A children’s cantata to be sung in
unison. Text bright and amusing and
music easy and very melodious. Twelve
musical numbers interspersed with short
Contains all the ele-
May be given with
Its use

bits of dialogue.
ments of popularity.
or without costume and scenery.
will entail little effort or expense.

Time of duration: about 35 minutes.

. .
The Singing Leaves
By GRACE MAYHEW

The Words by James Russell Lowell

Price, 60 cents
bright, and easy cantata for
baritone, tenor, and soprano solos angi
mixed choruses, with piano accompani-
ment and violin obligato. '1‘llls.w5;rk is
especially suitable for small societies, or
for societies wishing an effective number
for a miscellaneous program. Miss May-
hew has the gift of graceful melodic in-
spiration, and handles a chorus to. good
advantage. ‘The solo work is very pretty
throughout.

A short,

' The Coming of liuth

A Dramatic Cantata of Moderate
Diificulty

By WM. T. NOSS
Price, $1.00 each $9.00 per dozen

A work suitable for choral conven-
tions, singing societies and church choirs,

| containing solos for sopranos, alto, tenors,

baritone and bass, together with a mixed |

and in six scenes.

This cantata is founded on the first
chapter of the Book of Ruth, being a
work of exceptional merit, a fascinating
and instructive presentation and protrayal
of Biblical story, dramatic incident and
human sympathy, conveying much that
could not be expressed in words.

The solos and chorus are all of moder-
ate difficulty, melodious throughout, ex-
pressive and insniring. The choruses are
well-made and effective.

Flower Ballads

Children’s Songs, Plays and Pictures for
Kindergartens and Primary Schools

By CARO SENOUR
Price, 50 cents

chorus,

A collection of twelve flower songs,
with six illustrations from original water

| colors and directions for five little plays

or tableaux. Every- kindergartner and
teacher of children should own a copy of
this interesting and valuable work. Each
song is named from some familiar flower,
and conveying the idea of children and
flowers holding conversations together.

‘Theodore Presser Co.

1712 Chestnut St., PHILADELPHIA
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1. That there are in men, as well as
in women and children, voices in which
separate registers do mot exist—voices
which are produced in one way only
throughout the whole of their compass.

2. That where two distinct registers
are found, if the upper register be car-
ried downwards as far as it will go, and
energetically exercised, the result is that
both registers are benefited.

3. That in voices which possess two
registers vigorous and persistent exer-
cise of the lower or chest register is in-
jurious both to itself and to the upper or
head register.

4. That the voice which is commonly
called falsetto is, under certain condi-
tions, capable of development to such
a degree as entirely to transform its
character.

VOICES WITHOUT SEPARATE
REGISTERS. )

AMONG men as well as among women
and children, voices are to be found which
do not possess separate registers, but are
produced throughout their whole compass
in one way only. Sir Morell Mackenzie,
in his Hygiene of the Vocal Organs, re-
fers to the fact incidentally more than
once, but does not draw any conclusions
from it. A few modern theorists en-
deavor to explain it much as follows:
The voices in question, they say, undoubt-
edly appear to be produced by the same
laryngeal mechanism throughout, but this
is not really the case. A change of pro-
duction does and must take place some-
where, but the different registers are so
well and perfectly blended by nature that
no alteration of the mechanism is dis-
cernible.

In reply to this let me first of all re-
fer to my own voice, which in boyhood
was a good example of the kind now
under consideration. It was a pure so-
prano voice of good quality, extending
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production Mother Nature was my only
guide. So far as I was concerned reg-
isters had no existence, My voice in
those early years was produced from one
end of its compass to the other without
any change whatever in the nature of
the laryngeal mechanism. One mode ot
production only was employed, namely,
that which is said to belong rightly to
the “middle” or, as some call it, the
“thin” register—the latter term being
altogether a misnomer as far as my voice
was concerned, seeing that there was
nothing thin about it. On the contrary,
it was always quite firm and strong, no
matter whether the upper, the middle, or
the lower portion was being made use of,
while no amount of exercise ever seemed
to tire it. Sometimes I sang treble;
sometimes alto, but whichever part T sang
I always prbduced my voice in the same
way. Sir Morell Mackenzie says that he
is able to affirm, from the examination
of a great number of cases, “that boys
who sing alto always use the chest reg-
ister.” It only shows how, on this sub-
ject, even the most acute and conscien-
tious observer is liable to be led astray.
I have a complete and vivid recollection
of what my voice was like and the way
in which it was used both before and
immediately after the great change, com-
monly spoken of as the breaking of the
voice—and I can assure my readers that
the chest register, taking the term in its
ordinary meaning, did not exist in my
voice until after the “breaking” period
had commenced.

Having shown that the boy’s voice may
be, and sometimes is, produced in its
entirety by one laryngeal mechanism
alone, it is not necessary to occupy time
and space in proving that the same thing
is true concerning the female voice, be-

cause as regards the means of production,

there is no difference between th.e two
I come then to the question of

o Is it possible, the

& adult male voice. !
tr}:;d?er may ask, to find among mens
voices any which are capable of being
produced from the bottom to the extrer;e
upper limit of the compass w1th9ut ;a ra hl—
change in the vocal mechanism The
prevalent opinion among musicians Ce}:'
tainly seems to be that it is not. T le
natural voice of a man, they argue, 1S
the chest voice, and the upper limit Qf
this chest voice, as they know from their
own experience, is not identical with the
ipper limit of their vocal compass. Bg—
ond the range of the chest voice 1S
wnother voice, produced by a different
mechanism—the voice in which .they can
imitate or, more accurately speakl'ng, cari-
cature the tones of a woman’s voice, com-
monly known as falsetto, in - tact
as the terms chest voice and falsetto
had come to have any meaning for me
I began to notice that there were adglt
male voices in which these separate regis-
ters had no place, and I may add that
I noticed also, as a distinguishing feature
of these voices, the exceptional ease with
which they were produced. Since the
time I am referring to I have met with
a good many other voices of the same
kind, and in nearly every case the voice
was one which had' never been trained. I
am also quite satisfied in my own mind
that these voices are not only apparently,
but actually produced by one laryngeal
mechanism only. Strange to say, I can
also claim in support of it the testimony
of the laryngoscope. This little instru-
ment is generally supposed to be the
unswevering ally of the multi-register
theorists. In the hands of an independent
investigator like Sir Morell Mackenzie,
with no pet theory to substantiate, it
reveals something quite undreamt of in
sheir philosophy.

In the book, to which I have more than
once referred, Mackenzie records several
instances of professional singers, male as
well as female, whose voices, when ex-
amined by means of the laryngoscope,
were found to have only one mode of
production throughout the whole of their
compass, “sound flowing on,” to quote
his own words, “in one unbroken stream
from the lowest note to the highest.”
He also cites the physiologist, Dr. Wesley
Mills, of Montreal, as having noticed the
same phenomenon. Both these authori-
ties regard the voices in question as
being extremely rare and exceptional.
Possibly, however, it is not so exceptional
as might be supposed.

EXERCISING THE UPPER REG-
ISTER.

THE second fact which demands our
attention is that, in voices in which two
separate registers are discernible, if the
upper register be carried downwards as
far as it will go and energetically exer-
cised, the result is that both registers are
!)eneﬁted; that is to say, the upper reg-
ister is strengthened while the lower is
improved in quality and rendered easier
to produce.

I regard the “two register” division
of the voice as the correct one in all
cases where any division at all is neces-
sary. I fully agree with Sir Morell
Mackenzie that the break which occurs
in .passing from the chest register to the
voice immediately above it is the only
break which is caused by a change in the
mechanical action of the larynx. Other
breaks, where they are not wholly imagi-
nary, are for the most part very slight,
and are caused by sudden modifications
of tone brought about by the action of
certain parts of the resonance apparatus
namely, the soft palate, pharynx anci
tongue,

As to the beneficial influence which the
exercise of this head register h

cal
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the lower or chest register—and this is
the point I wish to emphasize—the fact is
one which, notwithstanding its import-
ance to singers in general and to men
singers in particular, seems to have en-
tirely escaped attention. Yet it is a fact
which can easily be verified. Let any
man who uses the chest register exclus-
ively try the effect of resting this voice
for a few months and exercising in place
of it, at not too high a pitch, the other
voice—the voice which he probably calls
falsetto. Then let him go back to the
chest voice and see whether it is not
all the better for this novel treatment.
It is quite possible he may have been told
that to treat the voice in this way is the
worst thing he can do for it. In voices
which possess two registers, vigorous and
persistent exercise of the chest register
is injurious both to itself and to the head
register.

After what has already been said it is
perhaps scarcely necessary to explain that
by head register I mean all that voice
which is no part of the chest register.
That is to say, I use the term not in the
limited sense in which Garcia and many
others use it, but in the sense in which,
as we have seen, there is good reason to
believe it was used by the old Italian
singing masters. In the great majority
of cases the exclusive use of the chest
register is looked upon as a matter of
course, and the regular and systematic
exercise of this voice two or three times
a day is enjoined upon the pupil as an
indispensable condition of progress.
What is the usual result? A deteriora-
tion which is in direct proportion to the
amount of exercise to which the voice
has been subjected.

In many cases the injury that is done
does not attract any particular attention.
The ordinary listener is so much im-
pressed. by the general improvement in
the style of the singer, and by the ar-
tistic manner in which he has learnt to
manage his voice, that he loses sight of
the fact that the voice itself is not as
good as it was originally. In the same
Indeed,
not only may he be unconscious that his
voice has been in any way impaired, but
he may even be under the impression that
it has decidedly improved. He does not
realize that this increase of tone is sim-
ply and solely owing to an increase of
effort.

It is well known that where the
woman’s voice is concerned the head reg-
ister is injuriously affected by the forc-
ing up of the chest register beyond a
certain point. But as regards the man’s
voice, owing to the views which every-
where prevail as to its nature and treat-
ment, the fact that the exercise of the
chest register may have a weakening ef-
fect upon the head register is one with
which neither pupil nor teacher is at all
likely to concern himself.

A NEW PHASE OF VOCAL DE-
VELOPMENT.

THE last fact needs fuller explanaticn.
The voice commonly called falsetto,
which is believed to be of no use what-
cver, can be strengthened and extended
to the very bottom of the vocal compass,
and by means of suitable exercises per-
severingly continued, can be so com-
pletely transformed as to lose entirely
the peculiar falsetto quality and to be-
come what may best be described as a
new kind of chest voice. This will equal
the ordinary chest voice in fulness -and
power, but vastly excels it in every other
respect.

I have already described my voice as
it was in boyhood. After the “breaking”
or changing period arrived, instead of
possessing one voice, as formerly, I found
myself with two. The one, produced in
a way which was new to me, extended

from an octave lower to middle C; the
other produced as in childhood, from

to £

E

The lower voice could be carried two
or three tones higher, but only by a mani-
fest effort of a kind which I had never
experienced when a boy. The upper
voice could be carried a tone or two
lower, but was then so weak as to be
of little or no use. The former of these
two voices I called chest voice, and the
latter falsetto. The voice which I called
falsetto was simply the remains of the
old soprano voice of my earlier years.

I was told that at this “breaking”
period the singing voice ought to be
rested entirely. So, for a time, I gave
up singing. As well as I can recollect,
I allowed about eighteen months or two
years to elapse before I re-commenced.
I did not find, however, that the rest had
done the voice any perceptible good. The
only way in which I could use the voice
to any advantage was in singing alto.
I sang in this way in a choir for some

years, and also joined a male voice quar-

tet party, in which, as the quality of the
upper register was good, it proved of
some value. For the lower notes up to

@E@gl employed the chest voice,

and for the notes above that point the
voice which I had now begun to call fal-
setto. 3

When I was about two and thirty years
of age I went to consult a teacher of
singing, whose method of training had
been somewhat strongly recommended to
me by one or two of my musical friends.
Up to that time, although I had had a
good deal of musical education in other
directions, I had never taken any singing
lessons, because I did not consider my
voice worth training. He told me that
he made great use of head voice, and
gave me some exercises for carrying the
head voice down. I assumed that his
meaning of the head voice and falsetto
were practically the same thing, though
1 afterwards found that this was not his
opinion.

The method of training was as fol-
lows. The chest register was to be used
only for those notes which were quite
easy to produce. The break between the
chest and head registers had its position
determined by this consideration, and was
not regarded as fixed by nature at any
given point. The head register was to
be employed from the highest point at
which it could be produced without un-
due strain to the lowest point at which
any appreciable tone could be obtained.
At first the chest voice was carried up to

:\vhile the head voice was not

————— except in a cer-
T

taken below

tain arpeggio exercise, which almost of

necessity brought it down occasionally to

a pitch at which it was scarcely audible.

After a few weeks I ceased to employ
-

e soms
o g

the chest register above E@
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[The leadinﬁtnrtlcles in this Department

were all written by Dr. Carl—EDITOR’S
Noig].
PRESENT DAY NEEDS IN ORGAN

STUDY.

Ir the majority of organ students knew
how to practice and make the most of
their time and opportunities, it is safe to
predict that the world would be flooded
with good organists and any quantity
of virtuosos. The question is constantly
being asked, “How can I better my posi-
tion ” Scores of organists have studied
and found themselves able to accept a
modest position. To take the next step
is the all-important question, as here is
where the difficulty lies. There are a
goodly number who, by having acquired
a certain knowledge of the pianoforte,
take up the organ in order to increase
their income by playing Sundays. The
requirements of the position are slight at
first, only a simple service being de-
manded. Then gradually one thing after
another is added until musical services
are introduced, with a cantata or oratorio
to be sung by the choir at least once a
month. Then a fifteen-minute organ re-
cital, either to precede or follow the ser-
vice. The demands by this time have out-
grown the organist, -and he must progress
in order to maintain and hold the posi-
tion. Naturally there can be but one con-
clusion—he must study.

SYSTEMATIC STUDY NEEDED.

It is unfortunate that many who make
the organ their life work do not systema-
tize the same as in the study of the piano-
forie and other instruments. In order to
lay a firm foundation, there must be
method.

I'irst, the touch of the instrument. The
ac ion may be tracker, tubular or electric;
this is of no ¢onsequence; the touch of
the manuals and pedals and the correct
positions of both hands and feet must be
mastered. It is equally as important that
this be done as on the pianoforte, A
previous knowledge of the latter is of
large assistance and should be acquired
in advance if possible. Technical work
should be given, including special exer-
cises for the feet alone. The study of the
legato touch should be started at once,
with a prompt attack and release of the
key. Exercises in trio work should next
be introduced, for the organist must have
absolute independence between hands and
feet. The organ is an orchestra in itself,
as the parts must gain the freedom neces-
sary to make *the voices stand out with
clean-cut rhythm. This all leads up to the
study of Bach.

MASTERING THE PHRASE IN
ORGAN STUDY.

Ir students would practice slowly, hotrs
each week would be gained. The princi-
pal reason for insecurity and lack of re-
pose comes from the neglect of phrase
work. Each phrase should be repeated
over several times daily, and not proceed
until it is mastered. Routine work counts
for little and should not be permitted.
Instead, each phrase should be mastered,
then joined to the next, and so continue
until the pace or section is accomplished.
The majority of our virtuosos are not
prodigies, but what they do is the out-
come of continued perseverance in this

w—\/
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Organ Teachers
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“Good, old+
fashioned, hard work,” as one critic has
named it, is what everyone needs. Some
artists spend an entire morning on the

particular line of work.

development of a single phrase. What
they accomplish is marvelous, and it pays
them to do it. One cannot play with
style until absolute accuracy is acquired
and the notes played exactly as the com-
poser wrote them.

During a visit to Lucerne, Switzerland,
the manager of the Hotel Eden related
how Madame Nordica spent a sea-
_son there when learning the role of
Isolde.

The practice began in the early morn-
ing and continued until night. Never
once did she deviate from phrase work,
repeating each one over and again until
thoroughly mastered and well rounded.
Finally, when the guests objected and
asked if she would sing an aria occas on-
ally to relieve the monotony, she left and
was forced to rent a room in the town,
so small that Frau Wagner, who was
wi'h her, had to stand when she was
seated, as no other hotel would permit
the phrase practice. The result of all
this was that on her relurn to America
she made one of the greatest sticcesses
of her career. This same perseverance
holds good in organ study. The late
Alexandre Guilmant was a noble exam-
ple. For hours he would work on the
individual phrases of a composition, and
frequently one he had composed himself.
He was particular even to the minutest
detail, and would exercise as much care
in ‘the folding of a newspaper as in play-
ing a Bach fugue. Many organists, and
especially those with a limited amount of
time at command, will say that all this
is impossible and beyond them. Not so,
for a great deal can be accomplished in a
small space of time, if the mind can be
made to bear upon it.

LEARN TO PLAY BEFORE EX-
PERIMENTING WITH STOPS.
TuEe study of the art of registration is

usually taken up too soon. To make

one’s playing distinctive and rise above
the ordinary it is first necessary to learn
to play. The stops must not be depended
upon for the effect, but, instead, as an
aid in producing it. The late Dr. Tur-
pin, who for many years was president
of Trinity College, London, used to say,

“First learn the piece on the open diapa-

son alone, then register it afterwards.”

His reason was to insure absolute clarity

of tone, and to give each note its cor-

rect value, and not diverting the mind
with the use of the stops. In the choice
of stops to obtain correct tonal color and
balance, a knowledge of the orchestra is
highly important. The three families (as
they are called), the flutes, strings and
reeds, must each be given its place. For
example, if a passage is played on the
strings_ and a change is thought advis-
able, play the next on' either the flutes
or reeds, but not on the strings, even if
on a different manual, otherwise there
will be no contrast, and the passage will
become monotonous. The excessive us=
of the strings should not be tolerated.

Beautiful as they are, if used continually,

they become tiresome and all sounds

alike: The organ is a noble instrument.

To give the grandeur. which is its just
due, the diapasons and flutes must be em-
ployed and take precedence over thle
strings and reeds. The flute wor_klls
round and full and fills the space with
tone. The strings carry, but do not fill.
The tremolo should be used sparingly.
Constant vibration of the tone becomes
tiresome, and does not produce thg effect
the performer is seeking to obtain. In
certain passages it is effectlvg, I_Jut great
discretion must be exercised in its use.

Too much cannot be said against t}}e
persistent use of the tremolo, not only in
the lighter effects, but also with the full
organ, when the stop should never be
drawn. The Vox Humana and Vox Cc?—
leste, both exceedingly effective in their
proper place, must not be used to ex-
cess and not drawn with full organ ef-
fects, The -eight-foot tone should in-
variably predominate and the parts al
ways be well balanced.

How few play the hymns welll To
play an interesting service and give an
uplift to the congregation is a study in
itself,. Hymnology is an all-important
and interesting subject—too often neg-
lected and allowed to take care of itself.
Hymns must be played with a firm and
steady rhythm, due regard being given
to the words and sentiment to be ex-
pressed.

SELECTING SUITABLE MUSIC
FOR STUDY AND SERVICE.

It {s a common fauit to select pieces
beyond the ability of the performer. It
i5 a mistake to turn down a composition
simply because it looks easy and can be
read at sight without effort. Von Biilow
said, “There are no easy pieces.” The
great artists are usually remembered for
their interpretation of some simple piece.

For instance, Guilmant for his Cradle
Song, Paderewski for his Menuet, Kreis-
ler for Dvorak’s Humoresque and Ade-
lina Patti for Home, Sweet Home. There
is a wealth of pieces in the medium grade
which are practical value and suitable
for use in the church service. While

transcriptions should not be used to a

large extent, there are many pieces which
lend themselves admirably to the organ
and can easily be adapted.

The ambitious and progressive student
should not be content with any one school
of organ music, but select the best from
each. Guilmant, Widor, Gigout, Salomé,
Dubois, Franck, Vierne, and Bonnet
(French) ; Bach, Mendelssohn Reger,
Wermann, Bibl, Merkel, Karg-Elert and
Rheinberger (German); Capocci, Bossi,
Fumagalli (Ttalian) ; Smart, Hollins,
Wolstenholme, Stanford, Lemare, Tours,
Bridge and Stainer (English); Foote,
Buck, Parker, Dunham, Whiting, Rogers
and J. K. Paine (American). The above
are representative names from each school
whose works are well known and largely
played.

Rules are easy to give but often diffi-
cu}t to follow. Practice and preaching
will, however, always remain w?deljr
apart. One fact remains unchanged, and
is especially true in the rush of the pres-
ent day. Tt is this: “The man who does
not keep up with the procession will soon
find himself far in the rear.” Even
though an organist is noy holding a
small position, it may not be long before
the demands will be largely increased.
:The man who keeps abreast of the times
is bound to succeed, and wil] surely

mak.e 3 steady progress in his chosen pro-
fession and life work.
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GUILMANT'S CONTRIBUTION TO
ORGAN MUSIC AND ORGAN
PLAYING.

wiEeN Alexandre Guilmant came to
Paris from his home among the fisher-
folk at Boulogne-sur-mer, the status of
organ musig and organ playing was
altogether different from the character
and high standing of both at the time
of his death in March lgst‘ In 1871
Guilmant took up his residence in the
French Capital. His_ remarkable play-
ing at the inauguration of the organs
at St. Sulpice and Notre Dame won
instant recognition, and caused his ap-
pointment at “La Trinité,” where he
remained thirty years without interrup-
tion. It was a difficult matter to bring
about a radical change at once and dis-
pel the influence created by his prede-
cessors. This all had to come gradn-
ally and in due course of time, coupled
with patience and hard work.

Guilmant was an indefatigable worker.
Ilis love for work remained to the end,
even during his summer holidays, when
most artists welcome a chance to
breathe the fresh air and be absent
from their desk and organ bench. His
early studies were supervised by his
father, Jean-Baptiste Guilmant, who
played the organ in the Church of St.
Nicholas in Boulogne for nearly fifty
vears.  Alexandre Guilmant studied
harmony with Carulli, and journeyed
to Brussels for work with Lemmens,
who quickly recognized the unusual
talent of his gifted pupil.

GUILMANT’S TRAINING.

Guilmant began the study of im-
provization at the age of seven, and
worked for twenty years before he had
developed it to the extent his audiences
of latet vears were led to expect from
him. Great as were his performances
upon the organ, Guilmant will undoubt-
edly be remembered for his marvelous
improvizations. The ease and facility
with which he would develop the
simplest theme, and end with a double
fugue, will perhaps never be equaled.
What was still more, he made his im-
provizations interesting, although they
were always scholarly and in strict
form. It is to be regretted that they
could not have been recorded, and thus
preserved for future generations to
whom it will remain as a matter of h's-
tory. In his extempore playing he
stood alone. Neither his father nor M.
Lemmens could begin to compete with
his wonderful art, which everywhere
held audiences spell-bound.

Guilmant was a disciple of Bach. He
said, “My admiration for Bach is un-
bounded. I consider that Bach is
music, Everything clse in music has
come from him; and if all music ex-
cepting Bach’'s were to be destroyed,
music would still be preserved. I find
the heart of Bach in the Chorales which
he wrote for the organ. These com-
bine in a wonderful degree musical
science with the deepest feeling, and
are ground objects of study.”

HIS UNUSUAL TECHNIC.
Critical estimates of M. Guilmant’s

organ playing: must always include
reference to one great feature, the
magnificent underlying pulsation, the

steady rhythmic beat, which was al-
ways evident. His clear and logical
phrasing was particularly noticeable in
tt}e works of Bach. No mechanical
fllfﬁcttlties were apparent in his play-
Ing of the great master’s fugues, or,
indeed, in his interpretation of the most
difficult of modern technital works.
He played with quiet ease, absolute
Surety, and with exquisite refinement.

e always considered the organ to be
a noble instrument, and believed firmly
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that, except in rare cases, original com-
positions should be played upon 1it.
He did not favor orchestral transcrip-
tions. Although he arranged several
works, he considered them to be espe-
cially adapted to the instrument. He
would quote Berlioz’s “The Organ is
Pope; the Orchestra, Emperor,” and
add, “Each is supreme in its own way.”

Guilmant was a prolific composer;
he wrote rapidly. During one of his
American tours an organ piece was
written en route from New York City
to Philadelphia and completed before
arrival. The fugue in D major was
written in a single evening, and the
Second Meditation one morning before
breakfast. ;

Guilmant has been one of the most
forceful inspiring influences to awaken
dignity of musical sentiment in France.
For years he was president of the
Schola Cantorum, a school founded by
the late Charles Bordes, choirmaster of
St. Gervais, Paris, and located in the
Rue St. Jaques. He devoted one day
each week to the school, a labor of
love, giving instruction in ecclesiastical
music. In 1896 he received the appoint-
ment as professor of the organ at the
Conservatoire Nationale in Paris, and
taught there regularly two days each
week, His organ classes were the most
successful that have ever been held in
this famous institution, and at the time
of his. seventieth birthday, when he
spoke of retiring, the matter would not
even be considered, and he continued
up to the time of his death.

The best proof of the excellence of
Guilmant’s music is in the remarkable
influence and popularity it has attained
amongst all classes—the liberal-minded
educated musician and critic; as well as
the ordinary listener. Guilmant in-
sisted on the strict legato—the bel
canto of the singer, and now almost a
lost art in the haste of the present day.
Nothing was done with undue haste or
without preparation, the same care and
attention to detail being followed in
everything he undertook. Shortly be-
fore his death he said, “If I can leave
behind me a correct style and method
of organ playing, it is all T ask for.”

