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INTRODUCTION

It is now four decades since a certain well-known singer and teacher said that his art should be
taught only by example and imitation, and that the introduction of printed methods would cause endless con-
fusion. Since then books on music have increased and multiplied until their name is legion—or will be, very
soon. Instead of confusion, the tendency has been toward clearness. In each branch of the tonal art the
best methods now have an increased chance to reach the public, and the great artists grow more and more
unanimous in their attitude toward their art and their advice to students.

All methods have something to recommend them, and give some part of the truth. But now the various
facts of teéching are so well known that the individual can make up his own method, and almost always
does so. He will take different points from the different schools of the past, and combine them according
to his own ideas. Occasionally some teacher arises whose work is so thorough, and whose results are so
excellent, that the musical world will acknowledge his leadership and accept his method as best. Such a
teacher is Theodor Leschetizky, in the domain of piano-playing. Yet even here it must not be assumed
that great pianists cannot be developed by other methods. Genius will triumph, and talent come into its own,
in almost any case. But for the rank and file who wish to proceed in the right way, and for the gifted ones
who are eager to arrive at their goal with as much speed and certainty as possible, the methods of good
teachers are of the utmost benefit.

It has been thought, therefore, that a book giving a clear grasp of the best methods would be of value
to both teacher and pupil. The former may use it to refresh his memory, or to bring to his work the author-
ity of famous names in his branch of teaching; while the latter may go to it often for guidance, and find
facts that will increase the benefit of his regular lessons, or actual guidance if he is cut off from lessons
for a time. The present book, planned in part to describe and explain the selections in “The World’s
Best Music” (The University Society, New York), has been enlarged in scope to include a condensed ac-
count of certain general methods, presented in such a way as to be available for all musicians. The major-
ity of articles will be of interest and value for the amateur also. .

In piano, the chief emphasis of the present is placed on the Leschetizky method. This is fully described
in the following pages, but an account is added of other methods now in use which are also celebrated.

In singing, a condensation from a number of books is included [“The Art of Singing”], which aims to
give a bird’s-eye view of the whole subject. No absolute rule can be laid down for singing study. In taking
up piano, the student’s problem is simply one of using hands and fingers that are much like those of every
one else. But with voices there are much greater differences to be found. One pupil starts with a nasal tone,
another with a throaty tone, still another perhaps with too much wasted breath. As each of these cases
must be differently treated in certain ways, an attempt has been made, in the section on “Faults in Sing-
ing,” to indicate the proper procedure.

There will also be found here a short account of certain points in violin-playing. This, it is hoped, will
be of use to all students.

The same is true of the articles included here on the subject of organ-playing. The organ is by no
means well-known or appreciated in this country. Its repertoire, ranging from Bach to Guilmant and oth-

ers of the present, contains many valuable works-of genius. Yet among those who know the beauty of the
vii



viii INTRODUCTION

“Well-Tempered Clavichord” on the piano, not one in twenty will have any idea of the glory that the organ
can impart to the great St. Ann’s fugue and other works of its kind. Conservatories have their organ
courses, and church congregations often hear good voluntaries; but actual organ recitals are few and far
between. There is a chance for them in almost every community, and their growth will mark an improve-
ment in the musical taste of our country.

The subject of musical form also is included in these pages. The non-musician who says he is “fond
of music” will find in this subject a key to increased appreciation. He will learn that music, even the
simplest, has its architecture, its tonal scheme that follows certain general rules. Having become familiar
with these, he will be able to understand the skill of the great composers as shown in their union of form
with a pleasing variety, and their frequent use of little devices to heautify and ornament the main outlines
of their work. If it is claimed that the study of form and theory, rightly pursued, opens up a wonderland
of enjoyment, the claim may seem exaggerated to some; but the words are directly quoted from conserva-
tory pupils who have taken such a course.

A short article cannot give the full list of details and illustrations that a good teacher would use; but
the structure of the different forms has been fully described, with a sufficient number of illustrations. The
student who learns to analyze the examples cited (from “The World's Best Music”) will find himself able
to see the structure of almost any piece that he plays. For the performer, this is always an important guide
in phrasing and expression; while the listener gains increased pleasure by such. knowledge of what the com-
poser is trying to do.

In connection with the subject of appreciation, a full course in general musical knowledge has bheen sug-
gested here. This is not intended to take the place of singing if used in schools, but is presented as fur-
nishing a possible hour’s study for each week of the year for upper classes in preparatory schools. While
the value of singing as vocal gymnastics is undoubted, there is no reason why school or college students
should not be given an outline of general musical knowledge. The course has been made to include musi-
cal form and its outlines; the history of music; in connection with the history, a general idea of the char-
acter of each composer’s work, and the qualities of the different schools of music; while at the end are
added the methods of soloists and the use of orchestral instruments. The latter may be omitted or given
separately if the available time is consumed in the preceding lessons. As implied ahove, this course may be
found useful in colleges that have no music department at present. It is also suitable for women’s clubs
or other organizations interested in musical study.