The influence exercised over his
pupils, and in imparting to them the
principles for which he lived, showed
the character and nature of this, the
most lovable of men. Guilmant’s in-
fluence on the destiny of organ music
extended to many lands, as he was ea-
gerly sought for, and traveled exten-
sively. Whatever place he will fill in
the history of his beloved France, it is
safe to say that in no country will his
name and the influence of his art live
longer than in the United States.

HOLDING THE CHOIR TO-
GETHER.

Ir the choir is to be held together, it
is necessary to create an interest among
the members. Vocalists as a class have
not the same theoretical training as organ-
ists, and therefore there are many points
which can be given out at the rehearsal
which are new to them. Give a choir
member the idea that he is learning some-
thing each week and he will faithfully
attend rehearsals. The subject of dic-
tion, for instance, should be made prom-
inent, and a certain amount of drill de-
voted to it at each rehearsal. If the
anthem is quietly hummed, the blending of
the tone will be improved, as well as the

“mezzo voce” effects greatly enhanced.
Detail drill in attack, precision, shading
and the many points that arise during the
course of a rehearsal should all be at-
tended to, with absolute quiet on the part
of the members. The results are usually
better when the organist and director are
one and the same person. .

It is advisable to keep rehearsing ahead
and not be forced to hurriedly prepare
the music for the coming Sunday, but
have it in rehearsal for two or three
weeks in advance.

THE MIND IN ORGAN PLAYING.

It is not alone the fingers and feet that
do the work, but back of this and of still
greater importance is the brain. The
mind has much more to do with this than
it is credited with, - The mere playing of
notes counts for nothing. Anyone with
a certain amount of intelligence can do
this. But to be able to give a correct
and artistic interpretation of a musical
work, move a congregation, or give sup-
port to a singer, means that the brain
must be brought to bear upon the subject,
and the performer not only enter into the
spirit and movement of the piece, but
he should actually hear it rhythmically
before the start is made. He must enter
into it the.same as an actor fits into his
part before he is seen by the audience.
One must be thoroughly absorbed and im-
bued with the idea and movement, and
then begin. To count a measure in cor-
rect tempo and rhythm before beginning
is highly recommended.

PUTTING YOUR MIND UPON IT.

A coop hour’s work with absolute con-
centration is equal to. fie ordinarily de-
voted to practice. There is always a
reason for repeating a passage or phrase
of music. The student should know why
he is to play the phrase, and what he is
to bring out of it, and then attack it,
regardless of the number of repetitions
necessary for a correct rendition of it.
Concentration is difficult, ‘but it can and
must be mastered. It is better to learn
a single phrase each day than to attempt
several pages and not able to play any
of it well.
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SOME ENGLISH MUSICAL FES-
TIVALS.

ProBaBLY the most valuable asset in

English musical life, all things consid-

ered, is the system of choral festivals,

which have done so much to bring to-

gether the workaday people and make
them sing. Americans in England can-
not fail to be impressed by the whole-
hearted interest taken by the people
in these matters, and a visit to an Eng-
]is'h.city, especially one of the smaller
cathedral cities during a festival week,
is an interesting object lesson in the
fact that music plays a very prominent
part in English national life.| Almost
everybody in England, especially in the
northern section of the country, either
sings in a choral society or has aided
in the support of one, and there is no
town or village so small but some at-
tempt has been made to form a choral
society, while many quite small and iso-
lated places support flourishing institutions
of this type. Interest in choral music
was by no means initiated by the choral
festivals, but it has certainly been fos-
tered by them.

Festivals did not originate in Eng-
land, of course, but they are of ancient
heritage. The most ancient of them
still exists. It is not of much musical
significance, but it deserves mention
because its very “Britishness” is likely
to amuse American readers. The Cor-
poration of the Sons of the Clergy was
founded in 1655 by the sons of clergy-
men, for the purpose of aiding necessi-
tous clergy and their wives and chil-
dren. It consists of a service of song
held annually at St. Paul's Cathedral,
London, followed by a sermon, and
rounded off in true English fashion by
a dinner. The program for the last two
centuries has consisted mainly of the Te¢
Deum in D of Purcell, the Utrecht and
Dettingen Te Deums of Handel, the
Overture to Esther, the Hallelujah
Chorus, and two anthems specially com-
posed by Dr. William Boyce. Latterly
efforts have been made to introduce new
compositions by living composers, but one
or more of the above works are in-
evitably performed. So far as we know,
the sermon and the dinner are permanent,
and will continue through the rolling
centuries.

The Three Choirs Festival is held
yearly in the cathedrals of Worcester,
Gloucester and Hereford respectively.
This festival is a very valuable one, and
many important works have been heard
for the first time at these concerts.
Among the large number of works which
have obtained their first hearing in Eng-
land at this festival may be mentioned
Dr. Horatio Parker’s Hora Novissima,
the first American work to be heard at
an English festival.

The Birmingham Festival originated in
1768, and is now given triennially, in aid
of the Birmingham General Hospital.
whose funds it has enriched by over half
a million dollars. . This is one of the
most important festivals of all in Eng-
land, and many notable works have been
introduced. Among the most important
of these are Mendelssohn’s Elijah and St.
Paul, Gounod’s Redemption and Mors et
Vita, Dvorak’s Spectre’s Bride and
Requiem, and Elgar’s Dream of Ger-
ontius, Apostles, and Kingdom.

The Handel Festival at Crystal Palace,
London, is an important function in
which a chorus of over three thousand
members take part. Special attention is
given to Handel's music. Latterly it has
become more valuable owing to the fact
that its very able present conductor,
Frederick H. Cowen, has managed to ex-
tract The Messiah from its bulldog grip,
and to present other works of Handel
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and others which also deserve a hea.ring.
Space, unfortunately, will not permit us
to mention all the important English
festivals, such as those at Leeds, Card.iﬁ,
Norwich, York, North Staffordshire,
Brighton, Blackpool, though all these are
of great importance, particularly that at
Leeds, where Sterndale Bennett, Costa,
Arthur Sullivan, and Villiers Stanford
have successively filled the post of con-
ductor. Some mention, however, must
be made of the Sheffield Festival, because
it is the youngest, and in some ways the
most flourishing. Here, perhaps more
than anywhere, the idea that choral sing-
ing must necessarily be holy in character
has been abandoned.

In the January issue of THE ETUuDE
Frederick Corder has said all that is to
be said about the influence religion has
had upon English music. There can be
no question that music owes much, if not
everything, to religion, but most modern
English musicians are inclined to think,
so far as England is concerned, that
music has paid her debts in full. Sheffield
is also fortunate in possessing one of the
very ablest choir trainers England has
ever produced in Dr. Coward, and also
has the services of Henry J. Wood, Eng-
land’s foremost conductor.

MAKING THEORY INTERESTING.

Tue subject of harmony should be pre-
sented in such a light that the student
does not have a chance to think it dull
or uninteresting. It is unfortunate that a
large number of the younger organists do
not realize the importance or necessity of
pursuing the subject. It is not to be ex-
pected that every organist will be a com-
poser, but the knowledge of harmony and
counterpoint will aid in other ways. For
an artistic interpretation of a musical
work; for sight-reading, transposition,
modulation, improvization, etc., they are
indispensable.

In this connection the “Rules for the
Study of Harmony and Counterpoint,”
by Otis M. Carrington, known as “Mo-
zart’s Ten Commandments,” are of par-
ticular interest.

I. Thou shalt form no other sounds
but pleasant ones.

II. Thou shalt not make unto thee
any unalterable rules. Thou shalt
not bow down to them nor serve
them; for all rules may be
broken by thee, when thou hast
learned why such rules should
not be broken.

III. Thou shalt not carry thy parts too
high nor too low; for the singer
will not hold him guiltless that
taketh him out of his range.

IV. Remember augmented intervals
are very difficult to sing, either
for thy soprano, or thine alto,
or thy tenor, or thy bass, and
for this reason are to be avoided.

V. Honor thy parts by giving each a
smooth, flowing melody; that
thy music may be long in the
land that is given thee.

VI. Thou shalt not have consecutive
fifths.

VII. Thou shalt not have consecutive

octaves.

Thou shalt not skip from the fifth

in the hass.

IX. Thou shalt not bear false relation,
but keep thy chromatically al-
tered tones in the same part.

X. Thou shalt not double thy major
dominant’s, nor thy minor sub-
dominant’s, thirds, nor any dis-
sonant tones of thy tonics, or
thy dominants, or thy sub-

VIII.

dominants, or their relatives,
either major or minor.
—W. C. Carl.

THE PRACTICAL RECITAL PRO-
GRAMS SUITABLE FOR A
SMALL ORGAN.

PREPARED BY WILLIAM C. CARL.

No. L.

PreLUDE AND FUGUE in B flat. .J. S. Bach
THE SANDMAN...... James Carver Alden
Minverto in B flat....... Filippo Capocct
Surtk in G major....... James H. Rogers

Prologue.

Marche.

Intermezzo.

Toccata.
EVENSONG:d & st Edward F. Johnston

TuE NIGHTINGALE AND THE ROSE
Saint-Saéns
JuBILATE DEO. ... ..i. Alfred J. $ilver
PrAYER AND CRADLE SoNG.Alexr. Guilmant
MARrcHE HEROIQUE DE JEANNE D'ARC

Th. Dubois

No. IL
PreLupt in G major.......... J. S. Bach
ROMANCE. . & viauv Wm. Henry Richmond

GAROTTE IN THE ANCIENT STYLE
Ch. Neustedt
WEDDING AMEBSTCE  crti Zai Ll Th. Dubois
Entrée du Cortege
Benediction Nuptiale

Laus Deo.
AT TWILICHT: (505 i Flaxington Harker
SPRING: SONG: i Sad it Alfred Hollins
TuE CELEBRATED LARGO..... G. F. Handel
EHANTH CELESTES I St Mathews
TocCATAY I A majorizo i MacMaster
BARGARODE s e iiai oy Wm. Foulkes

MarcH FoR A CHURCH FESTIVAL

W. T. Best

No. IIL
CATHEDRAL PRELUDE AND Fucue./. S. Bach
AL VISTONIa i e e s el Rudolph Bibl
INTERMEZZO 5 trdel i Joseph Callaerts
SultE GOTHIQUE......... Leon Boellmann

Introduction-Choral
Menuet Gothique
Priére 4 Notre Dame
Toccata.
QUESTION AND ANSWER....Wolstenholme
PASTORALE i A, 56w Joseph Bonnet
ANDANTINE in D flat............. Lemare
................... Polleri
AVE MARIA. . ...... Wm. Henry Richmond
MarceE FrROM THE ARIANE SYMPHONY

Alex. Guilmant

SIR JOHN STAINER ON SOUND.

WE are apt to forget that a musical
sound practically does not exist with-
out ears to take it in. The following
extract from an Oxford lecture of thz
late Sir John Stainer will make this
fact clear:

“Suppose that I were to obtain and
set up machinery by which the organ—
say, in Westminster Abbey—could be
played automatically. Imagine that you
are all of you with me in that building
that I set the machinery going, and thaty
you hear the music resounding through
the beautiful arches; then suppose that
we all leave the building, lock the doors
an.d g0 away—what would happen? A
child would reply: ‘Why, the Abbey
would still be full of sound and music
although there would be nobody the,re'
to hear it” Not so; there would be
.dead and complete silence in the build-
ing, notwithstanding the vigorous and
successful working of the automatic
machinery. Yes, dead silence!

“The molecular disturbance of the air
would certainly go on. but it would
go on in absolute silence.”

TAKE time to think about your music
F?w people realize how much can be doné
with a little steady thinking in silence
and solitude.  “Solitude,” said James
Russell Lowell, “is as needful to the im-

agination as society is wholesome for the
character.”

HOW SCHUMANN-HEINK
STRUGGLED.

THE Musical Courier’s Berlin corre.
spondent, Mr. Arthur Abell, gives an inter-
:sting account of the success Mme, Schy.
mann-Heink has achieved in the country
of her birth. The scene of her greatest
triumph is Hamburg, where she suffereq
such appalling misery in earlier days. Her
first husband, Heink, was a drunkard and
a_spendthrift, and left her to pay hjs
debts out of the salary she was making
at that time, 3,000 marks (less than $900)
3 year.: <ilhe sheriff used to wait at her
door on pay days, the Ist and 16th of
the month, and take her poor little earp.
ings away from her by force to pay her
husband’s debts,” says the Courier. She
was too poor to afford a servant, ang
used to lock the children up so that they
would come to no harm while she wag
singing at the opera. She was haunted
9y the fear of fire. One night in winter the
strain proved too much for her, and she
had a hemorrhage, and was carried home
unconscious. When she recovered she
found herself lying in an ice-cold room,
vith her little four-year-old Lochten vainly
trying to warm her hands in her apron.
When Mme. Schumann-Heink asked the
child what she was doing, the childegot
up and placed a piece of ice in her moth-
er's mouth: “Mamma,” she said, “you
mustn’t talk, because if you do the blood
will come again, and then you would die;
and what would become of us poor chil-
dren?” On her recovery she succeeded
in getting the sympathetic manager to
give her an increase in salary, but even
then it was not till she came to America
that she earned enough money to bid
goodbye to the wolf forever. Small won-
der that she looks on her adopted country
as her home, and laughs at those of her
compatriots who speak of her as the “Sén-
serin vom Dollarland.” Mme. Schumann-
Heink is a truly great artist, and it seems
incredible that musical Germany should
pay so little for what it loves so much.

THE DOCTOR HABIT
And How She Overcame It.

When well selected food has helped
the honest physician place his patient
in sturdy health and free from the
“doctor habit” it is a source of satis-
faction to all parties. A Chicago
woman says:

“We have not had a doctor in the
house during all the 5 years that we
have been using Grape-Nuts food. Be-
fore we began, however, we had ‘the
doctor habit’ and scarcely a week went
by without a call on our physician.

“When our youngest boy arrived, 5
years ago, I was very much run down
and nervous, suffering from indigestion
and almost continuous headaches. I
was not able to attend to my ordinary
domestic duties and was so nervous
that T could scarcely control myself.
Under advice I took to Grape-Nuts.

“I am now, and have been ever since
we began to use Grape-Nuts food, able
to do all my own work. The dyspepsia,
headaches, nervousness and rheumatism
which used to drive me fairly wild, have
entirely disappeared.

“My husband finds that in the night
work in which he is engaged., Grape-
Nuts food supplies him the most whole-
some, strengthening and satisfying
lunch he ever took with him.” Name
given by Postum Co., Battle Creek,
Mich.

Read the little book. “The Road to
Wellville,” in pkgs. “There’s a reason.”

Ever read the above letter? A new
one appears from time to time. They
are genuine, true, and full of human
interest.
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' Department for Violinists !
;‘l‘! . ]@% Edited by ROBERT BRAINE

VIOLIN DUETS.

Tue use of violin duets is a 'much-
neglected branch by many teachers,
but it cannot be too strongly recom-
mended as a means of developing the
musical nature of a pupil Mr. A
Walter Kramer, in a lengthy article in
the Violin World, calls attention to
how much good can be accomplished
by the practice of good violin duets.
He notes that many of the best violin
duets are written in sonata form, with
an equal division of themes and ac-
companiment between first and second
violin, just as in a sonata for wviolin
and piano, the two instruments have
the themes and accompaniments al-

ternately. The practice of violin duets
forms an excellent introduction for
string quartet and other ensemble

work, which the pupil can take up
later. Playing violin duets also forms
oghtful musical pastime, giving

oreatest pleasure to the pupil. Mr.
Kramer has prepared a valuable list
of violin duets of various grades of

difficulty, by eminent composers, as
follows:

Easy: Pleyel, op. 8, Six Little Duets;
Alard, op. 22, Elementary Duets; Le Beriot,

Twelve Easy Duets; Mazas, op. 60,
v Hasy Duets, op. 38, Twelve Little
; Kalliwoda, op. 178, Three Very Easy

Medium: Alard, op. 27, Four Bril-
liant Duets; Dancla, op. 43, Three Brilliant
Duets; Fiorillo, op. 10, Six Duets; Haupt-
mann, op. 16, Three Duets; Kalliwoda, op.
116, Three Progressive Duets; Mazas, op.

40, Six Brilliant Duets; op. 62, Three Pro-
gressive Duets. Difficult: De Beriot, op. 57,
Three Concert Duets; Hermann, op. T,

Three Brilliant Caprices ; Kalliwoda, op. 70,
Two Brilliant Duets ; Maurer, op. 61, Three
Concert Duets; Molique, op. 2, Three Con-
cert Duets; Rode, op. 8, Three Duets;

Spohr, op. 3, Three Duets; op. 9, Two

Ducts; op. 39, Three Duets; op. 67, Three
Duets: Viotti, op. 22, Three Grand Concert
Duets.

The above list contains some of the
most interesting and melodious violin
duets in musical literature, and some
of those best adapted for the use of
students.

Theodor Leschetizky, of Vienna, the
eminent teacher of piano, who was the
teacher of Paderewski, strongly advises
musical students to play in public fre-
quently. He considers playing for audi-
ences as invaluable for developing the
powers of expression of the student, since
the latter will gain many new ideas of ex-
pression and style while under the mag-
netic hond of sympathy which is created
between audience and performer. Every
teacher notices that the really talented
pupils in his class play very differently
before an audience from what they do
in the lesson hour. The excitement
and influence of the audience inspire
them to heights of expression that
they would never dream of in their
private practice. It is the same with
actors; they cannot do their best work
except under the stimulus and ap-
plause of an audience. Experienced
theatregoers are always anxious to at-
tend a performance when there is a
full house, because the performance is
S0 much better.

While it is certainly not wise for a
tﬁélc.her to rush his pupils before an
audience before they are technically
Prepared, yet they should be given fre-
quent opportunity for public work as

o1t

S00n as they are even approximately

ready. My own experience has becn

that the mysterious sympathy of an
audience can teach the young violin
soloist secrets in expression and dra-
matic force, which the most eminent
teacher could not possibly do. Be-
sides, frequent public appearances are
the sole means of overcoming that dis-
tressing monster—stage-fright.

THE PROPER POSITION.

Some difference of opinion exists
among violinists and teachers as to
the proper position in which the player
should stand when playing. The great
majority contend that the player
should stand on the left foot, with the
right foot somewhat advanced, the left
leg acting as a pillar tor the support
of ‘the body. A few are of the opin-
ion that it is best to stand on the
right leg with the left foot advanced.
Still others think it best to stand with
the weight of the body equally dis-
tributed on the right and left legs,
while a small minority contend that the
common sense plan would be to shift
occasionally from one foot to the other,
especially if the piece being played is long
and the one rigid position becomes irk-
some to the performer.

One famous violinist, I think it was
Vieuxtemps, had a habit of placing his
feet together, with the heels touching,
and his weight equally distributed on
the right and left legs. This position
he would rigidly retain during the en-
tire performance, his body swaying,
however, at times under the influence
of the music.

As the classical and most used posi-
tion, advocated by the most noted vi-
olin teachers of history, is to stand on
the left foot with the right advanced
slightly, it is probably the safest for
the student to assume. There would
be no great harm done, however, if a
violinist should assume one of the
other positions, provided it were grace-
fully done and he found it more com-
fortable.

Teachers should insist that their pu-
pils do their practicing standing, and
not sitting. The bowing can be done
much more freely when standing.
Recognizing this fact, the rule obtains
in several European orchestras for the
violinists and viola players to stand
while playing, even in the case of a
symphony, lasfing three-quarters of an
hour or so. When Henry Schradieck,
the Leipzig violinist, was engaged as
director of the Cincinnati Symphony
Orchestra some years ago, he intro-
duced the custom of having all the
violinists in his orchestra in Cincinnati
stand while playing. The custom was
not generally adopted- in this country,
and there is no American orchestra, re-
quiring it at present, as far as I know.

The position of the violin soloist on
the stage should be easy and graceful,
and there should be no frequent
change of position, wandering around
the stage, beating time with the foot,
etc.,, all of which faults T have seen
eminent soloists from time to time
commit. A graceful position and
grace in playing goes a long way with
an audience, and often condones
faults in the actual playing.

TURN OF THE BOW.

TeacHERS frequently neglect to in-
struct their pupils in what is known
as the “turn” of the bow—the little
connecting motion of the wrist after
the stroke has reached its limit. This
is as important to separate stroke
bowing as the springs to a carriage;
it connects the strokes smoothly,
making a perfect legato, and avoids the
jerky, rough, staccato style which is
present when these ‘“turns” are not
made with the wrist. The “turn” is
made at each end of a separate stroke.
As soon as the arm stops at the end
of a stroke the wrist alone carries the
bow a little further, before the reverse
stroke is begun, thus connecting the
tones, as could be accomplished in no
other way. If the wrist is kept rigid
at the end of each stroke, the effect
on the ear is as if rests were being
introduced between the notes, the rests
occurring during the process of re-
versing the bow by the arm. Tech-
nical points of this nature are rather
difficult to describe in words, but
every reader has opportunities of
watching and hearing good violinists
occasionally, and can watch for this
“turn,” which will be seen to be present
at the end of each stroke if the violinist
knows how to bow properly. This is
one of the small details in violin play-
ing which is of the utmost importance,
just as in the case of a minute cog in
a machine, which is so small as to almost
escape notice, and yet it absolutely neces-
sary for the correct running of the ma-
chine. Every violin student who finds
that he has not been instructed in this
matter should lose no time in calling his
teacher’s attention to it, and ask to be
instructed in it. i

LAZINESS OF PUPILS.

MAN is by nature a lazy animal, and
is, on occasion, turned aside by very
slight obstacles. How often does the
violin pupil go to his case to get his
violin for the daily practice, and, find-
ing a string broken, give up practice
for the day from sheer laziness, sim-
ply to escape the trouble of putting
on a new string. Then, possibly he
has no new string to replace the
broken one, for violin students, as a
majority, have an unaccountable fail-
ing to keep an extra supply of strings
on hand. This may interrupt the prac-
tice for two or three days, until the
pupil has time to go to the music
store and get a new string. Besides
broken strings, there are many other
minor accidents which may befall the
violin and bow, and every teacher can
testify how much these delay the pu-
pil’'s progress and interrupt his regu-
lar practice, unless he is of a pecu-
liarly methodical and painstaking dis-
position.

TRASHY MUSIC.

ONE of the greatest drawbacks to
the cause of American composition is
the inane love of trashy music, com-
monplace songs and rag time. The
American is unlike every other human
being in this respect. He doés not
hesitate to descend to the lowest levels
in art. This is one of the blots upon
our escutcheon and one of the rea-
sons why art in America counts so
little. Instead of being ashamed of
this degenerate taste, we seem to glory
in it. This taste must be overcome.
We must win the people to a better
and a larger conception of art. We
must get them interested in American
music of the better class and instill
into their minds the necessity of en-
couraging American effort—Clarence E.
Le Massena
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SHOW THE PUPIL HOW.

THE long-experienced professional finds
little difficulty in tuning and keep-
ing his instrument in proper condi-
tion, but to the student and amateur
it is a momentous affair. The experi-
enced violinist can put a string on the
violin in one or two minutes by the
watch, the inexperienced pupil may
tinker around ten or fifteen.

The moral of this preface is, that
it is absolutely the first duty of the
violin teacher to show his pupils how
to tune and to take care of their in-
struments. I have known poor teach-
ers to succeed  in building up a good
business, where far better teachers
failed, simply because the former at-
tended to these very important de-
tails and the latter did not. How can
a violin pupil make proper progress if
he cannot tune his violin corectly? He
will show very little progress at the
lesson hours, if he has been practicing
on a violin badly out of tune in the
intervals between.

The violin teacher who expects to
build up a good teaching business must
be practical. He must do like the
manufacturers of the safety razors—
make things easy for his patrons, This
the average violin teacher does not do.
He tunes the pupil’'s violin himself
when the lesson commences instead of
having the pupil do it himself under
the teacher’s direction, and may make
a few vague suggestions at rare inter-
vals about the care of the instrument.
Since there is no class of instruments
in which so much is required of the
performer in the way of tuning, and
looking after the adjustment of the
various parts, as string instruments,
it naturally follows that the teacher
should use extraordinary pains in in-
structing his pupils in these matters.

Many violin teachers will contend
that, as many of their pupils come for
only a single lesson a week, and that
possibly but for thirty minutes, they
cannot afford to devote so much of
the lesson hour to these matters. They
would find, however, that their pupils
would make far better progress in the
long run, if they would devote half or
cven all of the lesson period for a few
lessons, to instruction in tuning and
care of the violin, until the pupil has
mastered it. Evéry pupil should be in-
structed to get some little text book
on the violin, of which there are sev-
eral, something on the type of Honey-
man’s Violin and How to Master It
in which the process of tuning, care
of the wviolin, etc., are described at
length. The pupil should be instructed
to study such a work as if it were a
school text book, and in this way he
will learn an immense number of facts
about the violin which it would take
a great deal of the teacher’s time to
tell him.