The article on “Notation” is for the benefit of beginners. Yet even such an old art as musical notation
is not always clear and accurate. In view of this, an article has been added on “Doubtful Points in Music.”

The titles of the other articles are self-explanatory. Among them will be found such subjects as
“Programme Music,” “How to Sing a Song,” “Some Famous Pianists,” “The Dance in Music,” “Con-
temporary Schools,” “Musical Taste in Children,” “Piano Tuning,” and so on.

The aim of all this has been to make a volume that shall be of value to both teacher and pupil, and of
general interest even to the non-musical public. An account of all that is useful or interesting in music would
fill a library; but it is hoped that the present book will fulfil its object as perfectly as its size will permit.
One set of condensed articles may save the reader much research; and that is the purpose of this volume.
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To MY HONORED MASTER,
PROFESSOR THEODOR LESCHETIZKY.

TWENTY YEARS have gone since I had the honor of being your pupil, and more than
ten since you held me worthy of being your assistant. I mention this to you as justifica-
tion for holding myself qualified to make public in this book what you taught me during all
this time, and what I have proved by hundreds of pupils.

I recognize that a theoretical treatise can no more make a finished pianist than books on
painting or sculpture can make a painter or sculptor. But my book may still have its ex-
cuse for existence; many older pupils of the Leschetizky school will find it a welcome re-
minder of what they have learned, while for the younger ones it will give a clear exposition
of the principles of the school.

I have tried in this book to avoid all pedantry. This work is not intended as an over-
zealous insistence on the letter of the law, but is meant to be a guide to correct and beautiful
playing. I hope it will succeed in this, if only to merit the distinction given to it by the
pictures of your hand.

I thank you most cordially for those, and ask you to accept the dedication of my book.
It will thus give homage to the source from which we all have drawn our inspiration.

Most Respectfully,

MALWINE BREE.
VIENNA,

MME. DR. MALWINE BREE,
HONORED MADAME:

Please accept my best thanks for the dedication of your book, which I naturally accept
‘most gladly. As you know, I am in principle no friend of theoretical piano methods; but
your excellent work, which I have read through carefully, expresses my personal views so
strikingly that I subscribe to everything in it, word for word. Your “Basis of the Les-
chetizky Method” leads with skilful hand along the same path by which you, as my assis-
tant, have for so many years reached your brilliant successes. Also the style of your work is
not merely didactic, but enlivened by intellect and humor. I recognize the pictures of my
hand as correct and good; and I wish for your book which I declare the only correct de-
scription of my school and method, the best success and the widest publicity.

Yours most Respectfully,
THEODOR LESCHETIZKY.
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THE BASIS OF THE LESCHETIZKY METHOD

I. ATTITUDE AT THE Pi1anNo

used to say, “Sit easy and erect at the piano, like a good rider on his horse,

1e arm movements, as far as needed, just as the horseman yields to the move-

eed.” One should sit far enough from the keyboard to let the finger-tips rest

ithout effort when the arms are normally bent, and the feet reach the pedals

winuue sucwuing.  The elbows should not be consciously pressed against the sides, nor should

they be moved away from the sides, as a rule; and they should be kept either on a level with the keys

or very slightly above them. Owing to the weaker leverage, too low a seat will cause increased exertion

in performance, so that the player is forced to raise his shoulders in very ungraceful fashion when trying
to use any power.

Many eminent artists place too little stress on a graceful position at the keyboard. They seem to think
it enough if the ear is satisfied. But it surely does no harm to influence the listener’s ear through his eye,
and make the former more receptive.

“Posing” is not to be approved. The poseur’s usual method is to lean back with an air of being
inspired, and to olay with the head waving about and the eyes cast upward in rapt gaze. Then there is
the careless pose of disdainful ease; or the pianist buries his head in the keys, raising it in pauses to
give the audience a questioning smile.

Such procedure makes a more or less comic effect, and will detract from the impression of the best
performance. Real feeling in piano-playing is not expressed by an emotional pose. The performer’s art
is shown by his fingers, not his face; and if the player has real feeling, it will display itself naturally.

II. PositioN oF THE HAND

The pianist will have little use for a super-refined hand, with slender shape and well-kept nails. A
well-trained piano hand is broad, flexible in the wrist, equipped with wide finger-tips, and muscular. The
nails must be kept well trimmed, for the elastic finger-tip gives a richer tone than the hard nail.

F16. 1.—How 10 HoLp THE RiGHT HAND.