Violin teachers would also find it an
advantage to give their pupils class
lessons on these subjects once in a
while, in which they could instruct
them how to tune, how to put on
strings, and many other things so
necessary to know. This would not
take up much of the teacher’s time,
and would be much appreciated by pu-
pils and their parents, besides proving
of the greatest practical advantage to
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olin is properly strung, with strings
that are comparatively new, not false,,
and in good condition in every way.
Many pupils get in the habit of leaving
their violins at home when they come
for their lessons, and ask for the loan
of one of the teacher’s violins for use
during the lesson hour. This practice
should be frowned on by the teacher,
as he should see each pupil’s violin
once or twice a week, to see that it is
in proper condition.

PHYSICAL CULTURE FOR THE
HAND

Tue European musical press, espec-
ially the journals devoted to violin
playing, have, during the past year,
devoted much space to the subject of
physical culture for the left hand of
the violinist, with the idea of increas-
ing the stretch of the fingers, loosen-
ing the joints, developing suppleness
of the fingers, etc. Several systems
have been published and various forms
of apparatus invented, and a few per-
sons are devoting themselves to this
physical culture of the hand as a pro-
fession. A great deal of discussion
has been provoked, and violinists have
written communications to the jour-
nals by the column, some for and some
against the systems. Several violin-
ists of world-wide fame have endorsed
some of the systems in signed testi-
monials. .

We are all familiar with the stretch-
ing of the hand by corks, that is, by
placing corks between the first, sec-
ond and third fingers of the left hand,
and pushing them down to the sock-
ets of the fingers. The corks are left
in this position several minutes daily,
the object being to develop the stretch-
ing capacity of the fingers. In a few
days the exercise is commenced of open-
ing and shutting the fingers, still holding
the corks, first together and then separ-
ately, to develop independence of finger
action. May claim to have been helped
by this process.

The European systems consist of many
devices of a similar nature and various
form of apparatus scientifically designed
to develop stretching and suppleness and
help the circulation. Many claim to have
been helped by the exercises. One en-
thusiastic lady violin player, in a com-
munication, claims that when she com-
menced the use of one of the systems
she could hardly stretch an octave, and
her fingers were so short and stumpy
that she could barely reach the first C
above the staff (half tone extension from
the first position), although she had been
playing for years. After a year of the
cxercises of the system she was able
to master and play in public Bruch’s
G Minor Concerto with great success.

As far as known these systems have
not come into use in this country, nor
are there any teachers of physical cul-
ture for the left hand of violinists here,
as in London and other large Eu-
ropean cities. The systems have be-
come a fad mostly with amateurs and
students, and a few professionals have
endorsed them. The greatest Eu-
ropean teachers of the violin, however,

POPULARITY OF THE PIANO.

One cause of the immense popu-
larity of the piano is the facyt that it
is ready for use at a moment’s notice.
With two tunings a year a good piano

will stand in tune fairly_wel}]], and in
days of perfection in the manu-
o S H are rarely

facture of pianos, repairs 1
necessary. Contrast this instant gva'll—
ability with the case of the v101'1n,
where the player has to keep the in-
strument properly strun'g, and con-
stantly to keep tuning it. He must
also see that he has strings of good
quality, and that they are not false
when strung on the violin. He must
watch that the bridge is kept perpen-
dicular, and the violin wiped c‘lean and
kept free of rosin after playing ea'ch
day. He must also Watch_that the in-
strument is not unglued in any part,
and must take the violin to the re-
pairer to have the fingerboard l.eveled
where grooves have been cut in the
surface from the pressure of the fing-
ers of the left hand. These are only
a few of the cares of the violinist.
Then the bow must be kept rosined
and mist be re-haired at frequent in-
tervals; it must also have the hair
tightened before beginning to play.
The violin and bow are fragile instru-
ments, and all sorts of accidents hap-
pen to them, making frequent visits
to the repair shop necessary. The vio-
linist must attend to all these details
himself,

A TROUBLE MAKER
Coffee Poison Breeds Variety of Ills.

A California woman who didn’t know
for twenty years what kept her ill,
writes: to tell how she won back her
health by quitting coffee:

“I am 54 years old,” she says, “have
used coffee all my life and for 20 years

stffered from indigestion and insomnia,

Life was a burden and a drag to me all
the time, and about once a year my ail-
ments got such hold upon me that I
was regularly ‘sick in bed’ for several
weeks each time.

“T was reluctant to conclude that
coffee was the cause of my trouble, but
I am thankful that I found out the
truth.

“Then I determined ‘to use Postum
exclusively—for a week at first—for I
doubted my ability to do without
coffee for any length of time. I made
the Postum carefully, as directed, and
before the week expired had my re-

‘ward in a perceptible increase in

strength and spirits.

“Seeing the good that my short ex-
periment had accomplished, I resolved
to continue the use of Postum, cutting
out the coffee entirely. This I did for
nine months, finding, daily, increased
cause for gratification at my steadily
improving health. My indigestion grad-
ually left me, my sleep returned, I
gained 26 pounds in weight, my color
changed from sallow to a fresh, rosy
hue and life became a blessing,

“Then I thought T would try coffee
again, and did so for a few weeks.
Tl}e punishment for deserting my good
friend, Postum, was a return of my old
troubles.

“That taught me wisdom, and I am

SOME TOOLS OF SPECIAL
VALUE
TO THE PIANO TEACHER

There s material among the mass of
musical publications which is effective as
¢musical tools, but it must be sought out,
Such material is here described and the
piano teacher will find them tools well
adapted to certain definite ends.

TWENTY-FOUR SELECTED
STUDIES FOR THE PIANOFORTE
By J. CONCONE

furnish splendid material for developing
finger dexterity, lightness of wrist, singing
tone, a control of legato and staceato
and, withal, phrasing. These are essentials
which every piano teacher is earnestly striy-
ing to develop in his pupils. A set of
studies so perfectly combining a happy
union of pedagogic value with distinctively
musical characteristics is hard to find, ana
in this edition, enriched by careful annota-
tions, the teacher will surely have a tool
well adapted to the end he has in view.

THIRTY-SELECTED STUDIES
By STEPHEN HELLER
From Op. 45 46 and 47

is another tool of definite value. The
enthusiastic teacher always finds it a de-
light to teach these studies of Heller’s,
So well adapted are they to the develop-
ment of discriminating touch, a fine sense
of rhythm, and artistic phrasing that the
teacher who, realizing their purpose, uses
them to accomplish this end is invariably
gratified with the results attained. They
are as effective as a keen-edged axe is to the
felling of a tree. And so varied are they
as to style, movement and musical content
that the pupil finds his interest newly
aroused with each successive study. This
edition has an interesting sketch of Heller
and annotations by eminent teachers which
add immensely to the worth of the edition
as a musical tool. Price, $1.50.

Nos, 3346-3347, Grades | to Il

SELECTED STUDIES FROM
A. LOESCHHOAN

Edited and Graded by Jas.H. Rogers

In the composer’s mind, technical effects
stood first, yet each study is of marked
musical worth, pleasing and practical. The
selections are short and each stands for a
specific technical as well as musical purpose.
The books make a valuable supplement to
any instruction book, giving the pupil en-
couraging material for supplementary study.
The modernness of these pieces will appeal
to the progressive teacher. . Price, $1.00 each.

THE FIRST STUDY OF BACH

Introductory to the ‘‘Little Preludes’’
Selected and Edited by Maurits Leefson
This novel and highly attractive little vol-

ume will Be welcomed by all good teachers.

It is universally felt that the early study

of Bach gives to young players a melodic

refinement and a clearness of finger which
nothing else does give. The great trouble
has been to find something easy enough,
since even the two-part Inventions can
hardly be attacked earlier than the fourth
grade, and are difficult and trying even there.

A few of these seventeen selections can be
studied even during the second grade. The
others are easily available during the third
grade. The book, therefore, fills a place in
elementary pianistic education which has not
peep previously covered. Most of the work
i8 in two-voice form. Price, 50 cents.

SELECTED “CZERNY’’ STUDIES

Revised, Edited and Fingered, with Copious
Annotations by Emil Liebling

In Three Books Price, 90 Cents Each

_WITHOUT CZERNY THERE WOULD BE

NO MODERN TECHNIQUE.

The pianistic world is returning to Czerny
very fast. This work represents a diligent
sifting and careful selection of material from
the entire works of Czerny, including all the
popular opus numbers, together with many
less known, but equally meritorious studies.
Mr. Liebling’s editorial work has been of
the most exact and painstaking character
f;om both the technical and interpretative
sides. Such a selection embodies the prac-
tical teaching experience of a lifetime; the
student and young teacher alike are saved
the enormous task of individual selection and
are the recipients of valuable actual musical
instruction, representing in reality an other-
Wise large outlay of money in tuition.

This Czerny edition ranks with the Von-
Buelow, Tausig, Cramer and Clementi Stud-
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Theodors Presser Co.
PUBLICATIONS JUST ISSUED
MARCH, 1912

Any of our works sent on inspection to
teachers, upon request, at our usual large
professional discounts. ? < ;

Use the number, not the title, in ordering.

PIANO SOLOS.
9292 Attention! March, C. Lindsay 1 25

9294 On Tiptoe, Scherzo, C. Lind-

SAUY - osr sy ey 25

9324 Spirit of Progress, March,
3 H, Engelmann........... 3 .50

9270 Old Norwegian Folk-Song,
S g B e e S 8 .20

9275 Full Moon (Mondnacht-
Tdylle), J. Holzer........ 3 .50

9276 Alpine Echoes (Alpenk-
linge), J. Holzer........ 3 .50

0277 Maybells Chiming (Maigldck-

_ chen), Polka Mazurka, J.
SHaPRert vl s seaiLin 3 .60

9280 Sunset in the Mountains, Op.
SEE R W RerR L 3 60

9279 Thistledown Waltz, M. Loeb-
Ty e e S, SR 3 .00

9315 On the Campus, Caprice, R.
N7 AomBon s Sa e 3 .50

9317 On the Gridiron, Galop, R. 8.
50015 b Y R el e AR A ) 3 .50

9314 With the Girls, Waltz, R.
R MEOPEIEON s, &5 o e isbrs b kR 3 .50

9283 The Huntsman (Der Jiigers-

mann),  Op: 272, “No. 2,

P Babathil. .. ... RS 3 D5
9282 In the Greenwood (Im Wal-

desgriin), Op. 272, No. 1,

et ) AR R A 3 420

9278 Dancing Cupids, Intermezzo,
PP ARherton: il iy 3% 40

9311 Cavalry March (Cavallerie-

: Marsch) 31 Op. 4, VG B,
O DCBCI. s e ars e N 3% 35

0297 Singing Waters, Arabesque,
Op. 214, F." P. Atherton.. 4 .50

9267 Chanson du Matin, Op. 12.
H cHAORETLL Ty 5 TeRG 4 .40

9305 Entreaty, Romance, Op 267,
No. 1, For Left Hand

Alone, H, Lichner. s ...z, 4 .50
9286 Romance, Op. 8, No. 2, 8.
Rachmawinoff . .......ov.. 6 20

PIANO DUETS.

9300 Ju-Ju (Jou-joux) Polka, F.
BEREE VIR et i A b a s ket 2 50
9312 Cavalry March (Cavallerie-
Marsch), Op. 4, G@G. !

HOMPEBCR i v s s a0 3 .60
9281 Carmen Overture, G. Bizet.. 35
SIX HANDS.

9194 Marche (Morceaux bril-

liants), Op. 183 No. 1, L.
STrefbboy . | chlehhiv 2% .60

VIOLIN AND PIANO.

9121 Album Leaf (Albumblatt),

Op. 126, No. 2, G. Horvath 3 .50
9205 The .Juvenile Violinist. K.

A Frapkiin s a i s ol 149 1.00
9268 Ripogenus Mazurka. F. Hahn 6 .75
9269 Berceuse, H. Beaumont. .. .. 3 .40

PIPE ORGAN.
9287 Cradle Song (An der Wiege),
: Op. 68, No. b, E. Grieg... 4 .30
9084 Festal Processional March,
LB

Op. 30, H. Hackett.. .. . £ .60
9105 Berceuse No, 2, R, Kinder... 3 .50
9109 Processional March, R. Kin-

1 4 e G BT M e S 4 60

SONGS.

9108 Father, Hear Me, P. D. Bird. 3 40
9063 I Know That My Redeemer

LivesuoPs 1), OBird i s 3 .50
9091 Smiles and Frowns, J. M.

kel e S B D 3 .50
9033 Life's Golden Morn, Hart-

well-Jones A S .50
9097 King of Love My Shepherd

Is, The, Vocal Duet, A. W.

LERSng s i Sy 4 .60
9104 Thou Art Like Unto a

2o ‘Flower, F. McCollin...... 3 26

9077 Gold,  Glittering Gold, The

~ Miser’s Song, H. W. Petrie. 3 .60
9092 Come Unto Me, J. H. Roberts. 3 .50
9098 Jesus, Saviour, Hold My

X Hond, R. M. Stults....... 3 .50
9132 My Faith Looks Up to Thee,

Vocal Duet, J. C. War-

! R L 3 .60

9298 Dear Little Hut, 7. B. Gallo-
R e S I U 3 40

9304 Soffly Now the Light of Day,

o BB ROBS . & . i o 3 .50

9303 With Broken Ileart, £. D.

{ oy e R G 3 .50
9322 My Lad-0, A. O. Quinian... 3 50
92900 Winter Bells, Waltz Song,

LA R R A 4 .60

OCTAVO ITEMS, CHORUSES AND PART
& GS—MIXED VOICES.
10168 Glory, O God, for Evermore,
Baster Anthem, F. H.

The Virtuoso’s T riumph

HE fashion of the present day
demands that the complexion
of the well-groomed woman

shall be clear and of a snowy white-

ness. To possess these necessary

requirements, invest at once in a
bottle of

GOURAUD’S
ORIENTAL
CREAM

and énjoy the charms that are so
admired in a fashionable woman.

ETHE Sy EVER L,,.,‘s.,&:
Thw Pivpisshieciies Mogero
,me“"“ L

37 G_R::;ﬂ;z%r

30 e
T hene i
Py i, ot

Gouraud’s Oriental Cream is a
liquid powder, far surpassing the dry

i} powders that have to be applied so fre-

quently to gain the desired effect. It
whitens, softens and clears the skin.
It is absolutely free from' grease thus
preventing it from encouraging the
growth of hair.

Gouraud’s Oriental Cream has
been in actual use for nearly three-quar-
ters of a century which is the surest
guarantee of its superiority. If you will
use it regularly, vou will know why it has
been popular for so many years. Any
first-class druggist or department store
can supply you, or on receipt of $1.50 we
we will send you a bottle direct.

A soft, velvety sponge must always be
used for applying Gouraud’s Oriental
Cream. It is wise to procure one of

Gouraud’s Oriental
Velvet Sponges

which are imported specially from the
Adriatic sponge fisheries. Of firm, close
texture, absolutely free from dust, dirt
and grit, they are admirably adapted for
applying Gouraud’s Oriental Cream.

In dust-proof boxes, ready for use.
Price, 50c. each direct.

Ten cents in stamps
will bring you a book of

Gouraud’s Oriental Beauty Leaves

This charming little booklet of perfumed
powder leaves may be slipped iuto the purse
to use on all occasions. They are amazingly
refreching after exposurve to wind, snow o»
dust.

FERD. T. HOPKINS, Proprietor

scem to think that from five to eight now and shall be all my life hereafter 37 Great Jones St., NEW YORK
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ST. PATRICK’S BIRTHDAY
MUSICAL.
(A musical for Junior Club.)

WE sent our invitations for Saturday,
as this year St. Patrick’s birthday comes
on Sunday. We cut shamrocks from
white bristol board and used green ink,
requesting our guests to wear something
green. The invitations wore sealed en-
velopes, and two green one-cent stamps
were used in place of the ordinary two-
cent pink one. The decorations were con-
fined to green and white because they
were easiest and cheapest. The club girls
wore white dresses with tea aprons of
green tarltan. As favors each boy had a
wiggly paper snake, and each girl a bon-
net made of green crepe paper. These
were effective” and added much to our
decorative scheme, Green paper sham-
rocks dangled from the chandeliers and
doorways, and were scattered over our
white table cloth.

The musical program was an hour long,
and each item was announced by the
president, who wore a long cape of green.
1. O The Shamrock...... TrOMAS MOORE

(Enter club girls, swinging festoons of
green.  Bowing to the president and
guests, they circle around the piano and
recite:)

“Through Erin’s Isle,

To sport a while,

As Love and Valor wandered,

With Wit, the sprite,

Whose quiver bright
A thousand arrows squander’d.

Where they pass,

A triple grass
Shoots up, with dewdrops streaming,

As softly green
As emeralds seen
Through purest crystal gleaming.

O the Shamrock, the green' immortal

Shamrock,

Chosen leaf of Bard and Chief.

Old Erin’s native Shamrock!”

2. P1aNo: March Wind..... MAcDowELL
3. Songs Kathleen Mavourneen,

4, LEGENDARY LORe. (Our president told
this story:) “‘In the north countree’ tiny
elfin folk are supposed to play enchanting
strains upon their pipes in the month of
March, which awaken the seeds and buds
from their long winter sleep; finally, as
the sweet music penetrates deeper and
deeper into the earth, the little green
shoots appear, and spring has returned
with its ever new mystery of life.”

5. P1aNo: Rustle of Spring......SINDING
PART 1II.
6. SoNG: The Lass With the Delicate
A ArNE (ETUpE, Jan., 1911)

7. DUer: Pigzicati, from Sylvia.DEUBES

8. FLAG DRILL (to the music of Valse
Excentrique, EcGLiNG, ETUDE, Dec.,
1910. At the end distribute the
flags to the guests, using Irish

Mgels T
9. Recitarion : Sing, Sing, Music was
Giyens. il THOMAS MOORE

“Sing, sing, Music was given,
To brighten the gay, and kindle the
loving ;
Souls here, like planets in Heaven,
By harmony’s laws alone are kept
moving.”
10. Our guests joined us then in singing
Irish® folksongs.

As we were finding our chairs for the
games which followed some one played
The Wearing of the Green.

After the concert the following games
were played:

COMPOSER’'S AUCTION.

Small green bags of beans are dis-
tributed to the bidders for the game of
Composer’s Auction. The president acted
as auctioneer, and offered for sale pic-
tures of the March musicians—Chopin,
Foote, Dudley Buck, Haydn, etc.

TWO AND TWO MAKE ONE.

Use the Gallery of Musicians found in
the Etupes of 1909, 1910 and 1911, or
penny pictures of musicians; cut the pic-
tures into two parts diagonally from
upper to lower corner.

Distribute the parts to the guests. Each
one must find the corresponding part of
his picture; when the pictures are prop-
erly matched the couples march around
the room singing.

THE SHAMROCK HUNT.

The Shamrock Hunt forn.s a pleasant
bhalf hour’s diversion. Shamrocks are
hidden in all the out-of-the-way nooks
and corners. Each player is provided
with a basket, the one finding the great-
est number of shamrocks in thirty min-
utes receiving a prize.

Our prize was a copy of John Field’s
Nocturnes. 1f the winner could tell
about the composer, John Field, she kept
the prize. If not, it passed on to the one
telling his birthplace and something of
his life.

The refreshments were sandwiches
filled with lettuce and chopped olives;
green tea was also served.  The presi-
dent gave the following toast:

“Come in the evening, or come in the
‘ morning,

Come when you're looked for, or come
without warning

A thousand welcomes you'll find here
before you,

And the oftener you come the more I’ll
adore you.”

The boys’ little wiggly paper snakes
«made great fun at the table. We sur-
prised the president at the end by giving
her a shamrock shower and presenting
her with a blackthorn harp all wound up
in green paper.

At parting we sang Wearing of the
Green. The party was a decided suc-

cess, and as a means of holding our club
members together it was worth all the
trouble and expense.

A LITTLE PROBLEM IN
RHYTHM.

LittLe Lucile had a new study in
which occurred triplet eighths, which I
explained carefully. When she returned
home she said, “Mamma, I have some
triplets in my lesson.” “What are
they?” asked her mother, to see
whether she understood. “Here they
are,” pointing to them; “they’re all
three together—all to one count; and
here,” pointing to some ordinary
cighths, “these—these—well, I guess
you’d call them twins!”

«QUT-OF-DOORS IN MARCH.”
(A4 playtime musical for first and sec-
ond grade pupils. The stage or room 1s
decorated tastefully in green, with plenty
of tiny brown rabbits made of brown pa-
by PART 1.
Marca  (girl in green and brown
dashed with white recites)
1. “The cock is crowing,
The stream is flowing,
The small birds twitter,
The lake does glitter,
The green field sleeps in the sun:
The oldest and youngest
Are at work with the strongest;
The cattle are grazing,
Their heads never raising;
There are forty feeding like one!”
WORDSWORTH.
Merry FarMER (Doy in blue overalls
carrying toy rake ouver his shoulder
plays) :
2 Merry Farmer, Schumann.
Lirre. TRAVELER (girl in long coat
carrying suit case plays):
3. On A Visit, F major,
(Erupg, Oct., 1911).
SUMMER AND BIrDs (fwo girls in white
dresses trimmed in smilax; one recites) :
4. “How pleasant the life of a bird
must be,
Flitting about in each leafy tree!
In the leafy trees so broad and tall,
Like a green and beautiful palace

Spaulding

hall,

With its airy chambers, light and
boon,

That open to sun and stars and
moon ;

That open unto the bright blue sky,
And the frolicsome winds as they
wander by !”
. Mary Howrrr.
5. Birds in the Apple Tree, C major,
Swift (Erubpg, Dec., 1911).
Tue Winp (girl in gray waving long
chiffon scarf recites) :
“l saw you toss the kites on high
And blow the birds about the sky;
And all around I heard you pass,
Like ladies’ skirts across the grass—
O wind a-blowing all day long,
O wind, that sings so loud a song!”
STEVENSON.
6. King of the Winds, D minor, Swift
(Etupg, Dec., 1911).
BrowNiES  (two boys dressed as
brownies; they recite and play) :
7. “Hie away, hie away!
Over bank and over brae,
Where the copsewood is greenest,
Where the fountains glisten sheenest,
Where the lady-fern grows strongest,
Where the morning dew lies longest,
Where the blackcock sweetest sips it,
Where the fairy latest trips it:
Hie to haunts right seldom seen,
Lovely, lonesome, cool and green,
Hie away, hie away!”
Scorr.
8. Arrival of the Brownies, F major,
Anthony (Etubg, April, 1910).
PART 1II.
Roe Roy (boy in Scotch plaids recites
and plays) :
1. “Bring the comb and play upon it!
Marching here we come!
Willie cocks his highland bonnet,
Johnnie beats the drum.”
STEVENSON.
2. Rob Roy, G major, Anthony (ETUnE,
June, 1910).
IfARIF,s (two girls dressed as fairies
recite and play) :
3. “Up the airy mountain,
Down the rushy glen,
We daren’t go a-hunting
For fear of little men;
Wee folk, good folk,
Trouping all together,—
Green jacket, red cap,
And white owl’s feather!”

ALLINGHAM,

4. Duer, Fairy Tale, G major, Seeboeck
(Ertubg, July, 1910).
Tue SEA (boy in green blowing g larg,
sea shell recites and plays) :
5. “Now high, now low,
To the depths we go,
Now rise to the surge again:
We make a track
On the Ocean’s back,
And play with its hoary mane”
BuLwEer Lyrroy,
6. On the Deep Sea, G major, Stein-
heimer (Erube, Jan., 1910).
InpiaN (girl and boy dressed in [y.
dian costumes recite and play) :
7. “Ha! wadamba thike
Inshta zhida, inshta zhida,
Imba theonda,
Imba theonda.”
(The translation is:
“Ho! he who peeps
Red eyes, red eyes,
Flap your wings,
Flap your wings.”)
St. NicHOLAS,
8. Indian War Dance, E minor, Broy-
noff (Etupg, July, 1910).
EveENING (two girls in gray dresses
(rimmed in poppies recite and play) :
9. “Now the sun has passed away
With the golden light of day,
* Now the little stars on high
Twinkle in the mighty sky,
Father, merciful and mild,
Listen to thy little child.”
10. DuEr, L'Angelus, C major, Gounod
(EtubpE, June, 1911).
Crass (circling around the piano) sing
“IWearing of the Green.”

TWO OUT-OF-DOOR GAMES.

“RUNNING THE SCALES.”

THERE are two goals marked off by a
white line; players, representing the sharp
and flat scales, sit or stand on one side of
the goal while a single player (King Har-
mony) is stationed half way between,

Each player wears a placard bearing his
scale name, F sharp, A flat, E, etc. King
Harmony cries out, “Red rose, who knows
where A flat goes?”

Whereupon 4 flat comes out and tries
to reach the opposite goal without being
caught by King Harmony. 1f A flat is
caught, she hecomes a princess and must
stay in the middle and help King Har-
mony catch the next scale called.

Those who succeed in winning the op-
posite goal are again called for, and the
play continues until all are in the middle.

The last one caught is the winner, and
she becomes the musical leader for the
week.

“THE PRIMA DONNA AND THE
IMPRESARIOS.”

The players are divided into two equal
parties, each having a home marked off
at opposite ends of the lawn, with a neu-
tral space between.

One party represents a prima donna
(_deciding among themselves which opera
singer they shall represent—Melba, Calvé,
Caruso, etc.).

They then walk over to the home line
of the opposite party, the opposite players,
representing the impresarios, stand in a
row on their line ready to run.

They try to guess the name of the prima
donna chosen by their opponents. As soon
as the right opera singer is named the
entire party owning it turn and run home,
the impresarios chasing’ them.

Any players caught by the impresarios
before reaching home become part of his
opera company. The remaining prima
donnas repeat their play, taking a differ-
ent name each time.

The game continues until all the stars
of the opera have been caught. The las!
one caught is the winner and is crowne’l
Queen of Song.”

| &
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1‘ International Composers Puzzle
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This puzzle is an excellent one for clubwork. We give the portraits
of six famous composers of six great nationalities, These are the pictures
by which the_y are best known, The initial letters of the last names of the
composers will, when properly arranged, spell the name of another famous

composer with six letters in his last name.

An American Composer

An English Composer

Who is that composer ?

9

A German Composer

A Scandinavian Composer

THINGS TO KNOW ABOUT YOUR
PIANO.

Do not set things on the pianc. They
may rattle and mar the case, so be care-
ful not to let pencils or pins or nails or

ines or other things fall into the
. Just see what happened to Ed-

piano. He says, “Once we were
with a dead mouse on the piano.
nouse was Robinson Crusoe and the
was the island, and somehow Cru-
slipped down inside in the island,
its works, and we couldn’t get it out,
ich we tried with rakes and all sorts
1ings, till the tuner came; and that
wasn't till a week after, and then—"

It takes about six months to build a
good piano, but a very short time to spoil
one. Your piano has about a dozen differ-
ent kinds of wood in it. The slopes of
the Adirondacks furnish spruce for the
sounding board, and many other forests
give up their best treés for the various
other parts.

The wood yard of a piano factory rep-
resents a fortune. Here the timber is
“quarter-sawed” and left to season under
cover, for months, even years. Then it
is brought into the factory and seasoned
again in kilns which are heated to 140

degrees. All this is done to keep the
wood from cracking, splintering and
warping,

No nails and few screws are used in
putting the wood together; instead some
thirty gallons of glue are made to hold
all the pieces in place. A gallon of var-
nish is scarcely enough to give the proper
finish outside.

Perhaps the most delicate parts to
make are the keys. No two of the
eighty-eight are alike, for each has its
own ind'viduality, and we might just as
well ask eighty-eight boys to change hats
and expect them to fit as make any of

An Italian Composer

A French Composer

the eighty-eight keys to change places.
Each key is plainly marked with a num-
ber, and it must keep that number.

Although you cannot see it, the ivory
for each of the fifty-two white keys is
in two parts, the wide piece in front and
the narrow piece at the back being sepa-
rate.

No one can describe the action of your
piano to you; but just look inside and see
the pieces of wood, the levers and blocks
and little bars so beautifully put together
with springs and bands, brass plates and
wires, and you will resolve not to pound
and thump your poor, abused piano, for
each key is a very delicate kind of jump-
ing-jack working within. The key must
be pressed, not punched, to make the
felt hammer strike the strings and pro-
duce the tones, and to make the felt
damper lift from the wires and fall back
as soon as the key is raised.

Never abuse your piano. Open it, air
it, dust it, let the sun shine across the
keys, keep it alive by using it, and always
close it at night. Remember the jump-
ing-jack inside is a frail and delicate
little skeleton, sensitive to night air and
damps.—Jo-Shipley Watson.

Tn some German cities students are not
permitted to practice with open windows.
It frequently happens that some Ameri-
can students become objectionable to
their neighbors because -of excessive
practice. Recently in London. a music
teacher objected to having her neighbor
keep chickens. The owner of the hen-
nery brought a counter-charge of “of-
fensive piano practicing.” The whole
neighborhood became involved in the
wrangle, and the matter was taken to
the courts, and the owner of the chickens
was bound over to keep the peace. An-
other victory for high art over chanticler,

WHEN THE CHINESE SING.

No sHEET of music is ever unfolded by
the professional singer in China; he is
expected to know the words, as well as
the music, of at least five hundred bal-
lads. Sometimes the solo consists of a
fantasie on two notes, the pitch being
E in the treble, with squeaky flights
upward.

To us the music is incomprehensible;
still there are those who say that the
Chinese are so far beyond us musically
that we are unable to understand their
combinations of tones. Some of our
latest modern music has a strange un-
beautiful sound like the Chinese; the
Chinese Ambassador at Washington is
said to have recognized Chinese themes
in it. Whatever it is that makes this
newest music sound so “funny” and
not always “pretty,” it remains inter-
esting; and so it is with the Chinese
music—it is always interesting.

THE GREAT AGE OF CHINESE MUSIC.

They delight in the texture of sound
and not in tone; they do not speak of
melody, but of sound of tone. To them
there is a great difference between
sound and music. Long before the
savages of Europe had even invented
a tune or melody the Chinese had a
system of harmony, with octaves, a
circle of fifths and other combinations
based upon a scale of five notes; all
this happened before 1100 B. C. They
knew the diatonic scale, but used the
pentatonic C, D, F, G and A, which
gives to their music the character of
Scotch music. It was the Mongul in-
vaders who abolished all semitones by
issuing an imperial edict to that effect;
so- musical development, as well as
human development, was held back by
the Manchus.

THE SOUNDS OF NATURE:

The Chinese have a system of eight
different sounds (the eight different
sounds in nature): (1) skin, (2) stone,
(3) metal, (4) clay, (5) silk, (6) wood,
(7) bamboo, (8) gourd.

Under skin instruments come the
drums of all varieties; stone produces
the finest sound, and the instrument
consists of eighteen stones of different
sizes; these are struck by a hammer.
Bells are the metal instruments; these
are also struck by a hammer. Under
clay comes a brown egg-shaped affair
like our ocarina; its tone is hollow,
rather sweet and similar to that of a
stopped organ pipe. The silk instru-
ment is a flat harp of five or six strings;
it is called the “Che.” The “Kiu” is
about nine feet long and has twelve
strings. There are three kinds of
wooden intruments: (1) The Tschou,
a square box with a hole. into which
the player places a stick and rattles it
around. (2) An instrument made of
strips of wood similar to our xylo-
phone, tuned to a scale and laid on
belts of straw; it is played by two
small hammers. The tone is sweet and
bell-like, though weak. (3) The gyo,
or crouching tiger, used in the temples;
it is played by rubbing the back of the
tiger and hitting him on the head three
times (this shows man’s triumph over
beasts).

QUEER CHINESE INSTRUMENTS.

All kinds of pipes and flutes are made
of bamboo; the gourds have thirteen
to twenty-four pipes to them; some-
times metal reeds are used as mouth-
pieces; the gourd is always kept full
of air.

This is the kind of an orchestra that
accompanies the singers with such fine
enthusiasm; sometimes in the midst of
the most pathetic part of the song there
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will be a tremendous noise come from
the audience, which prevents the singer
or song from being heard. Custom
has sanctioned these outbreaks. though
it is certain that no Western opera
star would endure them even at our
high-salaried prices.

DARE TO DO.

“T sHALL have to work harder. There-
fore I am going there.” These words
were spoken years ago by Bishop Greer
when he chose the least promising of
two pulpits.

One of the most important secrets
of success lies in the ability to seize the
hardest task and do it with zeal and
energy.

The world will call us by name if
we are determined to do hard work
and then work hard.

Work is just another name for op-
portunity. Some of us cannot settle
down to it beca:se we are forever fret-
ting about opportunity, dashing madly
to the door to see if she has knocked,
and thus we make a mess of things
chasing uncertainty.

Let us deal with the real, the tang-
ible. There is a surprising amount of
work to be done everywhere, and there
is no reason why one should sink into
a rocking chair because it happens to
be not of the right sort.

Many of us spend our days in Olym-
pus communing with the gods; we feel
that we are not properly appreciated,
and we believe that no one really
understands us. We tuck ourselves up
in our wounded vanity and sit waiting
and waiting for the great occasion.

True, our work may be limited, but
the fact of its being work makes life
worth while, for all work is full of sur-
prises. We cannot tell just what may
come from it; sometimes the most sur-
prising, bewildering and informing
things come out of an every-day task.

If we are wise we will not wait, for
our work is taking us on endless
wonder hunts; but no beater can help
us find the game. We must stalk it
every bit of the way ourselves. It is
a wise Providence that has made the
reward so engrossing as to render us
only half conscious of the difficulties
over which we stumble.

LUCK AND INFLUENCE.

It isn’t luck and influence, but work,
that counts. It has been said that “no
man is of any use until he has dared
everything.” Some of us have never
dared anything; we expect applause for
simply being; and, because we do not
get it, we stand off in a repellant atti-
tude, warped with conceit, uneasy and
dissatisfied.

Applause is not success. Just think
how out of breath one would be if he
were patted on the back all the time.
The really successful man does not
need this artificial

means to impress
men that he is different.
Possibility and success are every-

where because work is everywhere.
They are as diverting as the two balls
the juggler keeps in the air, and we
can juggle with them anywhere. To
master the trick one must work eagerly,
tirelessly, resisting every temptation to
look down. Remembering all the while
that no matter how great the distrac-
tion, poise and nerve must be kept.
Idlers are never quite safe from the
lure of the Lorelei, but “When work
has disciplined a man, he may safely
be left to himself, for he will not only
govern himself, but he will employ
himself,”
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From every indi-
cation,  notwith-
standing some rumors from the large
interests to the contrary, there is nothing
wrong with either the business of the
present year or of the future business
of the coming year. A mail order house,
such as we are, supplying educational
interests, is perhaps as excellent a gauge
as can be found.

By the time this issue reaches our read-
ers this business will be partially installed
in our new building, the Annex to the
present Presser Building. We needed
this building for our constantly expand-
ing . catalogue, but nevertheless it will
give us better facilities in our cashiering
and bookkeeping departments, as well as
the subscription department of this jour-
nal. Qur main stock and the music
order filling remains in the present
building.

Mail order music buying as inaugurated
by this house many years ago is becoming
more and more a necessity, as well as
the means of greater promptness in obtain-
ing music supplies. Many patrons living
in nearby towns receive better service
from our wholesale department than the
actual residents of ,our own city. A
postal card order intelligently filied e
day of its receipt ofttimes means a
more prompt attention than a wait to go
into town and make the purchase.

QOur On Sale system, carried out on the
most liberal plan, is one of the most im-
portant adjuncts of mail order buying.
[t means a supply on hand of excellent
teaching material, a supply that can be
constantly kept up to date and at very
little expense. The matter of transporta-
tion has been gotten down to a minimum
by the liberal terms allowed by this house.

We are equipped to-day to take care
of much more business than we have,
large as it is, and we would like to send
our first catalogues, which explain our
system of dealing, to any who are in-
terested; a first order and our first cata-
logues would be an excellent introduction.

Business Outlook,

The Risen King. The Risen King is
The Dawn of our new Easter
Hope. Complete Service just issued.
Easter Services for The Dawn of
Sunday-schools. Hope is the suc-

cessful Service of
last year. Both of these Services are
genuinely attractive. The new one is
rather easier than last year and very
bright and tuneful. Each Service has the
ustial appropriate recitations, exercises
and reading, in addition to the musical
numbers. To anyone sending us a two-
cent stamp we shall be pleased to send
a sample copy of each Service. Copies
may be had in quantities at our usual
liberal rates.

‘We have four fine
new anthems for
Easter this year in
addition to those previously published.
We also have a splendid collection of
solos, duets, etc., appropriate to the sea-
son. We can supply anything in the
line of Easter Music for choirs of all
sorts, church soloists and Sunday-schools.
We shall be pleased to be of service to

Easter Music
and Books.

Publisher’s Notes

A Department of Information Regarding New
Educational Musical Works
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any choir leader or organist who wishes
assistance in the selection of suitable
music.

$600 Prize Offer
for Vocal Compo-
sitions.

‘ This is the final
montiz for THE
ETUDE Vocal
Prize Competition.
A very large number of manuscripts have
already been received, but all those which
reach us prior to March 31st, or even on
that date, will be considered. Just as soon
as possible after the close of the Contest
we shall announce the final decision. All
unsuccessful manuscripts will be returned
to the seriders just as soon as possible. A
complete schedule of prizes will be found
in another column of this issue,

New Anthem Book. We have now in
preparation a new
collection of anthems to be added to our
eminently popular series. This series
now numbers five volumes, as follows:
“Model Anthems,” “Anthem Repertoire,”
“Anthem Worship,” “Anthem Devotion”
and “Anthems of Prayer and Praise.”
These are the cheapest collections of -an-
thems ever published. Over 100,000 copies
of these books have been sold.. The new
book will be a collection of anthems for
general use, adapted for either quartet or
chorus choir, pleasing and singable, of
moderate difficulty and varied in char-
acter. With each new book we aim to

surpass our previous efforts, and we feel

sure that none will be disappointed in
the new work.

The special price in advance of publi-
cation will be 15¢ postpaid if cash ac-
companies the order. If charged, postage
will be additional.

Editions Reprinted The last edition of
During February. the following works

published by this
house is exhausted and they are now
being reprinted. Of our 50¢ Collections
perhaps the most popular of them all
is being reprinted, First Parlor Pieces.
The unique feature of our 50c Collec-
tions is that they contain no padding,
every piece is worth while, playable and
harmonious.

Of our technical works, studies, etc.,
there is quite a list on press during the
present month: Tweniy-one Selected
Studies, by J. B. Cramer; Thirty Selected
Studies, Stephen Heller; the first book of
zerny’s  Velocity Studies; Technical
Studies, Op. 75, D. Krug; Octave Studies,
Op. 11, J. A. Pacher; Small School of
Velocity, Op. 242, Kohler. :

Of the works pertaining to vocal music :
Gilchrist’s Sight Singing Exercises, one
of the books of the Methodical Sight
Singing by F. W. Root; Anthem Wor-
ship, one of our series of five cheap col-
lections'"'of anthems, and Mr. F. W.
Wodell’s most helpful work, Choir and
Chorus Conducting.

Of our theoretical text books: Fill-
more’s Lessons in Musical History; Coun-
terpoint, by Dr. H. A. Clarke, and
Batchellor and Landon’s Kindergarten
Method.

It is always a pleasure for us to send
on inspection any of our works to re-
sponsible teachers, and at the regular

nal discount the same as on regu-
lar orders. The record, as shown by éhe
above facts, gives a Vvery .excellent index
to the works that the leading teachers are

professio

. psing in quantity.

We have in prep-
aration a coulc
operetta for young
people, especially
adapted for per-
formances at school and college  enter-
{ainments, ' It is one of the best: wurks
of this kind that we have ever scen. It
is very easy of production, but 1t 18
bright and entertaining throughout and
the music i§ particularly tuneful and
sparkling. L
the views in almost any college or uni-
versity community are produced in this
work, which has a genuine plot. ‘The cast
requires two tenors, three baritones or
basses, two sopranos and two altos,
together with a chorus of footpall pla_ycrs
and college girls.. The ‘work fog"the
soloists is all very pretty .a.ndf the
choruses are catchy and insplrmg._.
The special introductory price during
the current month will be 35c post-
paid if cash accompanies the order. va
charged nostage will be additional.

The Pennant; an
Operetta, by Frank
M. Colville and
Oscar J. Lehrer.

We will conuuue
during the current
month the Special
Offer on this large téchnical work. The
Virtuoso Pianist is an advanced system
of daily technic for piano students who
have passed the intermediate stages. It
is used in many of the leading schools
and conservatories of this country and
Europe, and is recommended by many of
the well-known contemporary players.

The Special Offer price is 40c postpaid
if cash accompanies the order. If charged,
postage will be additional.

Virtuoso Pianist,
by C. L. Hanon.

Instructive Piano Mr.
Pieces, or Studies one of the most
Op. 123, by Geza successful educa-
Horvath. tional writers. His
teaching pieces and
s'udies are always welcome. This new
work consists of a set of study pieces
beginning in Grade 2 and advancing into
Grade 3. They exemplify various phases
of modern technic. Each piece or study
has a characteristic title such as “The
Murmuring Brooklet,” “The Little Anda-
lusian,” “Dance of the Kobolds,” “The
Rolling Sea,” etc. A book like this is par-
ticularly useful for pupils who prefer
tuneful exercises rather than the drudgery
of the ordinary technical work.
The special advance price will be 20c¢
postpaid if cash accompanies the order.
If charged, postage will be additional.

Album for the This volume is
Young, Op. 131, one of Spindler’s
by F. Spindler. Happiest creations.

They have never
appeared except in sheet form in three
books. The retail price of this sheet
music was $1.75. Our edition will con-
tain the'three books in one, and it will
be published in the Presser Collection.
They are first grade little study pieces,
full of melody and full of educational
ideas. They are intended to make the
study of music pleasing. The musical
has never been lost sight of while the
technical is ever present.

Our advance price on this volume is
but 20c.

Operatic Album for

There has lately
the Pianoforte.

been a revival of
o opera airs such as
transcriptions and fantasies, A little re-
vival along this line is welcomed by
everybpdy. There: ' was o time when
operatic melodies were tabooed by all
publishers and all composers, and’back
of that time they were high in popu-

The topics, characters and.

Horvath s

larity; in fact, there was scarcely any-
thing but opera transcriptions and fan-
tasies that were used as pieces. They
fell into disuse about twenty-five vears
ago and there is now a slight revival, but
it comes back now in a much better and
purer form. The transcriptions and
fantasies are not so hackneyed and are
not medleys as they once were, but they
are rounded compositions that have ap
inherent connection with each other. The
album which we have in preparation is

“entirely modern and the selections are

those that are most in demand at present.
The volume will be of value to almost

“any pianist.

The price in advance will be 20c post-
paid.

These studies are
first of all melodic,
and are intended
for giving flexibility to the voice. The
accompaniments especially are not of such
difficulty that they will embarrass the
singer. The studies are all of a musical
nature, having pianistic excellence. The
name of H. W. Petrie is sufficient to
promise that something pleasing and
valuable is forthcoming.
Our advance price is 25¢ postpaid.

Vocal Studies, by
H. W. Petrie.

This volume' is
now ready and the
Special Offer is
hereby withdrawn,
The new series of selected studies de-
voted to special purposes now comprises:
“Left Hand Technic,” “Hands Together,”
“Octaves and Chords,” “The Trill” and
“Arpeggios.” Next month we will an-
nounce another volume, All the volumes
so far issued have met with great suc-
cess. We shall be pleased to send any of
these *volumes to those interested.

Arpeggios. New
Gradus ad Parnas-
sum, by I. Philipp.

Melody of Love, by We take pleasure
H. Engelmann. in  presenting a

paraphrase of this
most popular composition in this issue.

The Melody of Love has won its way"

into the hearts of the American people.
It is now one of the most popular cuin-
positions extant. The present paraphrase
is somewhat more difficult than the orig-
inal arrangement and it is more pianistic
and brilliant, but the melody itself re-
mains intact, as the composer has heen
successful in paraphrasing without de-
stroying the beauty of the melody. We
have an arrangement of this piece. ior
almost every instrument. It comes for
vocal, four hands, violin, mandolin, etc.

It‘is not generally known that all the
music that is published in TaE Eruds
is also published in shcet form. It is
very often necessary to condense in THE
ETUDE pages and sometimes the coda is
omitted, but as a general thing the pieces
are complete. The repeat marks are
spmetimes a little puzzling, but with a
little study they can be deciphered. The
condensation is made so as to use as
many pieces as possible. If all were
printed out in full we would have to be
content with a much small number of
pieces monthly.

Instructive Album
for the Pianoforte,
by Karl Koelling.

This work will
certainly be with-
drawn after this
3 month. The entire
work is-engraved and all it requires now is
the title page to make it complete and
rea(.ly for the printer. This will be done
during the course of the present month
and next month the Special Offer will be
pqsxtlvely withdrawn. Our advance price
will remain for the present month
only 20c. :

The name of this collection of pieces
will be “Study and Pleasure,” and the
name exactly suits the contents of the
book. There are in all twenty-six differ-
ent numbers in the book and each one

e e

is a gem. It will be a long while before
we shall publish as attractive a little vol-
ume of study pieces as this one we are
now presenting. Do not forget that this
volume will be withdrawn from the Spe-
cial Offer with next issue.

New Beginners’” ' The New Be-
Method for the ginners’ Piano
Pianoforte. Method is almost

ready to be sent
to the printer. There are only a few
finishing touches and a few more pages
to be added before the entire first part
will be ready. This work is to be a veri-
table beginner’s work on the piano, and
it will be as nearly a Kindergarien Method
as it is possible to make it. 'The first
twenty-odd pages do not go beyond the
five-finger positions in each hand. There
are plenty of writing exercises and ques-
tions and answers to familiarize the
youngest pupil with everything that has
been presented.

Qur introductory price on this work is
only 20c. Every teacher should have at
least one copy so as to keep abreast of
the times.

Music Pupils’ Les-
son Book and
Practice Record, by
Freeman F. Guard.

nearly ready, but
the Special Offer
will be continued
during the current
month. It will be a most convenient
record for use by the music student, as
it reduces bookkeeping to a minimum and
offers a complete and accurate record
for tabulating the season’s work, together
with all the necessary accounts.

The special price of this book will
be 5e.

We offer for this
month only, a little
volume of vocal
studies or exer-
cises by the well-known composer and
voice teacher, W. W. Gilchrist, who
ranks among the very best in the country
as a voice teacher. This volume has beén
used for many years by the author for his
own individual pupils, and'is a result of
years of experience in vocal practice. All
the usual exercises for the various regis-
ters, for flexibility, scales, arpeggios, etc.,
are included. The work is one of value,
and as this month is the only one for
the Special Offer we advise all those who
are interested in this particular line to
procure at least one copy.

The advance price is but 15¢. postpaid.

Fundamental Exer-
cises for the Voice,
by W. W. Gilchrist.

As announced in
the last issue, the
Nursery Songs
and Games will be withdrawn from
the Special Offer with the appearance
of this issue. The work will be sent
to advance subscribers about the time
this issue appears. This volume is
now only to be had at the usual dis-
count to the trade and profession. This
volume contains all the nursery songs
with which the present generation are
familiar, They are the old traditional
melodies and no attempt has been made
to modernize them. The book will be
a standard one, and it can always be
had by anyone who is interested in the
original nursery melodies.

Nurgery Songs
and Games.

This standard lit-
tle volume will ap-
pear in the Presser
CO_ll.ectiox) during the present month. The
editing of this work has been done by
Newton Swift. He has improved the
volume immensely. The phrasing has
been modernized, names have been given
to the different arrangements, pedal

Maybells, Op. 44,
by F. Spindler.

marks, fingering and interpretation marks
have been copiously : added to this edi-

This little book is

THE ETUDE

tion, and we are positive that it will be
a great addition to our teaching literature.
The volume may be taken up by anyone
who is in the second grade. The pieces
are not unlike those in the Koelling Vol-
ume. The tendency at tne present time
is to use study pieces instead of the
long-drawn-out mechanical etudes. In
other words, the musical side is cultivated
along with the technical.

The price in advance is 15c¢ on this
valuable volume.

Special Notices

RATES—Professional Want Notices five cents
per word. All other notices eight cents per
nonpareil word, cash with orders.

VIRGIL CLAVIER, FINE CONDITION,
Price $15. Worth $30. Box 141, Merion, Pa.

MUSIC WRITTEN to words. Manuscripts
corrected. Dr. Alfred Wooler, Composer, Buf-
falo, N. Y.

TELEPATHY applied to Music. The Soul
of Music. Its Healing Power. Instructions
by mail. Ellen Price, Holton, Kans.

POSITION WANTED. In a Girls’ College
by an experienced Voice teacher; lady ; well
endorsed. A. R, care of THE ETUDE.

STORY OF THE CROSS. Short, easy
cantata sung repeatedly last season. Ten
cents, postpaid. A. W. Borst, 1505 Arch
St.. Philadelphia, Pa.

EXPERIENCED® PIANO TEACHER
(Lady) desires position in College or Con-
servatory. American and European training.
Address E., care TER ETUDE.

FOR SALE—Very fine tone old violin
about 300 years old. Splendid violin for
lady or gentleman. Price $3000. Thos. J.
Redmon, North Yakima, Wash.

CONSERVATORY GRADUATE WANTS
POSITION. Experienced. Pipe Organ, Piano
and Sight Singing. Harmony. Address Mary
Ellen Shelly, Mus. B., Carlisle, Pa.

WANTED. POSITION as teacher of
piano and bharmony in primary department.
Can teach harmony by mail; hold teacher’s
certificate. Lila M. Maring, 101 Maplewood
St., Peoria, IlL

LESSONS IN COMPOSING and arranging
on your own Mss. if preferred. Send 10
cents for one of my best published composi-
tions and full particulars. F. M. Rehfuss,
LaCrosse, Wis.

PIANO COMPOSITIONS. “Topsy Turvy,”
exactly the same upside down, played back-
wards. ‘“Pomp and Pageantry.” To intro-
duce, both for 25 cents in stamps. Novelty
Music Co., Buffalo, N.|Y.

TONE PRODUCTION. “The Open Throat
Method” taught by correspondence. Send
$1.00 and I will send you three lessons by
return mail. A, Francke, Voice Builder, 512
Kimball Hall, Chicago, IIl.

MUSICAL DIRECTOR of experience who
plays cornet, teaches voice and has success-
fully led bands, choirs and choral societies,
desires to locate in lively town where there
is an opportunity to lead, teach or organize
band, orchestra or any musical organization.
Will accept school position. Address Johan-
nes. P. O. Box 612, Algona, Iowa.