Very large hands are not always a great help to the pianist; but very small ones are usually a dis-
advantage, even though they are more adapted to bear fatigue, or to acquire the “pearly touch.” Large
5
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hands have the advantage in dealing with wide intervals or chords, for which small hands must use rapid
skips or some other suitable device. As a matter of fact, there have been great pianists with large hands,
and others with small hands. The method of holding the hands is the same in either case. The hand

Fi6. 2—How To HoLp THE Lerr Hanb.

should be given a noticeably arched shape (see Fig. 1 and Fig. 2); for the rounding of the hand is the
only way to get full strength in the finger-attack. Flat hands and fingers give an amateurish effect. The
wrist should be held a trifle lower than the knuckles. Only the tips of the fingers are to touch the keys,
and the fingers must be curved in such a way that the tip-joints are held vertically. The thumb is an
exception, and strikes the key with its side edge, near the tip. The thumb is held away from the fingers,
with its tip-joint bent a little.

The fingers should now be set on five adjacent white keys, and all (including the thumb) pressed down
together. They are to be kept near the front of the keys, where the touch is lightest, but not so near

Fic. 3.

as to be in danger of slipping off. As the fingers are of unequal length, their tips will form a curve, with
the middle finger nearest the black keys.
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[Eprtor’s NoTE.—It will be found that each hand has a tendency to lean over outward, the right hand
to the right side, and the left hand to the left side. This tendency may be counteracted by letting each
hand skip a note between the second and third fingers, instead of having each hand press down five adja-
cent notes. The right hand will thus take C, D, F, G, and A, while the left hand, from the thumb
downward, will use the notes A, G, E, D, and C. By practising some of the exercises in this way, as well
as on adjacent notes, the student will soon gain control over the position of the hand.]

I1I. EXERCISE FOR THE WRIST

As soon as the position of the hand is well under control, press the fingers rather firmly on the five
white keys, then raise and lower the wrist slowly several times, keeping the fingers on the keys. In this
exercise take good care that (1) the hand keeps its rounded shape, (2) the fingers do not slide on the keys,
(3) the wrist does not ever rise above its original position, and (4) the upper arm is moved as little as
possible. Each hand is to be taken by itself, and the hands alternated to avoid undue effort. The exer-
cise may be repeated frequently. (See Fig. 3.)

IV. SoME GENERAL RULES

It is very important to begin the finger exercises in the right way. They should be learned by heart,
like all the music used in practice, so that full attention may be given to the hands. The following impor-
tant rules may also be adopted.

1. Play all the finger exercises with a light touch at first, and above all play them evenly, with all
the fingers giving equal power of tone. Practise each exercise for some days before trying to increase
the force of the tone. To make the tones equal, there must be an unequal amount of pressure from the
different fingers. The thumb is the strongest; then comes the third finger, then the fifth and second, and
last of all is the weak fourth finger. The principle of treating the weakling with indulgence, so often met
with in education, must not be followed here. The fourth finger must be made instead to give the greatest
effort, to prevent inequality of tone. The ear is the guide, and the student must be able to hear when any
undesired inequality begins to be evident. The tones will be equalized only after some practice.

2. Do not begin by repeating the finger exercises until tired. By practising with each hand singly,
and changing hands often, the undesired fatigue may be avoided for quite a while. Gradually each hand
may be kept at work for a longer time before changing; but even then one must avoid too much exertion.
Let the hand rest as soon as it begins to feel heavy. If one does not stop or change at this point, the
result will be a shakiness, or even a muscular pain, that will ultimately be very injurious.

3. Lower and raise the wrist at times while playing, in the same manner as directed in Section III
while merely holding the notes. This procedure will prevent the hand from becoming stiff.

4. The fingers must not change their shape when raised from the keys, but must remain curved (see
Figs. 4 to 8). The raised finger must not be bent inward or straightened out stiffly. These changes would
not merely look bad, but would cause a decided waste of effort at the expense of speed and tone quality.

5. Notice the finger-tips carefully, and see that they strike the keys accurately; for that is the only way
to obtain a full, strong tone. ,

6. It may be stated here that in playing a melody that is marked forte, or strongly accented, the black
keys are to be struck with fingers outstretched rather than rounded. The fingers thus touch more of the
key surface, and are less liable to slip off than if curved.

V. FINGER EXERCISES
1. FOR ONE FINGER

In the beginn.it.lg it is best to take the simplest finger exercises, so that the attention may be devoted
wholly to the position of the wrist and the action and position of the fingers.

- |
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While four fingers are used to press down the keys, as shown by the whole notes, one finger plays
the quarter-notes.

Holding the hand as directed in Figs. 1 and 2, press down all five keys. Then raise the thumb just
enough to let the key rise its full distance, keeping the thumb in contact with the key surface (see Fig. 4).

Fic. 4.

Let the thumb then press down the key till the tone is sounded. The tone should then be held with
a further pressure, until the thumb is ready to end the tone by rising and keeping in contact with the key
‘in preparation for the next tone. Repeat this exercise a number of times, and then go through the same

Fie. 5.

procedure with the second finger. Raise that finger until the key nas risen, and a centimetre more, then
press the key down and hold it with increased pressure as before. (See Fig. 5.)