PROGRESSIVE TEACHERS invited to
Correspond with LOUIS ARTHUR RUSSELL,
CARNEGIE HALL, NEW YORK CITY,,or the Pub-
lishers, regarding the introduction and use of
the Rlussell Systems of Music Study for Plan-
ists, Vocalists, and Theory Class Work. The
Russell books are coming//into use among
earnest musicians throughout the country.

NEW EDITION RUSSELL BOOKS at
Special prices. “Singer’s Practice Material:”
30 cents; ‘“Hand Culture” 40c; “Pianist’s
First Reader” 380c¢; ‘“Graded Studies” 30c:
“Rhythm and Accent” 30c; “Scales” 30c¢;
“Arpeggios” 30c: “Sight-Singing’” 30c; ‘“Tau-
sig Hand Expander” $1.00. All postpaid. Es-
sex Publishing Co., Carnegie Hall, New York
Citv.

“THE MUSICIAN’S LETTERS TO HIS
NEPHEW?” which have been appearing in
THe ETubpe during the last few months were
originally published in *'T'he American History
and Encyclopedia of Music,” issued by Irving
Squires. This work is a series of volumes
compiled by foremost musical thinkers and in-
cludes many original contributions from
teachers, composers and artists of a similar
standing with Mr. Bowman.

THE PROFESSIONAL STANDING of
some of the graduates of the Faust School
of Piano Tuning of Boston, Mass., 4s shown
by the following members of the graduating
class of 1912: Miss Lorena Cannon, for-
merly Normal Instructor in the New England
Conservatory of Music; Mr. B.T. Shaw, first
trombone, Second Regiment Band, N. G. S.
M., Bangor, Me.; Mr. G. F. Callaway, solo
clarinet, Hood's Concert Orchestra, Richfield,
Utah ; Mr. R. A. Bosworth,, pianist, Academy
of Music, Northampton, Mass., and Mr. W.
D. Herrick, solo clarinet, Hotel Somerset
Orchestra, Boston, Mass.

VICTOR (RED SEAL) MASTER REC-
ORDS continue to surprise ‘the world of
music. When the firm devised its ingenious
trade-mark, ‘“His Master’s Voice,” with the
fascinating picture of a dog peering into the
mysteries of the machine, the public had
little idea that the machine itself was to
become the reproducer of ‘The Masters
Voice” that the greatest masters of vocal
art, violin playing, piano playing, ete., would
adopt the Victor Talking Machine as the
means of perpetuating their art and sending
out tonal mirrors of their interpretations to
thousands who could not possibly hear them
otherwise. The little illustrated booklet,
“New Victor Records,” filled with interesting
bits of information about the fine new
Caruso, Journet, Alda, Eames, Amato, Victor
Herbert, de Gogorza, Schumann-Heink, Gluck,
Maud Powell, Dalmores, Clement, de Pach-
mann records may be secured by any ETUDE

-readers, by sending a postal application to

'\I:heT Victor Talking Machine Co., Camden,

A Successful Song, Whit and Minnie.”

Can be used with or
without words. Very beautiful, suitable for teachers or
for lovers of pretty music. 10 cents per copy. Mr.
Marion B. Walker, Box 294, Due West, S. C.

FOR PIANO BEGINNERS

Patented Attachmemt teaches heginner keyboard in lenst possible
time. Not fastened to pinno, removable, takes no space, saves many
lessons, Complete $1. Dea’ers’ and teachers’ discoun!, Send M. O.
or stamps to Beginner's Asst., Dept. 8, P. 0, Rox 10, 8ta. J, New York

$1.00 CREDIT CERTIFICATE FREE
for addresses of five piano teachers and
stamp. “Your memorizing System never
fails.” James Martin, Ohio. It's guaranteed.
25¢. - System, St. Joe, Ind.

LUIGI TUTELA’S Deautiful Angel's
Prayer for Piano; Serenade Poetica, Violin
and Piano; and Broken Heart, Concert Song.
Special, 15c¢ (coins) each. Tutela, 217
Hunterdon St., Newark, N, J.

MUSIC TEACHERS can earn additional
“pocket money” selling to their pupils our
Automatic Sheet Music Binder. Send busi-
ness card and ten cents for sample to Leo
IFeist, Feist Bldg.,, New York, N. Y.

CLASS PINS

Special designs for musical clubs and classes
Write for illustrations to the manufacturers

BENT & BUSH CO.,
338 Washington St., Boston, Mass.

Music Typograpby in all its Branches
HYMN AND TUNE BOOK PLATES " _

= Dudley T. Limerick-

S
| AVE

SINGERS WANTED in every locality to
feature the ‘Swing Song” waltz triumph
from the “Vizier of Venus.” Charming and
irresistible. By special arrangement, auto-
graph copy from the composer, 15 cents. P.
S. Gilman, Columbia, 8. C.

FOR SALE. Owing to the death of one
of the principal members, the Central School
of Piano Tuning of Shelbyville, Ind., is of-
fered at far below its value. For particulars,
address, with enclosed stamp, J. C. Fischer,
521 Jones St., Columbus, Ind.

MUSIC SCHOOL FOR SALE. Al open-
ing, Chicago, for capable teachers (particu-
larly man and wife). Director’s monthly
income $300 to $400. ' Choicest residence
locality.  Strictly reliable. Requires $750
cash, Address P. 0. Box 115, Chicago.

MRS. ENRICO A. DE SOCIO, graduate
of a prominent American Conservatory, in
Piano, Voecal Music and Theory, having
completed her musical studies abroad, is pre-
pared ' to receive a few pupils or teach in
private school or convent. Address BH. 8,
care of THE ETUDE.

~-GOSPEL SONG PLATES-
No. 10 6. Bicks Street, Philadelphia

( Market above Fifteenth )

School ana Home Marches

FOR THE PIANO
Price, 50 Cents

This is an entirely new collection of
marches, containing numbers adapted for
all the different purposes to which.a march
movement may be put. The marches are
such as may actually be marched to, not
merely for display purpeses. There are
two-steps, military marches and grand
marches, all bright. original' and character-
istic. We feel sure that lovers of march
music will appreciate this-volume highly,
as it is the best book of the sort ever put
together, k

|
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Manuscripts can be received for

$600 PFroize Offer

Vocal Compositions

HE publisher of THE ETUDE
6 makes the following offer,
being convinced that a com-
petition of this kind will awaken a
wider interest in vocal composition
and stimulate to effort many com-
posers, both those who are known
and those who are as yet striving for
recognition, bringing to the winners
a desirable publicity in addition to
the immediate. financial return. It
seems unnecessary to note that the
fame of the composer will in no way
influence the selection and that the -
songs will be selected by absolutely
impartial judges. ;
Six hundred dollars will be divided:
among the successful composers in.
the following manner :
These may be either .

Class One
of a popular or semi~
Concert Songs classical character,
... such as " A Gipsy
Maiden 1,” by Parker; “ Villanelle,” by Dell’~ -
Acqua; “The Bobolink,” by Wilson ; “Spring-
time,”” by Wooler and “‘Carmena,” by Wilson.

Class Two Such as “‘Shadows o
the Evening Hour,”
Sacred Songs by Rathbun: “IHeard

: the Voice of Jesus
Say,” by Rathbun; “Pilgrims of the Night,”
by Parker; “The Homeland,” by Schnecker ;
“There is a Blessed Home,”” by Fairclough.

$60.00
Second Prize........ ..$40.00
Class Three Sué:h as

B * Grand-
Characteristic Songs mother
Brown, "

by Gottschalk; “April Fooling,” by Robinson;
‘* By the Garden Gate,”” by Whitney Coombs ;
“Slumber Song,” by Newcombe; *“Lolita,”
by Tracy and ‘Cowboy Song,” by Troyer.

-$40.00

Class Four  or songs pointing a
Motto Songs ima Frowmne.r be |
an rowns :
98 (intthioe Field: “Thiss -
Lucky Lovers,” by Sudds; “‘Foolish Little
Maiden,” by Troyer; ‘‘Faith and Hope,” by
Millard.
Fivst Prige. s 555 050 $60.00
Second Prize.......... $40.00

Class Five Such as ““O Heart of

Mine,” by Galloway ;

Home Songs "There Li tile Girl

n 3 .

“A Little While,” by Cadman. e
First Prize..cosiciioves $60.00
Second Prize.......... $40.00

Class Six

Nature Songs or Love Songs-

Such as “The Violet,” by Hervey; * Spring
Song,"” by MacKenzie; “Message of the et
by Gottschalk;"The Gypsy Trail,” by Galloway.

First Prize........ +....$60.00
Second Prize.......... $40.00

; ~CONDITIONS ———

Competitors must comply with the
following conditions:

The contest is open to composers of
every nationality.

The contest will close March 31st, 1912.

All entries must be addressed to ‘' The
Etude Vocal Prize Contest,”” 1712 Chestnug
Street, Philadelphia, Pa., U. S. A.

All manuscripts must have the follow- 4
ipg line written at the top of the first page:

* For the Etude Vocal Prize Contest.”

The name and full address of the com-
poser must be written upon the last page
of each manuscript submitted.

Each song must be complete, %.¢., text,
voice part and piano accompaniment. I

The songs may be written for any voice.

The words may be selected from all
sources, new and old, but, the composer
assumes all responsibility for the use of
the same and in the case of copyrighted
texts, written permission must be secured
by thg composers from the owners of said
cop%}z;:g‘hts. ;

e compositions winning prizes
become the property of “‘The Etlll)de b, antg
to be published in the usual sheet form.

THEO. PRESSER C0., PHILARELPHIA

Please mention THE ETUDE when addressing our advertisers.,
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ARTISTS AND TEACHERS

School of Voeal Musie
I Seattle, Washington
1206 and 209 Arcade Bldg.

THEORY AND NORMAL COURSES
BISBEE “ i et .

Course of Kindergarten Music
Study for Teachers
246 Highland Ave., Detroit, Mich

Practice Periods arranged 1811 Pacific Ave

ATLANTIC CITY ™t

MME. OLIVE. Teacher of Singing
THE ELDER LAMPERTI METHOD
4542 N. Ashland Ave. CHICAGO

gy N AT MRS.CARRIER. Planiste
B ONT Teacher of Piano and Harmony

Sight R eading.
481 E. 50th St., N. Portland, Ore.

r -r GUSTAV L. Planist
E K E R Composer, Teacher
Stelnway 1all, New York, N. Y.

LUCIEN E. Musie School
R Concert Organist and Planist
868Multnomah St. Portland, Ore.
WALTER L. BARITONE
Teacher of Singing. Recitals and Lectures
180 Claremont Ave. New York (ity

BELLE McLEOD-LEWIS, Teacher of
plano. Sherwood and Mason principles;
Harmouy, Elocution. Carnegle Hall,

New York City.

Normal Training for tcm:nersduud gzu%in;s
preparing to teach. Correspgn ence invite
75 Estey Hall, 17th and Walnut Sts., PHILADELPHIA, PA.

» Music Method for simplifying Music for be-
ginners. Descriptive booklet and list of
Material and gumes free. Ypsilanti, Mich.

Y BESSE EDMONDS, Pianist

y System of Music Study
for Beginuers
D U NN I N G 526 Delaware Ave., Buffalo, N.Y

SO SRR o 5 TR

—0orr Kindergarten
Method for Teachers
FL ET c H E R Box 1336, Boston, Mass.
MR. CARL WILILELM, Teacher, Composer, Musical
Kditor, Piano, Orgau, Harmony and Composition,
Strassburger Conservatories of Musiu, St. Louis, Mo,

1L J. Composer, Music Editor
Manusoripts revised and corrected. Ar-
rangements. 150 Tremont St., Boston, Mass,

SCHOOLS AND COLLEGES

ARTHUR L. Plano and Organ
Recitals Instruction
565 Orange St.,  NEW HAVEN, CONN,
MA K.

&r%um Lessons in Voice & Sight Singing

74 W. 924 St.. New York City
Teacher of Sing«

ing, 1425 B'wa
) New York, N. Y.
JOHN COLVILLE Volce Culture

D I EKSO N Frederiek’s Plano Emporium,

; Pittshurgh, Pa.

MARY E. Singing. Voice develop-
N ment, Enunciatiou. Languages, Sight-
reading. Chanters. Boy Choirs. Care

negie Hall, New York City.

' Al SAMUEL B.
s Artists furnished for all oconsions
828 8. Wabash Ave., Chicago, L.
MME. WAGNER, Teacher of Piano, Lesche-
tizky Method. Pupil Xavier Scharwenka.
Court Pianist to the Emperor of Austria.
Studlo, 826 Carnegle Hall, New York.

7 A.J. & Mme. FLORENCE A.
G 0 0 D R I c H 4 Square Saint Ferdinand,

| C. 0. Portland, Ore.
A 417 Sterns Bldg.
HA B G R Pianist and Beacher Modern Methods

Parls, France

f -7<>i§T;{.A éorne‘-rt.’i’rh'lvim;:;) :,;n;nl;tq
ER RSchool of Music
K B 0 EG Musleal Art Bldg., St. Louls, Mo.

MAUD GOODELL  Contralto-Oratorio,
M GEE Recital, Cencert. European reputation
866 Green Street, San Fr isco, Cal.

Musical College, V de Arrillaga, Dir,
“College Blds.) 2815 Jackson Bt.
San Francisco, Cal.
OTTO E.
EL Piano, Violin, Voice, Theory,.Orchestra
Studios: Ellwood City and Zellenople, Pa.

Conservatory of Musie
N St. Louis, Mo,
Brothers Ensteln, Director
COonservatory of Music
Leandro Campanari, Director
26 0'Farrell 8.,
All Branches San Francisco, Cal.
ARRT WOr:Ilt»ry and Musie, Columhus, 0.
Terms b-gin Sept., Jan., Murch, June
Frank 8. Fox, President
KATE II. voice
N E Pennn. College of Music
1511 Girard Ave., Phila.
Conservatory of Music
1000 Students. 50 Teachers
530 Woudward Ave., Detroit, Mich.
S Son omervatory of Nisie
?I;u(rl(.)ugh aotrsex i nll hranches, Cliviate
superb. G. W. Bryant, Director
of M};Io
N CHOOL 1624 Chestnnt St.
Philadelphia. Pa.
Plano School
NE Leschetizky Method
Potsdam, N. Y.
Conservatory of Music
KN X Galesburg, Tllinois
Catalog free  Wm. F. Bentley, Director
MUSIO SCHOOL
Es C H ETI ZKY Miss M. B. Lundy, Director
y Williamsport. Pa.

e John Claire Baritone—Concerts,
Recitals. Tone Placing a Sprcialty
507-8 Columbia Bldg., Portland, Ore,

M. A. Organ—Plano—ITarmony
M 503 Kimball Iull Chleago, Il

- _h;rsiM 13. Plano Instruction
Studio—Sternberg School
10 8. 18th St. - Philadelphia
MRS. CARLYLE
EA Solo Pianist and Teacher
PETEBS I L 101 W. 85th St., New York City
5 FRAN
HOWSKY::
Berli

MARY HINMAN.  Teacher of Singing
ELE Voice Building a Specialty
STE 508 Kimball Iall - Chieago, IlL

STEWART"*

GEO. OIIADWIOK
TEACHER OF SINGING
Thoro fundamental training. Individual devel-

opment. A successful Vocal Studio. Established 1893. New
Haven, Conn. Less expensive than N. Y. or Boston. Write
for information.

T OHARLES LEE  Plano Instruetion
Y Certified Leschetizky Kxpouent
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A Npw music paper has been' launched,
entitled The International Music Review.
We wish it all success.

PASQUALE AMaTO, the Metropolitan bari-
tone, has decided to become an American
citizen, and will take out his first papers
on his return from Italy next fall.

A coALITION has been effected between the
Columbia School of Musie, of Toledo, O.,
and the Toledo Musical College. The name
of the new institution will be decided later.

THERE is a possibility that Oscar Ham-
merstein may bring his London Opera Com-
pany to this country. A guarantee fund has
already been offered by San Francisco and
New Orleans.

MORRIS STEINERT, a prominent member of
the music trade, and the founder of the
New Haven Symphony Orchestra, died re-
cently at his home in New Haven, Conn. He
also was an inventor, and did much for the
betterment of piano tone,

A BILL has been introduced in Boston for
the maintenance of municipal opera. If the
Dill is passed, and there appears to be good
reason to believe that it will, Boston will
Dbe the first city in the United States to
enjoy opera supported by the local city gov-
ernment. Good old Hub!

THrOUGH the Dbeneficence of Mr., August
Lewis the Institute of Musical Art of New
York (Dr. Frank Damrosch, Director) has
been able to add to its already large collec-
tion of musical autographs some interesting
manuscript letters of Wagner, Mendelssohn,
Berlioz, Schumann and Weber.

Mz. EDWIN ARTHUR KRAFT, the American
organ virtuoso, made a concert tour during
February, covering several thousand miles.
Most of the engagements were for the open-
ing of new organs. The cities represented
indicate the widespread interest in church
musie.

IT will be good news to many to learn that
Dr. Carl Muck is to return to America next
season as conductor of the Boston Sym-
phony Orchestra. Nevertheless, that won-
derful organization has lost nothing of its
prestige during the 7égime of Max Fiedler,
to whom all honor is  due.

AMONG the visitors to these shores on the
near future, Gottfried Galston, the Munich
pianist, is one who will be welcomed. Ile
is well known in the musical world of Eu-
rope, and his annual tour of Russia earned
him an independent fortune. The Czar cre-
ated him an honorary professor of the St.
Petersburg Conservatory.

SoME of the dates of the twenty-one-day
tour of the London Symphony Orchestra,
under the direction of Arthur Nikisch (a
musical event of national importancs), will
be New York, April 8: Boston, April 9:
Philadelphia, April 11; Baltimore, April .12;
Pittsburg, April 13; Cleveland, April 14;
Chicago, April 15.

. Tum Sherwood Music School of Chicago
is the proud possessor of two vocal pupils
with celebrated vocal ancestors. One is
ITans Schumann-Heink, a basso, son of the
famous contralto, and the other is Karl
Formes, grandson of the great basso, Karl

Formes. Both are pupils of Mr. Willis N
Willett. k : i,

JOSEF STRANSKY, the successor of Gustav
.\Inhler'as conductor of the New York Phil-
harmonic, has brought out two novelties re-
cently—Bruckner’s fifth symphony and a
new symphony by Weingartner, Neither
work seems to have gained much favor, but
Stransky deserves credit for giving music
lovers an opportunity to hear them.

THE free orchestral concerts given in New
York through the $10.000 fnndgof the New
York World have proved an immense sue-
cess. An. audience of four thousand people
crowded into the auditorium of the Normal
College, and when a concert was given in
the East Side, the police reserves had to be
called out to prevent a riot, so eager were
people to get seats.

REPORTS of the different clubs belongi
to the National Federation of Musicalm(ljull])g
have been furnished to Tup ETvpE by the
active Press Secretary of the organization
Miss Elsie Rulon, and all show that the
work of these organizations is even more
enthusiastic than ever before, Were it not
for the limitations of space THrR Btupr
would take great pleasure in giving dntni‘o(i

informations of this m % b
work, ost  praiseworthy

THE inaugural banquet of the Studio Club
of New York proved a great success. The
object of this institution is to provide a
boarding house for girl students. TIts pur-
pose, according to an official notice, is ‘‘to
make girlhood grow into a stronger, larger
womanhood with greater power for good in
social influence, Its hope is to Dbecome a
center for social and spiritual life for the
many thousands of girls who yearly come
to New York from all parts of the country
to study some of the various arts.”

MRr. JoHN PHILIP SoUSA—or could it be
his press agent?—has started a crusade
against the hackneyed themes and names
used by composers. There are, we are told,
1,263,842 songs about spring, 954,626 about
love, 749,211 about flowers (roses, pansies,
hyacinths, daisies, forget-me-nots and lilies),
672,843 romanzas, 547,738 cradle songs,
521,266 nocturnes, 479,143 reveries, 422001
songs with violin obligato, 866,242 sere-
nades, 133,009 ®olian murmurs, 102,112 rip-
pling cascades, and 96,424 variations on
Yankee Doodle.

THIS season the operatic honors go to
Wolf-Ferrari whose two operas, Le Donne
Curiose and the Jewels of Madonna, have
both been welcomed warmly. The Jewels of
Madonna has just been produced in Chicago
with pronounced success. It deals with the
passions of the lower class of Neapolitans,
and does for Naples something of what
Charpentier’s Lowise has done for Paris.
Many folk-songs have been drawn upon, bt
this is not because Wolf-Ferrari is lacking
in originality. He has a delightful vein of
tunefulness which is all his own. Undoubt-
edly he owes something to Debussy and Puec-
cini, but he owes no more than he can repay
with interest.

Tur Cincinnati Symphony Orchestra is to
be congratulated on having been providel
with a suitable hall in Cincinnati in which
to give concerts. The old Vale Music Hall
was too big and too draughty, and though
a halo of sentiment will always surround
it, music-lovers will be glad to enjoy the
greater comforts of the new hall. This hall
has been erected at a cost of $500,000, srd
seats 2,200 peope. It is known as the Em-
ery Auditorium and has been built in eon-
nection with the Ohio Mechanies’® TInstitute.
The opening concert was a brilliant event.

IN one of our most esteemed French con-
temporaries we find among the musical no-
tices an account of the hanging of a negro
in a small American city, which. because cf
the fact that the negro’s relatives objected
to his being hung in the open in a pouring
rain, was transferred to the stage of the
local . opera house by the tender-h-arted
sheriff. This evidently found its way into
the musical notices because of the “‘opera
house” connection. Oh, if our good friends
in France could only see some of the as-
tonishing things that go under the name cf
opera houses in America !

DEBUSSY'S Pelléas et Mélisande has been
given in Boston with Mme. Leblane as Méli-
sande. As all the world knows, Mme. Le-
blanc is the wife of Maurice Maeterlinek,
the author of the libretto. It will be re-
membered that Maeterlinck objected to the
production of the work at the Opéra
Comique in Paris because his wife was not
allowed to have the title r6le, and because
he did not approve of the scenery. In the
Hammerstein production of the work the
setting given was similar to the Opéra
Comique production. In the present pro-
duction, Maeterlinck's ideas have been fol-
lowed, and the work has gained in favor in
consequence,

THRE phenomenal success of William Bach-
aus goes to prove that in spite of the mu'-
titude of concert pianists of surpassing
wonderfulness who are crowding onto the
concert platform, there is still plenty of
room at the top for anybody who deserves
to get there. Many things have contributed
to his success. He has been well-advertised
and well “managed.” But once an audi nee
has gathered, the advertisers and the mana-
gers have nothing to do with the case It
is up to_ the pianist to show what he is
worth. Bachaus has shown that he pos-
sesses the technique of a master and the
soul and fire of a poet.

THE ways of the translator are manifold
and various. The London National Reriei
has called attention to a well-known song
of Schubert’s, the Lied des gefangencn
Jigers—which is a setting of a German
translation of Walter Scott's poem, “My
hawk is tired of perch and hood.” The sec-
ond line of this poem, “My idle greyhound
loathes his food,” has been translated by
Herder into “Mein mussiger Windhorn sein
Futter verschmant.” In the largest collec-

i f Schubert’s songs, the words have
lt)le(?:l ge-translgted into English, and appear
in the following form: “My musical wood-
horn its flutter hath stilled.” Whoever per-

trated this line: has certainly betrayed a
g?illiant ignorance of both German and Eng-

lish.

«ppaKING of his opera, Mona, which won
thebpg;‘i}zge offered by the Metropolitan Opera
“ompany, Dr. Horatio Parker tells us that
he has adopted the leit-motiv of Wagner,
pocause “you can’'t expect the public to un-
learn ' what Wagner taught it.”  Another
device he has employed is that of associat-
ing different personalities of the drama with
definite tonalities. “For instance, Gwynn,
the hero, is associated with the key of B
major. With Mona_ herself 1 have carried
thé idea still further, assigning separate
keys to two distinct aspects of her person-
ality. In her character of Druid priestess
she is associated with the key of E minor,
while in her character as a woman she is
assigned the key of E flat major.

Lo BLECH'S one-act opera, Versiegelt
(Under Seal), has achieved a mnotable sue-
cess on its first production by the Metropoli-
tan Opera Company in New York. The
period of the action is 1830, and the place
a small German town. The scene is laid in
the living room of the young Widow Ger-
trude, with whom the Burgomaster Braun is
ardently in love. Her friend, Frauw Wilmers,
is less fortunate, and endures the worthy
mayor’s displeasure. This is increased by
the fact that her son Bergel is in love with
his daughter Else. Unluckily poor Frau
Wilmers is unable to pay her debts, and the
Burgomaster sends the voluble self-satisfied
bailiff Lampe to attach her goods. Among
her possessions is a large wardrobe, and she
persuades the Widow Gertrude to find a
place for it in the living room. No sooner
is the furniture installed than Lampe dis-
covers it, and goes off in a rage to inform
the Burgomaster. The Burgomaster, how-
ever, comes to call on Gertrude, and a pleas-
ant love scene is enacted. The pair are in-
terrupted by the return of Lampe. The
Burgomaster hides 1in the wardrobe as
Lampe enters. Lampe puts the seal of the
law on the wardrobe, but suddenly he hears
a sound within, He pokes his umbrella
through a hole, and presently proclaims that
Gertrude has a lover within. Again he
goes off to seek the Burgomaster. 1In tha
meantime Flse and Bertel take advantage
of the Burgomaster’s difficulties to enforce
consent to their betrothal. Else also se-
cures, in writing, a dowry of a large part
of his possessions. When Lampe returns
he is followed by a crowd who have learned
of the Burgomaster’s predicament They
find the Burgomaster talking to Gertrude,
and when the door of the wardrobe Iis
opened, it is FKlse and Bertel who are dis-
covered. After a stern lecture from the
Burgomaster they are pardoned, and all
ends happily.

Abroad.
THE will of the late Alberto Randegger,
one of the foremost of the professors at the

Royal Academy of Music in London, has
been proved at about $165,000.

Oscar  HAMMERSTEIN has accepted an
opera composed by the Duke of Argyll,

‘which will be produced at the London

Opera House in the spring.

AN opera called the Snow Man, by Erich
Korngold, the boy prodigy, has been success-
fully produced at the Kurfiirsten Opera
House in Berlin.

A xeEw work of Max Reger, Lustspiel
Ouverture, was recently produced at a Ge-
wandhaus concert in I.eipzig under the direc-
tion of Arthur Nikisch.

A Two days' Mahler Festival has been or-
ganized in Mannheim. The Mahler eighth
symphony will be given. This work employs
a vast choral force as well as a large or-
chestra,

A MOVEMENT i on foot in Berlin to erect
a monument to Meyerbeer, who was born
in that city in 1791. The Kaiser has sig-
nified his approval.

A NBW opera by Franz Lehar, the com-
poser of the Merry Widow, has been pro-
duced in Vienna, It is entitled Eva, and is
said to be full of catchy waltz tunes, and
to be well orchestrated.

)THE Italian war in Tripoli has served
Perosi as a theme for his new suite. This
suite, we are told, is an addition to others
entitled Rome, Florence and Venice, and is
dedicated to “the new sister.”

GABRILOWITSCH recently conducted an or-
chestral concert in Berlin at which Katha-
rine Goodson and Willy IHess were the solo-
Ists. ~Katharine Goodson is now in this
tountry, and is increasing the fine reputation
she gained on her previous visits. She has

5‘;‘: rivals among the women pianists of the

AN international competition with a prize
?)f $1.250 for an opera libretto is announced
F{li the Berlin firm of Ahn and Simrock.
Sub;y.lore legends are most in request, and
man;cts in the modern “brutal” Italian
55 €L are banned. What a pity the prize
o Ot sufficient to tempt Mr. J. M. Barrie
Settlnrgite another Peter Panm for a musical

Diglvf:‘enls Dot generally known that Fanny

S the sister of Charles Dickens, was

THE
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a singer . of considerable ability. Her hus-
band, Henry Burnett, was also a singer, and
after marrying in London, where she and
her husband were both well known, they
moved to Manchester and achieved a suc-
cessful and happy career.

Tur Berlin Royal Opera now has a rival
in the newly opened Kurfiirsten Oper,
where it is intended to produce opera on
elaborate lines. The piece given at the in-
augural performance was Nicolai’'s Merry
Wives of Windsor, The director is Maxi-
milian Morris, late of the Berlin Komische
Oper. .

A NEW popular opera house has just been
opened in Buda-Pesth. It is destined to be
a. rival to the old Royal Opera, and prices
will be much lower, owing to the fact that
there is room for a far larger audience. The
auditorium will hold 3,200 spectators.

AN impressive medizval spectacle called
The Miracle has been drawing crowds to
the Olympia in London. The better to carry
out the spirit of the play, the interior of the
theatre has been decorated to appear like
a great Cathedral. The incidental music to
the performance was composed by Engelbert
Humperdinck.

AN instrument called a “melograph” has
been invented by a Swedish scientist, which
automatically writes music. When a piece
of music is played the melograph records
the sounds on a chemically prepared ribbon.
The recorded piece may then be read like
ordinary Morse signals. Not only are the
notes recorded, but the phrasing and ex-
pression as well.

MRrs. FANNIE BLOOMFIELD-ZEISLER has
evidently made a greater success in Germany
than ever before. At her Leipzig Gewand-
haus concert, given under the orchestral di-
rection of Nikisch, we are informed by lead-
ing German papers that she was greeted
with a stormy demonstration of enthusiasm
rarely equalled in the German ecity which
for some three centuries has had the repu-
tation for concerts of the highest possible
order.

PRINCE JOACHIM ALBERT, of Prussia, has
finished a symphonic poem entitled 7he Isle
of the Dead. A wicked report, started in
Brooklyn, that this work was inspired by a
visit to the Isle of Manhattan, proves to be
groundless. It was inspired by the famous
picture of the same name, by Arnold Boklin,
The work is to be performed in Karlsbad in
the summer.

A SUCCESSFUL performance of Mendels-
sohn’s FElijah was recently given in Bay-
reuth! Now that Wagner operas are heard
in Leipzig and Mendelssohn oratorios are
given in Bayreuth, musical old-timers can
be forgiven if they suppose that the musical
millennium has come.
has happened, however, for if music'ans no
longer fight over Wagner and Mendelssohn,

it is because they have found something‘qctor_

else to fight about.

Musicians all the world over will rejoice
that Humperdinck is convalescent from the
illness which bade fair to close his career.
His opera. Hansel and Gretel, has won a
place in the esteem of all music lovers, and
his more recent work, Die Koenigskinder,
seems to be rapidly becoming equally popu-
lar. Humperdinck is a composer who has
conservative tendencies—that is to say. he
is not everlastingly straining to be ‘new’
but is also willing to advance so long as
musical beauty in its most refined form
leads the way.

IT is rumored that Richard Strauss and
Hugo von Hofmannstahl are negotiating for
the Bayreuth opera house. This opera house
was built in 1748, and is not the one used
for the Wagner productions. It is sa’'d that
Strauss and Hofmannstahl contemplate giv-
ing performances during the summer festival
season on the off nights when there is noth-
ing being given at the Festival Theatre.
They intend, we are told. to produce Moli-
ére’'s Le Bourgeois Gentilhomme with the
intermede Ariadne ad Naros, with music by
Richard Strauss. The orchestra would con-
sist of thirty-six men.

THE chief test piece for choral societies
at the International Musical Festival, which
is to be held in Paris next May, will be a
cantata by Saint-Saéns. This has been com-
posed at the request of the Paris municipal-
ity, who have organized a great musical
festival in which every European nation is
taking part. The title of the work is Awux
Awviateurs.  This work will be welcomed by
aviators the world over. IHitherto their ef-
forts have been musically represented only
by such works as Mendelssohn's Oh for the
Wings of a Dove, and they naturally feel
that recent developments demand something
more strenuous.

IT has been stated that Covent Garden,
London, closed the season with a loss of
$70.000, said to be due to Hammerstein’s
competition. It must be remembered that
the real Covent Garden season does not take
place in the winter time, but in the spring
and early summer, when the court “Draw-
ing Rooms” are being held. A winter sea-
son at Covent Garden has none of the social
prestige of the ‘“Royal Opera,” and it is
scarcely to be wondered at if the London
opera-goers prefer Hammerstein’'s new and
shiny opera house to the antiquated red-
plush grandeur of Covent Garden.

Nothing of the sort /
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Q. I am all at sea over the meaning of
the word “portamento” in its musical ap-
plication. It seems to mean one thing in
singing, another in piano playing, ar}d 8111!
another in violin playing. Am I right or
wrong in this? Please make the meaning
clear to me.—F. P. !

A. This question touches on one of the
weakest points of musical nom?nclatm:e.
There are many misleading terms in Music,
but only in this case is there a flat contra-
diction in the employment of the same word
by a pianist on the one hand and a violin-
ist or a vocalist on the other. The word
means ‘“carried over,” and is used in this
(the correct) sense by singer and violinist.
But the pianist employs it in passages wherc
he 1is absolutely forbidden to carry the
notes one into the other. I very seldom
presume to alter existing musical nomen-
clature, even when it is ‘inaccurate, but in
this case I can suggest that the term
“demi-marcato”’ would exactly describe what
the pianist does in a _so-called “portn;
mento”’ passage. He plays it ‘marcato’
only in a less degree.

Q. What is the meaning of the names
applied to the degrees of the scale: 1st de-
gree, tonic; 21 degree, super-tonic; S'd de-
gree, medium; jth degree, sub-dominant;
5th degree, dominant; 6th degree, sub-medi-
ant; 7th degree, leading-tone? What i8 the
origin of these terms?—F. H. BE.

A. In the old days ,the Kkeys were
called ‘‘Tones.” Thus the *“first Gregorian
tone,”” “the third Gregorian tone,” etc.
From this came the word' ‘‘tonic,”” meaning
the fundamental note of the scale or tone.
“Super-tonic” means simply the note above
the tonie. “Mediant” is so called because
it is midwav between the tonic and the
dominant and it mediates between the two.
“Dominant’” receives its name as being the

_most important note and the foundation of

the most important harmiony of the scale,
next to the tonic. “Sub-dominant” means
the mnote below the dominant. ‘‘Sub-med-
iant” is the note that mediates between the
tonic and the subdominant, and is midway
hetween the tonic and the sub-dominant in
downward progression, ‘ILeading-tone’” means
that this tone leads into the tonic. It is also
sometimes called “Sub-toniec,”” meaning the
note below the tonic.

Q. I wish to take out a copyright. Will
you please tell me just what steps to take
in America and in Europe? - I am told that
I can get blanks for copyrighting. Where
can these be obtained? I am also told that
I shall have to send a copy of my piece to
the Librarian at Washington. I8 it abso-
lutely mecessary to do this or is a printed
title. page all that is denlanded? I think
that a clear step by step  discussion of this
matter in your column should interest many
readers. I am an American citizen.—E. R.

A. You can get a copy of an applica-
tion-blank for a copyright at any United
States Post Office free. On this blank you
will write the name of the musical com-
position, the author of the words, if any,
and your own name. If the work copy-
righted is not to be reproduced for sale,
one copy of it must be sent with the appli-
cation. If the work is intended for public
sale two copies of it must be sent with the
application. A fee of one' dollar must ac-
company either application. Although the
works are printed before the application for
copyright is made, it is understood that not
a single copy shall be sold until the copy-
right-warrant 1is received by the sender,
otherwise the copyright is void.

For foreign' countries you must write to
the Registry of Copyright - -and blanks con-
taining instructions will be sent to you.
In the case of published works they must
be issued simultaneously on both sides of
the Atlantic to obtain European copyright.

Q. What is the meaning of the two dots
after the bass clef?—J. W.',

A. It means that small F is on the line
between these two dots. That is why the
bass clef is frequently called the “F-clef.”
It was not always placed upon the fourth
line. I have much music in my library in
which the F-clef is on the third line, mean-
ing that F is to be read upon that line,
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Helpful Inquiries Answered by a Famous Authority
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at the New England Conservatory
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all other notes in that relationship.
1'11‘1;1(}5 would to-day De called the “bantone:
clef.” Originally all the clefs were simplz1
letters placed upon some line or space, an
all the other notes counted from t‘hIS one.
Cover up the upper part of the G-clef in
any piece of music and you will find that
the lower half still resembles the old Ger-
man “G.” ) :
When you study counterpomt.,vou will
be obliged to use other clefs beside t‘hc G
and the F clefs. These are called “mov-
able clefs,” and show the position of mid-
dle C. Wheréver these are placed there
stands middle C. Pupils sometimes ask
why these movable clefs are employed, to
which we make answer simply to avoid
leger lines. In orchestral music they are
still in constant use, particularly in the viola,
violoncello and clarinet parts. They are often
called ‘“‘transposing clefs,” and their study
helps the pupil greatly in transposition. See
the article on “Clefs” in Elson’s Music Dic-
tionary.

Q. Would you kindly tell me what is our
National Song and wupon what authority
“America” is taught in the schools and the
“Star-spanged Banner”’ is played at the
lowering of our flag? I find the 8chool
teachers and at wmany music stores they
think it is ‘““America,” while others kmow it
is the “Star-spangled Banner,” but on no
authority—A VETERAN’S DAUGHTER.

A. At one time ‘“Yankece Doodle” was
held to be the mnational song. In Europe
up to very recently ‘“Hail Columbia” was
always played when it was desired to honor
the United States. ‘“Hail Columbia” was
played when the first American war-ship
went through the German canal at Kiel. T
heard the same tune played at the Grand
Opera House, in Paris, in honor of Thomas
Edison,

But all doubt is now removed by the ac-
tion of the Secretary of the Navy. When
Benjamin F. Tracy held that post he issued
a general order commanding that the “Star-
spangled Banner” be recognized as the offi-
cial national hymn of America. It is, I be-
lieve, also ordered that all officers and men
of our army and navy shall rise when this
melody is played. This certainly places the
question beyond debate and settles quite
definitely that the ‘‘Star-spangled Banner’
is the national hymn of the United States.

Q. Please give me the rery best, most
comprehensive, and most concise rules for
scale fingering. The method 1 have been
using dirides scales into three classes; those
with no more than four sharps; those with
five black piano keys; and those with four
flats or less. In the first class the jth fin-
ger in the right hand goes on the 7th degree,
and in the left hand it goes on the 2d. In
the second class, the Jth finger in the right
hand goes on the top note of the group of
three black piano keys, and, in the left hand,
on the bottom key of the group of three
piano keys : in the third class (four flats or
less), in the right hand, the jth finger goes
on B flat, in the left hand on the fourth de-
gree of the scale except in F where the fourth
finger goes on the second degree of the scale.
The minor scales according to this rule are
supposed to be fingered like the major scales
of the same mame. T find that this rule
works successfully awith the major scales but
does not seem to fit in all of the minor
scales—EXAMINEE.

A. An entire volume might be written on
the history of fingering. T have in my pos-
session some old spinet music in which the
fingers—2, 3, 2, 3, 2, 3 go on endlessly in
alternation the entire length of the secale.
But with the ever-staccato spinet and harp-
sichord the rules for fingering sat very
lightly upon the performer.

Philipp Emanuel Bach is held'to be the
founder of the scale fingering, but I POSSEss
a rare volume by the Italian, Pasquali, on
“The Art of Fingering,” which antedates
Bach§ work in this direction. In this book
t‘he simple rule is “put the thumb on the
first white key after a black one.” This
leads. to some rather odd fingering at times,
but if you analyze the scales you will find
that this idea is really the foundation of
scale-fingering, and is most used because it
preserves the easiest position of the hand.

One additional point about scale-playing
might be emphasized here; it is that certain
o’1d fogies maintain that there is nothing
like scale-playing to equalize the hand. This
is not the case, for in scale-work the fourth
finger is dqprlved of its just share of work
while the fifth finger is almost entirely idle.

For more definite answers to the questions
Qut it would be well to consult “Mason's
Technic,” Macfarren’s Scalos method, and
other advanced works, ;
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as I felt that beyond that point there was
more effort than I at first realized. I
had also begun to perceive that the less
chest voice and the more head voice I
used the better. I saw no improvement
whatever in the chest voice, but the head

voice from E§§—:: upwards was

gaining strength to a remarkable extent.
But two or three weeks later I was sur-
prised one morning to find myself using, at

about this pitch F& a voice which

I was not aware that I possessed. It
sounded like chest voice, but when I came
to examine it I found that it was pro-
duced in the same way as the head voice.
This was a most astonishing revelation
to me, because I knew quite well that,
before I commenced my training, I had
no voice whatever at that pitch, except
in the chest register. Here, then, was
an entirely new voice, created apparently
out of nothing—a voice which, to de-
scribe it in plain though wunscientific
terms, had the chest tone without the
chest production. It was a plain indica-
tion of the manner of nature’s working
in the evolution of the adult male voice,
and its bearing upon the whole question
of voice-production was to my mind un-
mistakable. Of course, I spoke to my
teacher about.it, but he was not disposed
to agree altogether with the interpretation
which I put upon the matter. It led,
however, to my making still more use
of the head voice and, with his approval,
restricting the chest register to a few
notes at the bottom of my compass. In
this way I ultimately succeeded in de-
veloping a light tenor voice, which, when
heard at its best, was readily mistaken
for the discarded chest voice, though, be-
sides being of much better quality, it
was, of course, incomparably easier to
produce and of far greater upward range.

But I have made experiments with
‘other and much better voices than my
own, and the result of some of these ex-
periments has been fully to corroborate
these views. In one case in particular
in which the voice was of a decidedly
robust nature, the transformation was so
complete that the new kind of chest voice
evolved out of the so-called falsetto was
not only quite as powerful as the chest
voice which it superseded, but was as
firm and strong at the very bottom of
the compass (right down to G on the
bottom line -of the bass staff) as it was
in any other part.

[The final article upon this subject will
appear in another issue—~EDITOR.]

OFFENBACH’S SENSE OF
RHYTHM.

THE recent revival of Offenbach’s
Tales of Hoffman has created a new in-
terest in his work, and the popularity
of the Barcarolle from this work indi-
cates how keen an ear for rhythm Of-
fenbach possessed. The peculiar “rock-
ing” rhythm of this composition is
largely responsible for its popularity.
The following story of Offenbach will
indicate how keen his ear was, and how
ready his wit:

The musician had dismissed a very
sharp valet, and, on being asked for a
character, gave him a specially good
one. “Then why did you dismiss him?”
he was asked. “Well, you see,” said
Offenbach, “he always used to beat my
clothes outside my door, and I never
could get him to do it in time.” :

THE worth of art appears most earn-
est in music, since it requires no
material, or subject matter, whose effect
must be deducted; it is wholly form
and power, and saves and ennobles
whatever it expresses.—Goethe.
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STUDY MUSIC THIS SUMMER AT THE

NEW YORK SCHOOL OF MUSIC AND ARTS

58 West 97th St., New York City
RALFE LEECH STERNER, Director

FOR MANY YEARS NEW YORK CITY’S PRE-EMINENT MUSIC SCHOOL

Delightfully situated between Central Park and the Hudson River

LAR STAFF OF EMINENT TEACHERS WILL BE IN ATTENDANCE
Cgitac DURING THE ENTIRE SUMMER

SPECIAL SUMMER COURSE for TEACHERS and PROFESSIONALS

Our Instructors Will Teach You Just What You Need in Your WOrk
Our Teachers’ Diplomas Are Recognized Throughout America

Concerts Weekly All Summer

Terms, including tuition, board, practicing, SEND FOR BOOKLET

teacher’s certificate, etc., on application

$ 7 0 SIX WEEKS COURSE for Teachers and Advanced Students
Includi Board
Piano, Organ, Voice, Violin, Other Instruments, Elocution, Etc.

i izky Pi i vo Priv 5 k, Class
Teachers educated in Europe, Leschetizky Piano Technic, T\\oﬂl rivate Lessons per Week,
LessLons in Normal Me!hodsp, ’Puhlic School Music, Harmony. Certificates, Programs, Catalogue

MARKS’ CONSERVATORY OF MUSIC, 230 West 75th Street, New York

Caruthers School
of Piano

JULIA LOIS CARUTHERS - - Director

RO R S

Announces a Summer Training

Course for Piano Teachers

A R R R R R ST
Technic and Ear Training Classes in Harmony

iven by ELIZABETH WALDO McCREA
Lcc%l\:rccz g)i\'en by JULIA LOIS CARUTHERS

Every Student Receiving Individual Attention

Miss Caruthers is the author of the well-
known work “P1ano Tecunic For CarL-
prEN" and her methods have w1de»spread
recognition and acceptance. This course
meets the needs of teachers seeking a sys-
tem capable of bringing to the highest de-
velopment the inherent ability of the child.

July 5th to August 1st, 1912
Send for circular outlining course of study.

724 Fine Arts Building, s e Chicago

American Conservatory

304 S. WABASH AVE,, S ] 5 CHICAGO, ILLINOIS

Twenty-fifth season. Unsurpassed Faculty of seventy. Course of study thorough and modern.
Superior Teacher’s Training department, Public School Music. - Unrivaled free advantages.

SUMMER NORMAL SESSION

of five weeks, from June 24th to July 27th 1912. Lectures and Recitals by eminent artists and
educators. Terms moderate.

Catalog and special booklet mailed free. JOHN J. HATTSTAEDT, President.

Louise St. John Westervelt

Teacher of Voice
Pupils prepared for teaching and choir

work, concert and opera.
Special Summer Term, June 24th to July 27th

Ohio Building, 509 S. Wabash Ave., Chicago, Il

Summey

EMIL LIEBLING

Piano Teachers’ Institute

July Ist to August 3d 1912
At Kimball Hall, Chicago

PRIVATE LESSONS TEACHERS' MEETINGS
CONCERTS, INTERPRETATION CLASSES

Address EMIL LIEBLING
Kimball Hall H H Chicago

Don’t be Rutty—Take my

Normal Correspondence Course

IN MODERN IDEAS OF

Touch, Technic, Pedal, Metronome, Hand
Culture, etc., and How to Teach Them

Forty years’ experience in a compact and thoroughly practical form,

A pupil writes: “Delighted with the lessons. Such a wealth
of good things is packed into them. Just the things
teachers want most to know.”

Address, JOHN ORTH, :: Steinert Hall, :: BOSTON

Write At Once
For Particulars

GUSTAV L. BECKER

The well known specialist on modern methods
of touch and technic, as applied to artistic inter-
pretation, will give a shortand condensed course
to a limited number of PIANO TEACHERS.
This will be just what you who have but little
time and money to spare will want. Address care
Steinway Hall, New York City, before May 15th.

WEIGESTER

Summer School
OF
VOCAL MUSIC

AT ELMIRA, N. Y.

SPECIAL SESSION
July 24 to Sept. 4,1912

Superior training at moderate rates.

A COMPLETE ANDSYSTEM-
ATIC COURSE FORSINGERS
AND TEACHERS

Write for particulars.

ROBERT G. WEIGESTER,
Carnegie Hall, New York

WHY has the FLETCHER MUSIC METHOD
ACHIEVED its GREAT SUCCESS ?

~WHY do progressive Parents demand Fletcher
teachers for their children?

Information of the “reason why” will be furnished
upon application.

Address, Post Office Box 1336, Boston, Mass.,
or 31 York Terrace, Brookline, Mass.

PIANO TUNING

AComplete Course of Self-instruction
for the Professional or Amateur
By J. CREE FISCHER
PRICE $1.75

A work of great practical value. Arranged
systematically in lessons and thoroughly illus-
trated, making a book that can be used for self-
instruction, correspondence courses or text
book in schools and conservatories, A valu-
able lesson is that on the tuning, regulating
and reFalring of reed organs. We think a
work of this kind will appeal to teachers and
musicians who live in the smaller towns and
rural districts rarely visited by professional
tuners, and then not oftener than once a vear,
It will also be a valuable work for a young
man or woman who wishes to add to the in.
come from teaching by keeping pupils’ pianos
in order,

THEO. PRESSER C0., Philadelphia, Pa.
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GEORGE FOLSOM GRANBERRY, DIRECTOR
SUMMER TRAINING COURSES for
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Mr. and Mrs. Crosby Adams

will conduct

Two Special Summer Classes

July 17-30, in Oak Park
Aug. 1-14, in Chicago
For Teachers of Plano in the study, discussion, il-

lustration and interpretation of studies, etudes,
pieces, duets, duos, quartets, etc. Mrs. Adams has
been gathering this matenal'frpm world-wide sources
for many years, has tegted it in her own wide range
of teaching and classi'hed and. graded it most criti-
cally and practically in a series of typed lists from
the very first work at the piano on to the artist’s
material. No work is required, just listen and ask
questions. Both courses are the same.

Write for further particulars to

Crosby Adams, Oak Park, Illinois

STUDY MUSIC IN PORTLAND, OREGON
No. 165% Fourth Street, Portland, Ore.

N. W. Normal School of Music and Art

INCORPORATED
No need to go East to study. Our graduates are
teachers or artists. Piano and Harmony Lessons by
Correspondence. Certificates and Degrees Con-
ferred. Z. M. PARVIN, Mus. Dir., (Pupil of Dr. Wm.
Mason) Director. ROY MARION WHEELER, Secretary.

Summer Study the Key

By ALLAN

“SuMMER is icumen in” sang our
musical ancestors in Merrie England in
the days of Chaucer, and summer never
seems to have reformed from the delight-
ful habit ‘of “coming in.” Years ago
summer meant a kind of desert in the
educational year. Work stopped, study
stopped, progress stopped, everything
stopped just because of a few torrid days.
The musical school world went to sleep.

Even to-day the vast number of stu-
dents who still suffer from the old habit
of spending the most inspiring season of
the year in compulsory laziness is by no
means an indication of a normal physical
or intellectual condition in our country.
One can hardly blame the polar bear for
going peacefully to sleep under many feet
of snow during the entire long Arctic
winter, but just why a lively, vigorous,
young American should deliberately de-
cide to squander his whole summer in
indolence is difficult to tell.