Follow the same method with the third finger, keeping the others down. (See Fig. 6.)

Continue the exercise with the fourth and fifth fingers. (See Figs. 7 and 8.)
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[Epitor’s Note.—The holding of the fingers always in constant contact with the key surfaces, even
with the keys raised, gives the legato, or “prepared,” touch. By raising the fingers from the key, the non-
legato style is obtained. The latter may be used along with the former. Mme. Brée gives the latter alone,
but the prepared touch may receive most of the attention, as it is harder to acquire.]

Fic. 6.

In practising these exercises with unprepared touch, the fourth and fifth fingers are to be raised as
high as possible at first, so that the awkward fourth finger may acquire power of motion and the weak
fifth may gain in strength. The wrist movement should be repeated during these exercises to prevent
stiffness.

Fie. 7.

After going through these exercises legato for a time, practise them also staccato. (See Section XIV.)
In this staccato, each finger strikes the key with a short, quick blow, and at once returns to its high posi-
tion. This will increase the elasticity of the fingers.
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Fic. 8.

2. FOR TWO FINGERS

The two-finger exercises are based on the same principles, both with the prepared and the unprepared
touch.

Press down five keys,
then use two fingers as shown
in these exercises. As soon
as one finger strikes its key,
the other must be raised.

This gives a legato with two
S C— - -—x—\r————'-'*--—_—'—=:":*:=—=_i==; fingers, the other three hold-
g = — 4 ) —# ing their keys.
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3. FOR THREE FINGERS

Two fingers are held on the whole
notes, while the other three play. Each of
the playing fingers is to hold its key down
after striking, and is raised only just before
its note is to be played.
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4. FOR FOUR FINGERS 5. FOR FIVE FINGERS
One note is held throughout, four are released and Press down all five keys; then let each
struck as above. finger play in turn, while the other notes
are held.

< 2345333
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Hold the whole note and play with the next finger, as printed. The other fingers are to be held high
and kept rounded, excepting of course the thumb, which is to be bent loosely under the second finger (see
Fig. 12, later on).

Do not let the action of the raised fingers become at all spasmodic, as that would detract from the
strength of the active fingers. The fourth finger, however, may be expected to swing a little while the
third is playing, and the fifth while the fourth is in use. This linking is caused by a certain tendon, and
the resulting motion cannot be entirely avoided. In fact, the suppressing of this natural motion would cause
actual harm, perhaps stiffening the wrist too much, as well as proving a long task.

7. WITHOUT HELD TONES

These exercises may be played legato, but without held tones. That is, as soon as any finger strikes
a tone, the preceding finger may release its tone and be raised to its high rounded position. The thumb may
be kept fairly close to its key.

There are hands with very movable finger joints, especially the middle joint of the thumb. Such a
thumb may bend too far out from the knuckle joint, with the latter even showing an inward angle. This
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is apt to interfere with a strong tone or good octaves and chords. This undesirable and weakening action
of the thumb knuckle can be overcome only by patience and attention. The following exercises, played
softly with each hand alone, will prove useful. .

The thumb must be held in its normal position, as in Fig. 1. If this proves hard, the thumb knuckle
joint may be held out by the other hand, with the tip
of its second finger; but too strong a pressure must
be avoided.

Another unusual condition, the stiffness of the
knuckle of the fifth finger, may be cured by the fol-
lowing exercise. Hold the note E pressed down by the
third finger, with the other hand raise the fifth finger
by its tip as high as possible, then play F repeatedly
with the fourth finger as strongly as possible with a
loose wrist. This method can be applied also to the naturally less flexible knuckle of the fourth finger. In
this case the fourth is held up, while the fifth plays on G.

VI. PREPARATION FOR DIATONIC SCALES

When man was created, he was evidently not created a pianist; else he would have been provided with
at least seven fingers on each hand, and each of the scven would have been of the same length as the others.
Then he could have handled scales and chords, and been free from the necessity of “passing the thumb
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under” after three or four notes. But with our few and variable fingers, the turning-under requires a num-
ber of special exercises and steady practice.

With the thumb placed under the second and third fingers, and holding the note beyond the latter (above
it in the right hand, below in the left), repeat each of the three notes a number of times, while the other
two notes are held.
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In this exercise all three fingers play, each one holding its note after striking until it is necessary for
the fingers to beraised in readiness to strike again. In these and the following exercises, it is advisable
for the fingers that play just before or just after the thumb to give a little stronger tone than the others,
in either upward or downward progression. This will minimize the unconscious tendency to start with
emphasis when the thumb is turned under or the fingers swung over it. The notes requiring such emphasis
are shown by dashes (tenuto).