Probably not more than one-half of all

- our students ever even estimate the ad-

vantages of summer study. A few active
teachers have realized that in that half
are the very pupils they want to get in
touch with—the pupils who are in for
real progress. Moreover, the teachers
who conduct summer schools are almost
invariably the wide-awake, enthusiastic,
light-giving  teachers. Thus summer
schools have usually been exceptionally
prosperous. -
The result of the combination of in-
dustry and ambition upon the pupil’s
part and activity and proficiency upon
the teacher’s part can result in but one
thing—genuine educational advancement.
If you go to.a summer school with the

Me.D. A. CLIPPINGER

WWILL hold his usual summer term for

singers and vocal teachers, begin-
ning July first and ending August third.
The full course includes ten private
lessons, ten class lessons in the song
classics, ten class lessons in eartraining
and analysis, and five lectures on ths
voice. Lessons in conducting, teachers
conferences, etc. Send for circular.

to Next Year's Success
EASTMAN

purely mercenary idea of making a money
gain you will defraud yourself of the
greater profits.

By delving a little deeper into technic,
harmony, counterpoint, history, interpre-
tation, etc., you would undoubtedly learn
much that you could sell to your own
pupils at some future time. However,
there are hundreds of other ways in
which you will profit, and only a very
few of these can be expressed in dollars
> and cents. The right kind of a summer

school will prove a means of revitalizing
. your whole existence.

Two thousand years ago Aristotle, as
great an educator as ever lived, was asked
how much the educated man was superior
to the uneducated man. Diogenes quoted
him as replying, “As much as the living
is to the dead.” Aristotle’s dictum is as
true to-day as when he was educating
Alexander the Great, the conqueror of

L the world. Another saying of the famous

Greek should be framed and placed in
every music studio in the country. “Edu-
cation is an ornament in prosperity but
a refuge in adversity.” How few of us
know when that adversity may come
which may drive us to the refuge of a
good education! A summer spent in

profitable study may lay the foundation

for that refuge.

It is always advantageous to make sum-
mer plans as early as possible. Very
often much may be gained by proper
correspondence between the pupil and the
teacher,  Helpful preparatory courses

may be arranged, and any enthusiastic
teacher is always glad to codperate with
d summer study pupil as far in advance
a8 possible,

Summer Courses
IN THE

Art of Teaching

P .ano,Violin,Theory
FOR

i'rogressive Teachers

First Term begins June 10.

University School of Music

An .
0 Arbor, Michigan. Albert A.Stanley, Director

Playing for Pianists

If you are a poor Sight Reader and
have difficulty in playing NEW MUSIC
at FIRST SIGHT, write for Booklet
giving full particulars of our complete
Summer Course.

A professor of Music in one of the
largest Colleges in the United States, to
)’vhom reference is permitted, says :
‘Your Course is worth the price to
me every week in the amount of
time it saves me alone.”

ADDRESS

NEW YORK COLLEGE
OF APPLIED MUSIC
9208 Metropolitan Tower
New York City

Centralizing
School of
Music

Gertrude Radle-Paradis

Director

Progressive, Scientific and Practical
Methods
Results Positive
SEND FOR ART BOOKLET No. 8

ANNA PARKER-SHUTTS, Secretary
Suite 612 Fine Arts Bldg. CHICAGO

HERMAN

—DEVRIES—

Formerly of Metropolitan Opera House,
Covent Garden, Grand Opera and Opera

Comique.
518-528 Fine Arts Bldg.
Chicago, - - - - IIL

Students for voice culture and opera
coaching. Concerts to be given by
pupils in Music Hall. Opera perform-
ance at the Illinois Theatre.

MRS. HERMAN DEVRIES, Assistant

NORTHWESTERN UNIVERSITY

EVANSTON-CHICAGO

SCHOOL OF MUSIC

A University Professional School, for the comprehensive
study of practical and theoretical music, either as a pro-
fession or as an element of culture. Located upon the shore
of Lake Michigan, in Chicago's most attractive suburb.

I. Course in Applied Music, leading to
the Degree of Graduate in Music.
II. Course in Theory and History of
usic, leading to the Degree of
Bachelor of Music.
III. Post Graduate Course.
1V. Literary-Musical Course.
V. Course in Public School Music
Methods.
VI. Normal Course in Piano Methods.
Courses I, Il and V include literary studies in the College
of Liberal Arts or Academy without extra expense.
Ath h Prer y is maintained.
The environment is perfect and social advantages supe-
rior. Send for detailed descriptions of courses and book
of Evanston views.

Sumr,her School for Teachers

COLOR MUSIC SYSTEM

For terms, dates, place, and other particulars,
address

HUGHEY MUSIC SCHOOL

Musical Art Bldg. ST. LOUIS, MO.

MRS. STACEY WILLIAMS

The Eminent Teacher of Singing

IN AMERICA DURING SUMMER OF 1912

Only Earnest, Serious Students Accepted

Mrs. Williams has returned from a
Announcement Lecture and Teaching Tour in the

South and re-opened her studio.
Owing to the unprecedented success of last summer’s session,
and the many demands for work at this studio, Mrs. Williams
has decided to remain in Chicago this entire year, and is now
booking for the summer months.

Qualified Pupils placed in Opera, Concert and Church weork
ESPECIALLY ATTRACTIVE NORMAL COURSE

o e irert o MRS, STACEY WILLIAMS
Suite 405-406 Kimball Hall, Please mention “ The Etude’

Chicago, IIL
&

WILLIAM H, PONTIUS. Director Department of Music. CHARLES M, HOLT, Director Department of Oratory and Dramatic Art
THE EXCEPTIONAL FACILITIES, COMPLETE ORGANIZATION AND COMPREHENSIVE COURSES MAKE THE

Wi MINNEAPOLIS SCHOOL OF MUSIC L
eghta 5., 5. ORATORY AND DRAMATIC ART Mion,

THE RECOGNIZED LEADING INSTITUTION OF THE NORTHWEST
SUMMER SESSION OF SIX WEEKS OPENS JUNE 10th, 1912
Courses in all branches of Musie, Oratory and Dramatie Art, from Elementary to Post-Graduate, equal in standard to similar
courses given in Kuropean Schools and Couservatories of first rank. Faculty of Forty-four. Each department under Masters of
wide reputation. Reeital Hall seating 500. Two-manusl pedal pipe organ. Fully equipped stage for acting and opera. School
ven all the year. Pupils may enter at any time. Send for Illustrated Catalog E.

SIXTY-SECOND YEAR

Lawrence Conservatory

(A Department of Lawrence College)

Detroit Conservatory of Music
FRANCIS L. YORKE, M.A., Director
FINEST CONSERVATORY IN THE WEST

87th Year

Among the Faeculty are
found :

Franeis L. Yorke, Piano;
H. C. Pease, Vocal ;
Herbert Milliken, Violin
Mrs. Alice Spencer Deu is
Public School Music
Mrs. K. C. Margal
Public School Drawing

Offers unusual opportunities for the
study of music. Enjoys the intellectual
and social life of Lawrence College.

Faculty of noted specialists, Choral
Society of 150 voices, Orchestra, Recit-
als by World's Artists, Music Festival,
Faculty Concerts, Superior Public
School Music Course, Normal Course
for Piano Teachers, Piano,Voice,Violin,
Harmony. Dormitories for students.

Students may enter af
any time, Dormitory
in eonjunetion.

Address Secretary for
Catalog; Special Catalog,
Public School Music,
JAMES H. BELL, 530
Woodward Ave., Detroit
Michigan.

WILLIAM HARPER, Dean, Appleton, Wis.

COURTRIGHT SYSTEM OF MUSICAL KINDERGARTEN

The Oldest, practical and most Sefentifie method of instructing children in music ever placed before the musical world.
Teaches piano from the start, sight reading, transposing, rhythm and ear training.

NORMAL COURSE BY CORRESPONDENCE

Teachers all over the world are taking this course and are makin

ing = € a great success of it because it is the one system guars .
Ing results. Vrite for particulars. g

Beardsley Park, Bridgeport, Conn.

The American Institute of Applied Music |

(THE METROPOLITAN COLLEGE OF MUSIC)

John B. Calvert, D.D., President 212 W. 59th St., New York City

The Faealty and Examiners
Fannie O. Greene Sara Jernigan
M John Cornelius Griggs MeCall Lanham
Kate S. Q))i(lendun Leslie J. Hodgson Dan’l Gregory Mason
)‘I:Iy I. Ditto Gustav 0. Hornberger Paul Savage ~
Geo. Coleman Gow R6th SEASON
Send for elrculars and catalogues. i ;

H. Rawlins Baker S

Mary Fidelia Burt ;::l:rrvy Ei‘él"i’h“fﬁ.»v
Wm.'F. Sherman
Katharine L. Taylor

R. Huntington Woodman

KATE 8. CHITTENDEN, Dean

of MUSIC. estapuisuen 1867
Miss Clara Baur, Directress.
Faculty of International Reputation

ALL DEPARTMENTS OPEN

o3

- - | BURROWES COURSE OF MUSIC STUDY

Kindergarten and Primary—Instruction for Teachers by Home Study.
B\ Lok anacees and k deserti~ o KATHARINE BURROWES, Western Address, Dept. By 346 Hianians Ave., High-
land Park, Detroit, Mich.

tive booklet will be mailed free.
Please mention THE ETUDE when addressing our advertisers,

Elocution-MUSIC- Languages
Also Special Norgal Course in

PUBLIC SCHOOL MUSIC

Location and surroundings ideal
For Catalogue and Circular Address

MISS CLARA BAUR, Highland Avenue and Oak Street, CINCINNATI, OHIO

31y g 2 R - Please mention THE ETUDE when addressing our advertisers.

P. C. LUTKIN, Dean, Evanston, Ill.

Affil
Wide reif;%iizim University of Michigan, Artist teachers of
Blayers - on on, Choral Union of 300 voices, Orchestra of 50
days, Paouee s B¥ World's artists, Music Festival of four
Tecitals, Ros poglCeMS, Piano, Vocal and Violin Historical
SU ull information, address,

MMER s g
Elghi Weery "

All music teachers are urged
to investigate this methoﬁ.

Eastern Address, F, 502 Carnegie Hall, New York City.

Address, D. A. CLIPPINGER

1L Ask fOl' Specnal Rates for Adverttsxng
410 Kimball Hall Chi 0,
BESRRE

Charles A. Sink,
Secretary

of Summer Schools
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RECITAL

MUSIC

Duets, Trios and Quartettes
for Organ, (Pipe or Reed),
Violin, Piano, ’Cello, Etc.

The following list represents a compila-
tion of the best compositions, no matter
where published, presenting unique com-
binations of interesting and attractive
material for use in making programs for
School, Recital and Church purposes, as
well as for Ensemble playing,

Great care and research have been
necessary to get together all the worthy
literature for these combinations. Below
is only a partial list.

CABINET ORGAN
and PIANO

Boechering 1 Manheb iy s B R s $0.50
Brahms., Adagio from Op, 78..... 1.00
Allegro amabile, Op. 100.... 1.756
Beethoven. Moonlight Sonata, Op.
NG T S .50
Gade. Romanza, Op. 69.......... .65
Hassenstein. Abendfrieden ....... .60
T - Maien, | ikl et L e .90
Haydn. Adagio, Op. 77, No. 1.... .65
Koppelhofer. Gondelfahrt......... .50
Kuhne. Sacred Transcriptions..... .90
Leybach. Souvenirs and Regrets... 1.25
Liszt. La Regatta Veneziana...... 1.0
Léw. Souvenir de Mozart........ .50
Beim Scheiden............. .40
Impromptu élégique........ 40
Insdey Gondel. ' s e L Nee 40
ROMBOZE i35 s/ siaia o 2 codtta s 40
Gondoliera ... .50

Mendelssohn. Three Songs without
Words, Ops. 53, 85 1.25
Meyerbeer. Huguenots Potpourri.. 2.40
Mozart. Introduction and Quintette
from Magic Flute....

Pergolese. Stabat Mater......... 2.50
Ravina. Adoremus............... 1.00
Schmeidler. Concert Romanze. .... 1.00
Schumann. Bilder aus Osten...... 1.00
Suppé. Boccaccio March.......... .65
Verdi. Traviata Potpourri......net .75
Wagner, Meistersinger Selections.. .90

Lohengrin Selections........ 1.50
Winter:: «Requiem' ;«msd el 5ve o 2.00

CABINET ORGAN
and VIOLIN

Album of Fourteen Pieces..... net $1.00
Bach. Andante from Italian Concerto .65
Beethoven. Andante from Op. 109.. .40
Gluck. Aria from Orpheus........ .40
Herrmann. Larghetto............. .75
Hirsch. Andante religioso......... .60
Peters. - Andante........ %, SR St 1)
Bt/ Onvatins &0 s iliaig, .70
Reinecke. Introduction Act 5 King
Manfired (0., [ FER0TS .65

Wagner. Prize Song, Meistersingers 1.25

CABINET ORGAN,
VIOLIN and CELLO

Beethoven. Largo, Op. 10, No. 38..%0.756
Miiller. Andante serioso.......... 1.80

PIPE ORGAN
and VIOLIN

77 B v R Ul SR BRI SN $1.00
AQUgIo el S S B 75

Gade. Romanza from Concerto.... .65
JTOTVIUEL: S ARPI0 L il vl it o s .75
Mengewein. Cavatina.......... net .76
Nachezi: LIargol. .\ v e i 1.00
Rheinberger. Pastorale........... 76
T U R R Y S A .60
OVORLOTE: 14 i i S giets 1.50

Uy, () PO e S SRR R 1.20
Abendlied .60

A S AR AR S 1.20

Sering. Andante religioso. .50

These lists will be continued.

1712 Chestnut St.,

THEO. PRESSER CO.

Philadelphia, Pa.

THE POSITION OF STEPHEN
FOSTER IN MUSICAL HISTORY.

BY H. T. FINCK.

TaE standard which ‘excludes the pop-
ular songs of our Stephen Foster from
the list of real folksongs cannot be ac-
cepted as ‘“scientific”” Dr. Hugo Rie-
mann, the leading German theorist and
lexicographer, defines the word “Volk-
slied” as “either a song which originated
among the people (i. e, the poet and
composer of which are mno longer
known), or one which has been adopted
by the people; or, finally, one which is
‘volksmiissig,’ i. e., simple and easily com-
prehended in melody and harmony.” The
Foster melodies are included under both
the <econd and the third of these defini-
tions as true folksongs; they have been
adopted by the whole American people,
and they are always simple in melody
and harmony. To exclude them for the
reason that their composer happens to
be known, is an argument that can be
reduced ad absurdum by a question:
Suppose some antiquarian discovered
that certain folksongs dear to the Ger-
mans for generations were composed by
such and such an individual; would a
single person in the whole empire cease
to consider them folksongs? And if by
some miracle the names of all the orig-
inators of these melodies were ascer-
tained, would folksong cease to exist?

Foster wrote his own poems as well
as his melodies, and the words and music
of such songs as “Way Down Upon the
Suwanee River,” “Massa’s in the Cold,
Cold Ground,” “My Old Kentucky
Home” are as closely allied as are the
text and the music in Wagner’s “Tris-
tan und Isolde.” Yet—and here is an-
other point of identity with the origin-
ators of true folksongs—he was not a
professional musician. Far from it. To
save hig life he could not have composed
a symphony or a sonata, or even a short
piece for the pianoforte. His harmonies
seldom go beyond the three most ele-
mentary chords—tonic, dominant and
sub-dominant; and his melodies are so
rich and satisfying in themselves that
they give pleasure even without har-
monies, which bring them under the
definition of folksong given by Berlioz.
Of musical form Foster took no more
thought than a canary. His songs “give
voice to the joys, sorrows, hopes and
aspirations of a people rather than an
individual;” they are songs created by
the people—the folk—for he was one of
them. If they are not folksongs, what
ander the sun are they? Some have
called them by the German name ‘“volk-
sthiimlich,” which means conscious imi-
tations of folksongs, like Schulz’s
“Lieder im Volkston;” but Foster did
not consciously imitate the songs of his
or any other country; he wrote what he
did because his genius was built that
way.

Not only are his songs—there are over
a hundred and fifty of them—genuine
folksongs; they are genuinely American,
too.

On this phase of the subject, also,
erroneous notions are still widely cur-
rent. Thousands who sing his songs do
not know who wrote them, or care;
many other thousands think they are
negro plantation songs. Now, Foster did
visit the plantations and campmeetings
of the black men to catch their idiom;
he had to make his living by writing for
the “negro-minstrels,” who at that time
had practically a monopoly of the con-
cert business; yet even those of his
poems which he wrote in the negro
dialect voice the general feelings of man-
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kind rather than those of a particular
race; and as for his melo.dles, they are
as unlike true negro music as a Hun-
garian rhapsody is unlike a Bellini oper-
atic aria. In every way they betray his
own individual genius and that thls' in-
dividual genius was thorotlgllly Allnencan
is indicated by the way 1n which the
American people have taken them to
heart—infinitely more than they have any
imported folksongs. Apart from a na-
tional anthem, nothing arouses such in-
tense enthusiasm in an American audi-
ence as the. singing of one of thes.'e
American folksongs. Indeed, there is

nothing quite like it in any f(?reign coun-
try—In the New York Evening Post.

Pupils of Miss Grace M. Bramhal'l._ :

L. Arlesienne (4 hds.), Bizet; Violin Trio,
Fowler; Caprice Militair, Schmoll; In the
Park, Dorn; A Rural Wedding, Wm. Mason ;
Spinning Song, Hermann; Keepsake Gavotte,
Petrie ; Knight Rupert, Schumann; ngba-
letta, Lack; Austrian Song, Pacher; V;llse
Brillante, Piezonka ; Sonata in C_ Minor
(Second Movement), Grieg; Tarantelle, Pie-
zonka; the Flatterer, Chaminade; Violin
Trio, Dancla; Two Larks, Tschaikowsky ;
Serenade, Stojowski; Serenade Mysterieuse,
De Boisdeffre ; Mazurka, Wieniawski; The
Nightingale, Liszt; Valse Du Ballet, Tschai-
kowsky. $

Pupils of Herbert William Reed. A

Sextette from ‘‘Lucia” (4 hds.), Donizetti;
Peasants’ Dance, Baumfelder; Aragonaise,
Massenet; The Sentinel March, Read;
Spanish Dance, HEggeling; On tha Lake,
Williams ; Imps’ Revels (4 hds.), Bonheur;
Melodie, Paderewski; Minuet Moderne, Con-
rath; Orange Blossoms, Friml; Impromptu
in C Sharp Minor, Reinhold; Song Without
Words, Op. 38. No. 3, Mendelssohn; Valse
des Fleurs, Ketterer; “Poet and Peasant”
(4 hds.), Suppe. .

Pupils of Miss Chalmenrs.

Fair Play March, Crist; 5th Nocturne,
Leybach; Twilight Scottische, Crist; Al-
pine Glow, Oesten; “Poet and Peasant,”
Suppe ; Two Juveniles (4 hds.), Burty; Ever
Green Waltz, Crist; Pleasures of May, Chal-
mers; Pure as Snow, Gustave Lange;
Monastery Bells, Wely; Honey Suckle
Polka (4 hds.), Rosewig; Starlight Waltz,
Brainard; Moonbeams on the Lake, Fitz-
patrick ; Mountain Bell Schottische, Kinkel ;
Bells of Christmas Eve, Wenzel; Moonlight
on the Hudson. Wilson.

Pupils of Mrs. O. 8. Kinney,

Spring Breezes (4 hds.), Calvin; Sicilenne,
Raff; Farewell to the Piano, Beethoven :
Scherzo, Schubert; Gaily Chanting Waltz,
Behr; TImpromptu, in A flat, Schubert ;
Friendship Waltz, Streabbog; Harmonious
Blacksmith, Handel; Moment Musical in F
minor, Schubert ; Sextette from “Lucia,” Doni-
zetti; Andante in C, Beethoven; The Trouba-
dour, Reinecke; At School March (4 hds.),
Streabbog ; Rondo in C, Beethoven ; Larghetto
in D, Mozart; Anitra’s Dance, Grieg; Anvil
Chorus (4 hds.), Verdi-Engelmann,

Pupils of Miss Smith.

“Midsummer Night's Dream,” Overture, (4
hds.),Mendelssohn; Dance on the Green,
Bohm ; Pipe and Bowl Schottische, Engel-
mann; Valse (D-flat), Chopin; Serenata (4
hds.), Moszkowski ; Menuet, Paderewski ; The
T§vo Larks, Leschetizky ; Silver Bells (4 hds.)
Weyts ; Shepherd Boy, Wilson; Spring Song,
Mendelssohn ; Evening Star (from “Tann-
hauser"),. Wagner-Liszt ; Caprice BElegant,
Lack; “Light Cavalry” (4 hads.), Von Suppe ;
Souvenir de Trovatore, Hoffman-Verdi; Twit-
tering of the Birds, Billerma ; Sonata, Appas-
sionata, Beethoven.

Pupils of Mrs. Wood-Arfwedson.

Children§ Ball (12 hds.), Hiller: Wild
I"‘Iowers, Wenrich ; March Grotesque Schielf-
farth; The Fairies, Bohm; The Old Church
Bell (4 hds.), Colby; Russian Intermezzo
(4 hds.), Franke; At Sundown, Wilson -
King’s March, Gambrell; The Avalanche,
Heller; The Meadow Brook, Williams; The
Wayside Rose, Fischer; The Robin (vocal),
Nevin; The Mountain Stream, Bohm : Birds
of the Forest, Koelling; Polacca Brillante
Otto Merz ; Rustic of Spring, Sinding-Petit.

Puspils .o{] Mgs Jessie4Whittaker.

Spanis ance (4 hds.), Moszko 5
Spinning Wheel, Ellmenreich ; Jolly Comx‘;%{eis,
Engelmann; In Clover, Kern; Jolly Hunts-
man, Merkel; Valse Impromptu, Rathbun :
Waltz Animato, Anthony ; Rustic Ball, Kaiser :
Oriental Dance, Kern; La Matinee, Dussek -
Scherzino, Moszkowski ; Simple Confession.
'I‘yhome; Waltz in Octaves, Concone ; Second
Waltz, Godard; Rondo in A, Haydn; Album
Leaf, Scholtz; Flower to Flower, ‘Kullak.

Please mention THE ETUDE when addressing our advertisers,
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P NOTSEME

(PERFECT PROCESS)

Silk-

r-Hostery

Wears Like ““Sixty”’ —
Looks Like “Fifty” —
Costs but Twenty-five

HERE’S an inde-

scribable pleasure in
puttingon Notaseme <t
Hosiery every morning
—itfits so snugly, feels
so soft, looks so silky,
shows instep and ankle so
sheerly.

Its silky texture, obtained
by the Notaseme Perfect
Process—(latest machinery,
highlyskilled labor, best grade
materials, perfect dyes, exclu-
sive finishing treatments) —
makes Notaseme Silk-Lisle
Hosiery permanently as
lustrous and smooth as silk
itself.

Notaseme 4-ply cable-twist heels |}
and toes, though soft and flexible, are
of amazing long wear.

PRICE LIST
Silk Lisle—25c each postpaid

Ladies’ Hose in Black and Tan,
in gauze or medium thickness,

Men’s Half Hose in Black, Tan,
Navy, Grey. Gauze, Medium or
Heavy thickness.

Pure Silk—50c each postpaid

Ladies’ Hose—Lisle top— W hite,
Black, Tan in Gauze thickness only.

Men’s Half Hose—Black, Tan,
Navy,Grey in Gauze or heavy thickness.

Order by mail. Be sure and men-
tion Size, Thickness, Color.

. O. Stamps accepted.

Mitchell Hosiery Company

1711-1713 Ionic St., Phila, Pa.

SUMMER SCHOOL
ADVERTISING IN

THE ETUDE

is Indispensable to
a Successful Season
USE the
April, May, June and July Issues
Forms Close MARCH 5th
Specially Low Rates

THE ETUDE "33 Sucstnns Seet

Teachers Your name should appear in

Pianists PROFESSIONAL
DIRECTORY
Organists (See page 218)
= The cost is small.
Slngel's- Theadvantages inestimable

PRESERVE YOUR COPIES
OF THE ETUDE

The Etude Binder

It is simple but complete, cheap  but
durable, and beautiful in appearance.

It has a solid wooden back, which al-
ways keeps it in shape, and it does not
mutilate the contents.

The copies are instantly but securely
bound by the thin slats which run the
length of the periodical, and yet can be
removed at pleasure.

Bach Binder holds twelve copies, or a

11 year’s subscription, of THE ETUDE.

Price, postpaid, $1,00

THEO. PRESSER CO.
1712 Chestnut St. - Philadelphia

THE ETUDE
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TWO PIANOS
FOUR HANDS

The following ensemble pieces in-
clude all grades and styles, and are
useful for teaching purposes and re-
citals. Most of them are by stand-
ard foreign composers, in the origi-
nal editions, and some of the latest
novelties are among the number.
We shall continue to add works of
merit from time to time, until we
have all the desirable literature
For those
unfamiliar with this form of musie,
selections will be made on request.
The same liberal discount will be
allowed as on our own publications.

available on our lists.

Armstrong, W. D., Homage| a

MOZALL . o+ v oionsosvaineaias .. $1 00
Boccherini, Menuet ...Werner 85
Bellini, Norma, Grand Duo,

FoRellen L e L T S . 275

thoven, Op. 13, Sonata
B thetique ......Henselt 275
Beethoven, Turkish March.

LR TR e ¢ G bk e G, PSR Y 1 50
Behr, Op. 443, Mitzi Kitzchen,

FEThzis o) o T A R S BSE . 90
Bruhns, Fifty Pieces as Sec-

ond Piano to Czerny Op. 740.

Book I, Book II, Book III,

Book IV, Book V, Book VI . 2 00
Berlioz, Marche Hongroise,

Radon: Fiih s sl oS 1 80
Berlioz, Valse des Sylphes,

Do MIRRODE: | o i i vl e 125
Chopin, -Op. 73, Rondo in C,

RalaRa s &k Lottt 125
Donizetti, Belisario, Fantasy,

CET s 010l 7 do MR e AR Uy o i o0
Durand, Op. 83, Valse in E flat,

RO S . 5 7a Sucess fuva- st sinitia taie o 20
Goldmark, Bridal Song, “Rus-

tic Wedding Symphony,

(SaEat -4y g i el R T S 125
Godard, Op. 56, Valse No. 2,

BOGAEsH L N0l o b e dilie sele ol 175
Goria, Op. 91, Marche Triom-

DRBTEN IR el ol i e wivite s vhos 6 8 165
Glinka, Kamarinskaja.Langer 1 25
Gounod, Faust, Fantasy,

AADerEli S S o S S 2 50
Henselt, Op. 2, No. 6, 45 gl b

WiereaiBIrd . oL e oG 90
Henselt, Op. 2, No. 9, Etude .. 1 00
Hummel, Polonaise in: ' H,

HOLVALI . Bl S Wi B s e 1 00
Jensen, Op. 45, Wedding Music,

U@ WG o i GRSt SRS 3 00
Ketterer, Op. 7, Grand Caprice |

HONRSTOIS <ok i sl el 165
Kuhe, Op. 62, Grande Marche

Priomphale | sF URSaS Eat o . 100
Lack, Op. 99, Napolitana ..... 2 80
Liszt, Op. 12, Grand Galop

Chromatique ....Burmeister 1 50
LOw, Op. 344, Hungarian Rhap-

= 1als o Ak s HERIRE B e PR T 100
Low, Op. 337, Reminiscence to

Mendelgsohny wi s Sokivio s 90
LOw, Op. 489, Serenade ...... 115
LOw, Op. 491, No. 2, Tarantelle, 1 00
Lysberg, Op. 51, Baladine .... 1 50
Liw, Op. 491, No. 1, Brillante-

WAlZaPa L UG IR e . 100
Missa, Deux Pastorales....... 1 50
Missa, Valse Caprice ......... 150
Mohr, Rondo Brillante in A

VAR g SIS kSRR e e, 1 80
Moscheles, Op. 92, Homage to

S BBy L G EEY L TR 1 90
Mozart, Menuet in E flat,

SRODDRERER o hebl L ST ki)
Moszkowski, Op. 15, Serenata,

§1 S SRR A RE R AR A I 75
Mozart, Turkish March, Bur-

e S e e S R 1 00
Niirnberg, Festival Sounds ... 75
Pirani, Op. 35, Airs Bohemiens, 1 50
Reinecke, Op. 86b, No. 1, Gon-

ot PRGOS R T S R 100
Rossini, William Tell, Over-

o S AR SR S e G 2 65
St.-Saéns, Op. 35, Variations

on a Theme of Beethoven.. 4 20
St.~Saéns, Op. 40, Danse Ma-

L ST R R 3 50
Scllubept, Op. 27, No. 1, Marche

B Eotdue .o Gobbaerts 90
Schube;-t, Op. 27, No. 2, Marche

Biethidne " ... ... Horvith 1 25
Send for Lists of Music for

Two Pianos, Eight Hands
One Piano, Six Hands
THEODORE PRESSER CO0.
1712 Chestnut St., PHILA., PA.
St

“We are advertised by our loving friends.”
hakespeare.

The work Preparatory School -of Technic,
by I. Philipp, is a most valuable set of exer-
cises covering so much ground, yet not too
difficult for pupils of medium advancement.
It is the very thing I have been looking for
for some time. I expect to use it largely
in my work this winter.—Mary Cohen, 8. C.

. The work, Beyer’s “School of Piano Play-
ing” (Presser Edition), is much better than
any of the other editions in its arrangement
and grading. I like the introduction of the
use of the pedals which none of the other
editions have.—Mrs. Geo. A. Jones, Illinois.

Allow me to express my hearty apprecia-
tion of your courtesy in regard to sending me
the music. I have never had as satisfactory
dealings with any other firm.—Miss Mary
B. Bomm, Mississippi.

The works, “First Months in Pianoforte
Instruction,” by Palme, and “Mistakes and
Dlquted Points in Music,” by L. C. Elson,
are just what I have been wanting for a
long time. I have also “Primer of Facts
About Musie,” by M. G. Evans, and ‘“Stan-
dard History of Music,” by J. F. Cooke, which
I especially recommend to every student and
teacher.—Mrs. Annie I. Feindel.

The work, “First Months in Pianoforte In-
struction,” by Rudolph Palme, should be in
the library of every young teacher and should
be used. It is excellent—Eva H. Landon,
Michigan.

. The work, “Mexican Dances” contain the
dignity and fire of Spanish music with a
picturesque barbarie quality all its own.—A.
8. Gitterman, Michigan.

The work, “Bach Album,” is very useful as
an introduction to the study of the com-
poser’s larger works. It is extremely inter-
esting—D. J. Marsh, Texas.

I cannot express to you in words how I
appreciate your ETUDpE. It is a constant
source of help and pleasure. The music is
excellent.—Mrs. M. M. Glass, Illinois.

I think your ON SALE selection you sent me
splendid. T hope to do good business.—Prof.
E. B. Oakley, California.

This is the first season I have used the
Practice Record and I find it a very practi-
cal help, both to myself and to my pupils.—
Elsie Gair, Canada.

“First Months in Pianoforte Imstruction”
is a book which every teacher, especially
every young teacher, should have.—Mae N.
Shumway, Massachusetts.

The “Mexican Dances,” by Luis G. Jorda,
are the most classic and harmonic Mexican
style pictured dances on the market.—P., R.
Brossus, Oregon.

I am very much pleased with the “Bach
Album” and consider it a fine work.—~Sister
M. Realino, Kentucky.

TaE HETUDE is the finest musical journal
I ever had. It has certainly been a great
help to me in my work.—Miss Fannie Sid-
bury, North Carolina.

Your terms, prompt attention and business
methods are most satisfactory. I have much
more satisfaction trading with your house
than with either Tacoma or Seattle, and
shall send you all my orders.—Mrs. Alice
Reid, Washington.

I am delighted with Kolling’s Thirty Study
Pieces, four hands, and as you see, I am or-
dering another copy; also Volume II. It is
fine, appealing as it does to the pupils, and
so clearly arranged with the minors inter-
mixed with the relative majors.—Julia (.
Lowrey, Illinois.

The work, “First Months in Pianoforte In-
structions,” Palme, is the method used by me
for relaxation. A correct drill for use of
muscle. Very practical and ought to be used
as foundation for piano technic by all music
teachers.—&S. M. Gertrude, Connecticut.

I am much pleased with the ‘“Spanish
Dances ;" they are exceedingly graceful and
artistic. Any two gelections in the ‘‘Bach
Album’’ are well worth the price of the book.
—Charlotte V. Fitzpatrick, Connectiéut.

The “Bach Album” is fine for practice.—
Alice J. Henderson, Maine.

Every month I look forward to the ar-
rival of THE ETUDE with great interest. The
music is very entertaining and the reading
matter most beneficial in all branches of
study, also in the Art of Teaching.—Miss
Edna Lown Smith, Canada.

I wish to thank you for your promptness
in filling my recent order; it surely is a great
help to teachers and a pleasure also to
.deal with the Presser Co. on account of its
excellent business methods, promptness and
reliability even in the smallest order.—
Angela V. Eggleton, California.

THE PHILADELPHIA ORCHESTRA

EIGHTY-FIVE MUSICIANS

1911—October 13 :: : April 13—1912

[ OR the twelfth Season, the fifth under the baton

of Mr. Pohlig, the 25 Afternoon and 25 Eve.n-
ing Symphonic Concerts at the Academy of Music,
Philadelphia, present 2 virtuoso leader, supported by a
superbly balanced Orchestra in a series of programs,
unequalled for interest and cumulative artistic effect.

PROMINENT SOLOIST§ 1ind Philadelphia during March
mclude:

WILHELM BACHAUS, Pianist
: HORATIO CONNELL, Basso-Baritone
MME. GERVILLE-REACHE, Contralto
Prospectus on application to
Business Office, 1314 Pennsylvania Building.

Photo by Haeseler
CARL POHLIG, Conductor

Your Musicis Torn!

IT WILL TAKE ONE MINUTE

MUSIC MATERIAL

Kindergarten Teachers

TO REPAIR IT BY USING
Mr. Batchellor has had long experience with little
children and has invented many devices which lead by

MULTUM-N-PARVD BINDING TAPE | | o oot it B

5-yard roll of white linen or 10-yard study of the Tone Language.
roll of paper, 25 cents cach, postpald. COTl’ e Color B Scales Colae Note Scalss Spnall

h
! 2 4 or Scale; Music Staff Peg Board; Music Staff
Transparent Adhesive Mending Tissue Folding Board, etc.

10 cents per package

Prices so low that the teacher can furnish each child
with his own material.

‘Write at once for descriptive catalog and information
regarding Correspondence Course.

DANIEL BATCHELLOR & SONS,
Germantown, Philadelphia, Penna.

The Musical Leade

—— PUBLISHED WEEKLY —
$2.50 a Year
Ten weeks’ trial subscription, fifty cents

The Recognized Authority on all Musical
Matters for the Central and Western States.

If your music dealer does not carry it, send to
+ THEO. PRESSER CO., Philadelphia, Pa.
OR

Multum-in-Parvo Binder Co.
624 Arch Street Philadelphia, Pa.

JEWELRY

For Music Lovers

In conjunction with ETUDE, advantageous
CLUB OFFER:

GIFTS AT SMALL PRICES

A\ A MUSICAL LEADER, regular price ) Club Price
h" AL | 1 | i Lig $2.50 for year..........cocovnaeeann.
A 3 And ETUDE, regular price %1.50 } $2.50
I Pl S SRR SN FORBOTH
3D =N \&J : Address THE MUSICAL LEADER

McCormick Building,

ENTERTAINMENT

Ladies’ Collar or Cuff Pins CHICAGO

Sterling silver, gold or silver finish, 25 cts.
each or set of three sentiments, 75 cts.

Hard enamel, Roman gold finish, 25 cts.
per set. Sold only in sets.

We want to send
you the best and
most complete

O Stickpins for Ladies or catalog of amateur entertainment material ever
\% Gentlemgn in three put out. Sent freeto your address upon request.
sentiments OPERETTAS, CANTATAS, ACTION SONGS, PLAYS, ETC,

L ) Sterling silver, gold or sil- Arrange with us now to present ‘‘The Captain

ver finish, 25 cts. each.

Hard enamel, Roman gold
finish, 25 cts. per set of
three.

These Pins
make an attractive, suit-
able and lasting present
for Teachers or Pupils, and
may be used as a class or
club pin. Priceson quan-
tities upon application.

Send for Catalogue
of other musical jewelry
novelties: Violins, Drums,
Banjos, Mandolins, ete., in
miniature as pins and
charms.

of Plymouth,” the best amateur comic opera.
ELDRIDGE ENTERTAINMENT HOUSE - Franklin, Ohlo

NORTHWESTERN OHIO

> PIANO TUNING il

Y =

Course Includes Player-Piano |
Board $2 week.

| $5,000 equipment.

Faust School of Tuning

Pianoforte, Player-Plano, Pipe and Reed Organ,
Course includes Tuning, Repairing, Regulating, ';'!olr-

ing, Varnishing, Polishin, dail ex !
: l l o I (‘Ill;kerlng & Sons’ Fl\(-l(\ry:!' 4 S
> Oldest and best equipped school, fi
4 b é "Q H‘]\Q hé v:\s = “Conservatory of .‘Imlv.""p e .
(% & ?-‘«E Zh Year book mailed on request.
=0 » 27-29 GAINSBORO ST. BOSTON, MASS,
CJ[
SCHOOL OF

Sterling silver, gold or silver finish, ......50 cts. eac.. Nﬁ
Hard enamel, Roman gold finish,......... 25 cts. each

REGULATING AND REPAIRING
Thorough, practical individual instruction in repair
shop, en.ablmg students to start for themse]ves'i
a ;short time; free practice. Low terms. 19th ‘f‘ %
Diplomas granted. Prospectus. yhais

ALEX. SCHEINERT
2849 N. 11th Street Philadelphia, Pa
Send for Itemized Price List

ZABEL BROTHERS and Samples

MUSIC PRINTERS

Columbia Ave., and Randolph St. AND EN GRAVERS

Philadelphia, Pa.

THEO. PRESSER CO.

1712 Chestnut St., = Phila., Pa.

Please mention THE ETUDE when addressing our advertisers.
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WESTERN SCHOOLS

PRIVATE TEACHERS’
INTER-STATE SYSTEM
providing regular
Conservatory Advantages
for Their Pupils at Home
Graded Course, Term Reports, Graduation, Catalog, etc.
State Charter. Four thousand pupils enrolled.

E. H, SOOTT, Pres., - Stelnway Hall, Chicago

IOWA’S FEARING NS s
MIDWESTERN §0% ¢

DANIEL BONUS, Pr|e¢ident

S jor faculty of i in all dep ts. Pupils
upen:mya enter at any time. Wirite for catalog. i
263-276 K. P. Block, Des Moines, la.

Michigan Conservatory of Music
FREDERIC L. ABEL, General Manager

12th season began Sept. 5th. This Institution stands for the best in Music. Faculty and
Students concerts, during the year, enables pupils to present their best efforts. sk
« Among the faculty are found—Archibald €. Jackson, Vooal; Vvlﬂorvllenhum, Ph'nl(i' M;I)" ng:
Abel, Vi William Yuneh, Violin; Frederiek L. Abel,’'Cello; N. J. Corey, Organ; M;:enuc “")‘i
Public School Music. For catalog address, Huen H. Jomunson, Bus. Mgr,, Washington
Park Street, Detroit, Mich.

Dana’s Musical Institute, Warren, Ohio

Forty-fourth year. Six departments. Music taught in all its branches. Lessons daily
and private. All instructions individual. Separate buildings for practice and residence.
Modern dormitories (new). Incorporated. Confers degrees. Healthful location. Pure
water. Send for 64-page catalogue, blue book, and historical sketch, to

WILLIAM H. DANA, R.A.M., President.

LORENA BERESFORD
TEACHER, SINGER, COMPOSER

For terms, address
SHERWOOD MUSIC SCHOOL
Fine Arts Bldg., Chicago

Arthur Beresford

Bass Baritone
Author, **Hints To Vocal Students”
STUDIO
72 Auditorium Bldg., Chicago, Iil.

THE COLUMBIA SCHOOL OF MUSIC

CLARE OSBORNE REED, Director

PIANO : VOICE : VIOLIN : THEORY : PUBLIC SCHOOL MUSIC
Public School Class Limited on Account of Practice School. Pupils now Booking for 1912-13-14
For information in detail address, A. L. QUEALY, Registrar, 509 S. Wabash Ave., Chicago

Marx E Oberndorfer

PIANIST
Accompanist Coach

HENRI W. J.
Teacher of Piano.
Theory.
MARY C.
Art of Singing.

DES MOINES CONSERVATORY OF MUSIC
K.P.Block : RSN es Moines, lowa

BEETHOVEN CONSERVATORY

CTx==® OF MUSIC o#z=7
The oldest, largest and best music school in
the West. All branches of music taught.
Specially Low Rates for Beginners
FREE Handsomely Illustrated Catalogue
on application to

THE BROS. EPSTEIN
N. W. Cor, Taylor and Olive 8ts., 8t. Louis, Mo.

Stereopticon Musicales in
conjunction with Anne
Shaw Faulkner

FINE ARTS BLDG. : : : CHICAGO

SHERWOOD MUSIC SCHOOL

Founded by Wm. H. Sherwood Fine Arts Building, Chicago
HIGHEST STANDARD OF ARTISTRY

Piano, GEORGIA KOBER, President; MAURICE ROSENFELD; Organ and Theory, WALTER
KIEE)LER. Director; Vocal, Wl\;lulﬁfn WILLETT; Violin, BERNHARD LISTEMANN; and others

For catalogue address L. F. GETCHELL, Business Manager, Room 711, 410 South Michigan Avenue

Seventeenth Season

ROSSETTER @G. :
Composition and Theory
Muslcal Lectures
MRS FANNIE L ﬁ (Piano-Musicianship)
y Blavs i s A School for Earnest 8tudents. Catalogue Upon Application
Speclnl Work for Teachers HARMON H. WATT ¥ Divectors
Studio: 721 Fine Arts Bldg., ELEANOR F. GODFREY §

Chieago, T11. KIMBALL HALL CHICAGO, ILL.

BOARDING SCHOOL FOR YOUNG LADIES

AMERIGAN AGADEMY OF MUSIC AND ART

(Formerly the Eplscopal Conservatory)
4205 GRAND BOULEVARD, CHICAGO, ILL.
Affiliated with Victoria College of Music, London, England

Unsurpassed faculty of instructors in all departments of Music 5
Schoql e et D: and Art. Especial training for Public

“ ONLY BOARDING SCHOOL for music studen: >
baantlinl BONR At ents in Chicago, situated on one of the most

Season Opened
Thursday, Sept. 7, 1911

MRS. ESTELLA TRANSOM
PRESIDENT

THE DRAKE SCHOOL OF MUSIC

FULL ORCHESTRAL ROUTINE FOR SOLOISTS

D. 6th Fioor Auditorium Bldg., Chicago, Ill.
HARRY R. DETWEILER—Piano, Theory MINNIE EATON BEAUMONT—S
SARA :\L&C.-\DAV C(JOKE—TI’i:mu. Theory AUROR LD CR"\I[()%;’-FC():Z'I“;\"IQ:)‘O
E‘LE;\\()R SCHN EH'H!ER—?]’IMHU KATE COF —Voice and Accompaniment
EARL R. DRAKE, Violin—Director BLANCHE BLOOD, lin—Aassociate Director

1E
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Memoirs of Theodore Thomas. By
Rose Fay Thomas. Published by Moffat,
Yard and Company. Pri.ce, $3.QO. 569
pages. Several excellent 1llgstrat10ns.

Tt would be extremely difficult for_ a
man’s wife to write an absolutely im-
partial review of his work, but who in
America who is familiar with the wonder-
ful work which Theodore Thomas ac-
complished would want an imparhgl
biography? Mrs. Thomas has taken six
years to gather the facts of her .hus—
band’s career, and she tells them with a
reverence and affection which makes this
book much more engaging than it might
otherwise have been. Possibly the most
fascinating parts of the book are the in-
numerable letters from great European’
masters, from Liszt down to Strauss,
who felt that they owed Thomas a deep
debt of gratitude for giving adequate per-
formances of their works. A fine in-
stance in Thomas’s character was when
he refused the appointment of the post
of director of the London Philharmonic
Orchestra, a great distinction in that day,
and determined to return to America to
fight down some large debts which had
arisen through his gererosity and his
failure to put the right money value upon
his own services.

“Mediocre- music making is a sin against
art—we demand something totally dif-
ferent, namely, the uplift and inspiration
of the soul, and cry ‘Swrsam Corda!”
—Franz Lisst, in a letter to Theodore
Thomas.

The Story of the Bag-pipe. By Wm.
H. Grattan Flood. Published by Charles
Scribner’s Sons. Price, $1,25 net. 226
pages. Numerous illustrations. Cloth
bound.

Why a book about the bag-pipe?—pos-
sibly the most unmusical of all instru-
ments. We need not go farther than
the preface of this new book to find that
from the standpoints of both history and
romance the bag-pipe is surrounded with
innumerable interesting things. We find
out that it is the precursor of the modern
organ; that Chaldean sculptures six
thousand years old show representations
of the pipes; that the grand dames at the
court of Louis XIV “proudly carried
around their pipes in white silk cases
tied with pale pink ribbons.” Thence on
we learn something new and surprising
on nearly every page. For instance, who
would think of a bag-pipe being used as
a part of the Roman Catholic Church
service as was the case in some parts of
Scotland in 1536? This is a book for
which many people have been looking
for many years.

To me, it is with Bach as if the
eternal harmonies discoursed with one
another.—Goethe.

FANNIE

Bloomfield Zeisler

Now playing in Europe
First appearances with Nikisch at
the Leipzig Gewandhaus and
Berlin Philharmonic

AN OFFER TO OUR SUBS.CRlBERS
TO AID IN SECURING

New Subscriptions

For the low price in the second column
we will send a year’s subscription to Ly
ErupE, and the work mentioned, and also
give to the person sending this subserip-
tion the regular premium as mentioned
in our Premium List, sent on applica-
tion.

Free sample copies to aid in securing
subscriptions. 3

The following conditions are to be ob-

served :
Cash must accompany all orders.
The articles caun be sent to any ad-
dress.
Everything will be delivered free.
The order and the new subscription
must come together; under no cir-
cumstances can we fill an order at
these prices after the subscription
has been sent in.
Price Price
of with
Book Etude
Bach, J. S., Inventions .....$050 $1 70
Baltzell, W. J., History of

MUBICE 3 viis inses ciain oo 1Tt 215
Beethoven, Selections from

Plano "Wotks ooii it e oo 4880 00
Chopin, Nocturnes, Complete. b 180
Chopin, Waltzes, Complete. . 50 170
Chopin, F., Lighter Com-

positionsl vy ot o . 400 185
Clarke, H. A., Harmony ... 125 200
Clarke, H. A., Pronouncing

Dictionary «.ce.eoc.. v e s e AROGEE2100
Clarke, H. A., Students’

Pocket Dictionary ....... 25 160
Classic and Modern Gems for

Reed Ofgan. oo iiiioevivs 100 185
Concert Duets cocecesccssss 100 190
Czerny, School of Velocity,

oD 2990 . iaah s elas oo 60 175
Czerny (Leibling), Selected

Studies, 3 books, each.... 90 185

Easy Engelmann Album.... 50 170
Engelmann, 24 Pieces for

Small Ilands..... R 50 170
First Parlor Pieces ....... 50 170

First Recital Pieces .... 75 180
Four-hand Parlor Pieces.. .. 50 170
Francis, Edw., Life and Works

of Handel, Haydn, Weber,

Beethoven, Mendelssohn,

Chopin, Liszt, Wagner,

MOZATL, Z@ACH. - v civas o b8 o6 35 170
Gates, W. F., Anecdotes of

Great Musicians ......... 150 200
Great Composers, Musical

7 el iy SRS SRR S 50 165
Grieg, Ed., Album of Piano

Compositions: . .....isvei 100 185
Gurlitt, Piano Album....... 75 180
Handel, Album (Presser).... 60 175
Landon, C. W., Foundation

Minteptalaial c L0 3Gl oy 100 190
Landon, C. W., Reed Organ

Method ..... BENOR Y L L
Life Stories of Great Com-

POSErR . s 53 GIRMBISEs v e 175 200
Maelzel Metronome, Bell.... 7 50 4 50

Maelzel Metronome, No Bell. 500 350
Mason, Wm., Touch and

Technic (one of 4 vols.).. 100 180
Masterpieces for the Piano.. 100 190
Mathews’ Standard Piano

Pieces, Grades I, II, III or

EVy el L e e L 50 170
Mathews, W. 8. B., Masters

and Thelr Music......... 150 200
Mathews, W. §. B., Standard

First and Second Grade

Pleces ifor Piano.....v... 100 190
Mendelssohn, I, Songs with-

out Words, Complete. .... 100 190

Mistakes and Disputed Points
in Music Teaching, Elson 100 200

Modern Dance Album....... 50 170
Musical Celebrities ..... sevuatRlr ot el
Music Satchel, Handles. . ... 150 240
Music Satchel, Handles (ful

sheet music size)......... 800 825
Music Teacher's Business

Manual, Bender.......... 100 200
Orem, P. W., The Organ

RO 2 PR s R 150 200
Parlor and School rches 75 185
Perry, E. B., Descriptive

Analysis of Piano Works.. 150 200
Popular Parlor Album...... 50 170
Presser, Theo., First Steps

in Pianoforte Study...... 100 190
I‘l'ossg\)‘_’s First Blank Music

Writing Book (5 copies) . . 25165
Richard Wagner, His Life

and Works, Jullien...... 175 218
Riemann. Dr. Hugo, Diction-

any ol Dedgles .. Sl 4 50 350
Schumann. Album, Selected. . 75 180
Schumann, Album for the

Wonnghii SR 40 165
Sefton, E. M., Class Book for

Music Teachers.......... 50 180
Singer’s Repertoire ....... A U
Standard History of Musie,

Cooke & . i LT i 125 200
Stories of Standard Teaching

Pleces, .X. B, Perry...... 150 200
Tapper, Thos., First Studies

in Music Biography ...... 150 200
Duet ‘Homy /487 S Ioals 100 185
Wodell, F. W., Choir and

Chorus Conducting ...... 50 200

Address all mail to

5749 Woodlawn Avenue : : Chicago

“THE ETUDE”
1712 Chestnut St., PHILADELPHIA, PA.

Please mention THE ETUDE when addressing our advertisers.
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