The second and third fingers are allowed to hold their notes, while the thumb plays alternately in its
normal place and in its bent-under position. The thumb must be kept bent a little, and never raised far
from the keys in reaching up or down along its interval. The hand should be kept quiet during this exer-
cise, with the wrist loose but quiet. The elbow should not rise when the thumb is passed under the fingers. .

[Epitor’s Note.—In all these exercises, it will be found that when the thumb is passed under the fingers,
the latter are not to be kept straight forward as in the finger exercises. The right fingers bend about 45°
toward the left hand, and vice versa. The hand will bend with them from the wrist, but the arm should
not be moved away from the side. In complete scales extending to the extremities of the keyboard, the
arm is very gradually moved away from the side, but the motion must be even and steady. As a result,
the arm motion in the direction of the under-passing of the thumb accounts for a part of the interval that the
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thumb takes, and reduces the distance of each under-passing in actual scale playing. In the preparatory
exercises, however, the arm moves very little from the side, and the thumb movement is aided by the change
of the wrist toward a diagonal position during each under-passing. In scale-playing the hands may lean
outward whenever necessary, with the little finger lowest.]

In these exercises, which have no held notes, but are merely played legato, the thumb is to be passed
under the fingers as soon as it releases the note played in its ,normal position. The arm may move with
each under-passing. (The forearm, however, moves along steadily, and does not follow any changing angles

of the hand.)

VII. SimiLarR ExErcises, A ToNE WIDER

Fre. 11.

Each note is played repeatedly while the others are held.
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One note is held while three are played, and each of the three is to be held as long as possible after
being played.

Four notes are played, each one being held as long as possible.,

As before, notes are held by the fingers while the thumb plays alternately in its normal and under--
passed position. The thumb, as before, must keep near the keys, while the wrist may turn more notice--
ably than when only two fingers were used with the thumb.

All notes to be played, with directions as for exercise with thumb and two other fingers.

[Epitor’s NoTeE.—These exercises, when the notes are not held down as long as possible, may be prac--
tised with the prepared touch even more often than with the unprepared touch. This preparation, or touch-
ing of key-surfaces while waiting for the proper time to play a note, will here be found somewhat difficult.
at first, but will prove of great value. In scale practice all tones are to be prepared as much as possible.
Such an exercise as the following will prove useful: Play E with D and F prepared, the right thumb being-
under-passed for the F; then play the F with the thumb, shifting the fingers over as quickly as possible-
to prepare G, A, and B. Shift the hand back to prepare D and E, play E with the third finger while:
releasing the thumb to a prepared position, then play F and prepare the upper notes again, and so on.
Another exercise consists of preparing and playing the notes D and E with second and third fingers (right:
hand), then quickly preparing and playing G, A, and B with second, third, and fourth fingers, then shifting-
again to D and E of the next higher octave, then upward to G, A, and B, and then reverse the process for
the downward progression. Still another exercise, with the thumb included, runs thus: Play C with D and
E prepared; play D and E together, preparing F with the thumb as quickly as possible; play F, preparing:
G, A, and B with the proper fingers as quickly as possible; play G, A, and B together, preparing C with
the under-passed thumb as quickly as possible; play C, and continue as before through the octave above,
ending with the little finger on the last note; then return through the two octaves, always preparing as
quickly as possible the note or group below the one played. All these exercises must be taken in a.
reverse direction by the left hand. Any exercises suitable for the ascending scale may nearly always be:
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reversed and practised by the same hand for the descending scale. The chromatic scale, arpeggios, and
rapid exercises, will aid in improving scale-playing. Care must always be taken to let the second and fourth
fingers play with as much power as the others, to make the scale even. Among the exercises are rapid
triplets, chromatic intervals, and adjacent notes played with the thumb and fourth finger as well as the
thumb and second. Rapid quadruplets, ascending and descending in series, are also valuable, while grace-
notes also aid in gaining rapidity and evenness.]

V1II. DiaToNic ScCALES

Fic. 12

Fie. 13.
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In scale playing the arm should not be made to jerk forward with the under-passing, but should move
along smoothly like a train on the rails of its track. The wrist should be held loosely, but must not have any
up-and-down motion. The fingers should be kept curved, though less so on the black keys than on the white.

TG 14.

As already mentioned, the thumb should pass under the fingers immediately after leaving its note, except
when the upward scale ends in the right hand, and the downward in the left. .

Fic. 15.

The scales should be practised very slowly at first, with a firm and even touch and no especial accents.
Only after some time should the speed be gradually increased. One may count the notes in groups of three
or four, but these groups must not be given any accent. -
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This is reversed for the left hand, starting down from middle C.

In rapid tempo the fingers are to be detached, or lifted quickly after each note almost as if for stac-
cato. This will make the scale sound “pearly.”

The scales may be practised at first by each hand alone, then with both together in contrary motion
(giving the same fingering for both hands), and finally in parallel motion, both hands going up and down
on the keyboard at the same time. This must be done in every key. When the student has mastered the
slow scale with strong and even touch, he may practise it at different degrees of power—forte, pianissimo,
and so on. Finally, he should play the scales crescendo and diminuendo, as the following will show,

beginning again in slow tempo.

eresc.

. =
1 1
@

dim. eresc.

The left hand plays down two octaves. For directions regarding crescendo and diminuendo, see later
section on Dynamics.
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IX. Tue CHROMATIC SCALE

F1e. 16.
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The thumb holds D a little nearer to the black keys than to the outer end of the white key. The second
finger strikes C-sharp, then passes rapidly over to strike D-sharp, and repeats ad I'b. As always, practise
a similar exercise with the left hand.

Fie. 17.
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Without held notes. When the second finger comes on a white key, it may be bent as usual, but on
the black keys it is somewhat less rounded. The wrist is held loosely, but should be a little higher for the

R.H.

chromatic than for the diatonic scale. The thumb will thus strike the.white keys more with the tip than
the side. The fingers should strike the black keys near the front edge.

After the preparatory exercises have been duly mastered, the chromatic scale may be taken in groups
of three or four notes, but without accents.

[Epitor’s NoTE.—The tones of the chromatic scale are to be prepared as much as possible. Another
good exercise may be made by running from D-sharp to G (left hand, G-flat to D), in which the thumb
is prepared on G (left hand on D) after passing under the third finger. The exercises may be varied by
practising any two adjacent keys together if the lower one is black (the upper one for the left hand), by
playing one note while holding the other, playing one note with the other prepared, or alternating the two.
The thumb will take the white key, and the second or third finger the black key, the third finger being used
on F-sharp or C-sharp (left hand, B-flat or E-flat), while the second finger may come on any black key.
In the actual scale the fingering may vary as shown, the third finger sometimes being passed over the
thumb instead of the second, and the fourth finger being sometimes used at the upper end of the compass.
The chromatic scale, like the diatonic, may be practised slowly, with varying power, with both hands in
contrary motion, with both hands in parallel motion, and also in thirds, sixths, or tenths as well as octaves.]

X. PRrREPARATION FOR BROKEN TRIADS
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The whole notes should be held throughout each exercise, with the hand well arched and the fingers
curved. The wrist should be swung down and up a number of times, while the playing continues unin-
_terruptedly.

_

Directions as in preceding exercises, but let each finger hold its note after striking until it has to play
again.

Fic. 18.
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The whole notes are to be held throughout while the quarter-notes are played. Here, too, the hand
is inclined inward from the wrist and the fingers arched for the under-passing of the thumb.

Without held notes. Except in the first bar, hand and arm move in the direction of the notes, the latter
moving steadily and without jerks, while the former may swing sidewise from the wrist. Both thumb and
fingers should move in a low curve, keeping near the keys.

FiG. 19.
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These exercises are for players who can make a large stretch without unduly straining the hand. In the
last exercise, the tones are to be held until necessarily released for repetition.

XI. BrokeN TRiaDs
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FIrsT INVERSION. SECOND INVERSION.

This exercise is to be practised first in the fundamental position and inversions of C major, and grad-
ually extended to all other keys. The fingering given above applies to all keys, except when the second
and third notes of a triad (first and second notes in the left hand) have one white and one black key. In
that case (also with a small interval between the second and third fingers) the third finger may be used
instead of the fourth. The third finger will be used for the first-position tonic triads with octave above the
tonic when the left hand plays these in any sharp key except G. In the second inversion with octave above
the dominant note, the right hand will need the third finger instead of the fourth in minor keys with more
than one flat.

Another rule for fingering states that any broken triad beginning with a black key should be started
by the second finger. It is also useful, however, to adopt as an exercise the principle of beginning any triad
with the finger that would fall on its first note in the course of playing the broken triad up through more
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than one octave. Thus the tonic triad of D-flat, even though begun with the second finger, would bring
the fourth finger on the D-flat above, the thumb being passed under to F. So the triad may be practised
beginning with the fourth finger instead of the second. In G minor the first inversion may be begun with
the third finger, and so on.
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XII. StupiEs ForR BrROKEN SEVENTH CHORDS

These are to be played in all combinations and inversions, as for Section X.
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XIII. REPEATED NoTEs wWiTH CHANGING FINGERS

When the same note is repeated with alternating fingers, they are to be moved from the knuckle joint,
with hand and wrist quiet. The fingers should be held straighter than usual, and their tips slid toward
the front end of the key. The wrist should be loose and rather high, so that the hand may turn slightly

outward and aid the fin- . X A gers in their motion. At first make only two fingers
alternate, the outer one 2 2 p-~v 1g before its neighbor. Then carry the note, once
repeated, through the dia- ton1c scale, the broken triad, the dominant seventh chord,

and the chromatic scale, as follows:

Then play a note three times, with the fingers

3, 2, and 1; also four times, with the fingering 4, 3, 8 2 1 A 8 2 1.
2, 1. Use each hand alone. For repeating slow notes, % e
better expression may be obtained by using the same Tt

finger without change.
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XIV. Varieties oF ToucuH

The piano student often assumes that finger exercises are “dry,” and need no especial attention in
performance. If so, however, he makes a great mistake, for the correctness of these exercises is every
bit as important as the use of a proper method in practising singing. The excellence of touch and warm
fulness of tone shown by the Leschetizky pupils is due to the fact that they have studied their finger-
exercises in the correct way. The pianist should not forget the saying, “C’est le ton qui fait la musique,”
and even if his tones cannot have the variety given by voice or violin, he should strive to master as many
different styles of tone as possible.

In the first place, he must attain a well-developed legato. For this each finger must be kept on its
key until the next finger strikes, and then lifted in the normal way. To obtain a legatissimo, the finger
may continue to hold its note for a very small fraction of time after the next finger has struck.

=4

When a strong, full tone is to be emphasized in a cantilena, the finger alone has not sufficient strength,
and must be aided by wrist pressure in the following way. The key-surface is touched lightly and the
finger then forced down by a movement of the wrist that brings the latter upward. Wrist and finger joints
being held firm, the wrist tends to swing the hand down, but is moved up by the resistance of the key.
The weight of the forearm is thus brought into play. The same result may be obtained by allowing the
wrist to drop, in which case also as much weight may be employed as desired. Immediately after striking,
the wrist must return to its normal position, and the finger hold the key down lightly. This will give a
“singing tone,” and should be practised with each finger.

[Epitor’s Note.—The legato is best practised with the prepared tone, keeping the finger in contact with
the key-surface constantly. It is a good plan for the student to hold down all five notes with the fingers
of one hand while preparing to play single notes. He may then count four for each tone, one being the
releasing of a key, two the holding of the finger against the surface of the raised key, three the playing
of the note (entirely by finger-power), and four a finger-pressure on the key after it is played. This exer-
cise, which is very important, should be taken up at the beginning of piano study, and continued faith-
fully. It is indispensable for the control and development of the finger muscles, and should be played
without the slightest pressure of the arm. It will be found advisable to use the device of skipping a white
key between the second and third fingers, so that the motion will be always as nearly vertical as possible.
The fourth finger must not be strained at first, but must increase its power of tone gradually. When the
fingers are lifted from the keys, as Mme. Brée directs, the result is used in what Leschetizky would now
call a non-legato. In this the student may count eight—two for the releasing of the key, two more for the
raising of the finger from the key-surface, one for the falling of the finger to the key-surface, one for the
pressing down of the key (playing the note), and two for the after-pressure. The fourth finger, which
cannot at first raise itself any distance, may be lifted by the other hand until it can rise sufficiently by
itself. Both of these important exercises may be practised also on five adjacent keys. The notes may be
given with varying speed and power. Similar exercises for two, three, and four fingers should be prac-
tised, with each note held as long as possible before being played again. All these may be given crescendo
and decrescendo, as well as wholly soft or loud.]

For staccato, the fingers are not pressed, but struck from above and released immediately. For the
finger-staccato, as for the non-legato, the fingers may be raised fairly high, and in this case the wrist may
be bent back a little, with the thumb kept on or near its key-surface. Power is furnished from the
knuckles. Each finger must strike its key rapidly, and rise at once after the stroke. In rapid tempo the
staccato approaches the non-legato, because each finger strikes quickly after the preceding one. The finger-
staccato may be practised at first on five tones, and afterward through all the scales. Begin slowly, in-
creasing the speed later. The thumb may be bent under the palm when not used, much as in the legato
scales.

In the wrist staccato the bent fingers strike upon the keys rapidly, and are drawn up at once by the
throwing-back of the wrist.

The “lifted tone,” or soft wrist staccato, is obtained by having the fingers touch the key-surfaces,
while after a note or chord is played from this position the fingers are all drawn up quickly by the throw-
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ing back of the wrist. The “lifted tone” may be practised at first on single notes, then on five notes and
on chords. In the following example, the notes marked with an asterisk are played with “lifted tone.”

In the following, the starred note goes best as a “lifted tone” with pedal.

_ o g Prestissimo. , 4
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In the stronger wrist-staccato, the fingers are lifted with the wrist, and a blow struck from above the
keys by the swinging of the wrist downward. The wrist should immediately be brought back to its raised
position, as if rebounding from the keyboard. The motion should be wholly free from any sidewise direc-
tion, and the fingers held in the position needed for the notes before the wrist begins to descend.
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In the upper line, hand and fingers must keep their position over the proper keys, without moving
sidewise.

The scales and broken chords may be played in all keys. The latter may be taken through one octave
at first, in each inversion, and then through two and three octaves. The sidewise motion of the fingers may
be followed yieldingly with the wrist, but each stroke should be as nearly vertical as possible. Some sound
will come from the rapping of the finger-tips on the notes, but this does no harm if not exaggerated, and
may even suit a burlesque effect, as in Mendelssohn’s Scherzo, op. 16.

In this style of staccato, the wrist motion must of necessity be shortened in rapid passages. In very
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rapid work the fingers have to remain close to the keys, and flutter up and down a short distance. This
will be the case in the prestissimo passage, from Beethoven’s Sonata, op. 10, No. 1.

The portamento, consisting of tied notes with dots over them, is not to be played staccato. Each note
is pressed down firmly with a prepared touch, held firmly for most of its value with a dropped wrist, and
released by a lifting of the forearm.

XV. OcTAvVEs

The following is practised with each hand, as a preparatory study. The whole note may be held by
the tip of the little finger or the side of the thumb near its tip, while the other note is played by a rotating
of the wrist sidewise, and a firm finger or thumb. This
exercise will be found strengthening, but must not be

_ —1 1 F . —— kept up long enough to produce fatigue. Large hands
R.H. —— 3' may use the fourth finger on black keys instead of the

oJ T fifth. For part of the time the exercise may be varied

I I by raising the thumb or finger until the hand is per-

L.H. e s s —— ﬂ pendicular to the keys, and then dropping the hand
—T T il #‘ i' #' back to play the note. :

‘g‘ 5 It is also possible to impress the feeling of an oc-

tave on the hand by merely preparing the thumb and

fifth (or fourth) finger on the outer edges of their notes. The rest of the hand is of course held high.

After this the actual octaves may be taken up, with the use of the rebounding wrist-staccato when only
moderate power is needed. The distance between the thumb and fifth finger must be kept unchanged, so
that all octaves may be struck squarely.

The above exercises are to be played slowly and strongly at first, with increasing speed later on. The
hand will be forced to remain nearer the keys as the speed increases, and will flutter up and down.

Broken chords in octaves are hard to play on the white keys when the size of the intervals changes.
The student may obviate this difficulty by naming the notes or intervals mentally as he strikes them, in
which case the fingers will soon grow accustomed to the proper interval after each note.

When forte or fortissimo octaves are needed, they must be played with a firm and high-held wrist, the
fingers never moving far above the keys, and a stiff forearm aiding to produce the power.

For legato octaves also the fingers must be kept close to the keys. The wrist is practically quiet, but
not stiff. In moving outward from the middle of the keyboard, the thumbs may be held as if playing glis-
sando. It is often advisable to use the fifth finger on white keys, and the fourth finger on black. When the
keys used are all white or all black, the fifth and fourth fingers may be used as below in legato work.
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Hands with small reach or little strength may use the fifth finger.

When the octaves go fluently, they may be practised uninterruptedly on a tone or a scale, until fatigue
sets in.

Leschetizky, while young, employed alternating octaves in place of simple ones, as in the following. The
device is much used now.

# ete.

.’##3

The second passage replaces the first, the thumb notes being given the most force in each hand.

[Eprtor’s NoTE.—All the finger exercises given in previous sections may be practised in octaves, both
soft and loud. Kullak’s “Octave School” is always a valuable reference in this connection.]

XVI. Cuorps

Chords are to be pressed rather than struck. When a chord is struck from any height, its tones sound
hard, and do not carry well. A chord may be pressed down in the following way. Arch the hand as far
as the needed interval will permit; curve the fingers; and keep the finger-tips and wrist firm. The stroke
is to be like that described in Section XIV, for legato in a cantilena, and is performed by letting the wrist
swing up as the fingers go down, as if the knuckles were a fulcrum until the notes were struck, or else by
letting the wrist drop with the weight of the forearm. In a series of slow chords, either motion may be
used, but in rapid chord-passages, the upward swing of the wrist is best. To obtain more power, make the
movement more extensive.

To avoid excessive fatigue from chord-playing, it is necessary to relax the stiff wrist after the chords
have been struck, and to hold them with only enough power to keep the notes down. The hand may also
assume any comfortable position between chords.

To make sure of striking a chord correctly, it may be prepared separately. The fingers may be put
on the key-surfaces until their relative position and stretch is fully noted. The chord, however, is not to

8

be played from the prepared position, but from a more or less raised position, according to the amount of
force desired, or the speed. After some practice the hand will be able to adjust itself for any chord
without the preliminary preparation. This will prove of especial value for the chord-skips that are often
found in modern display-pieces.
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Each of these exercises should be practised with both kinds of attack, taking the upward wrist first and
making the chords very short in this case. The upward wrist and brief holding of chords is shown in the
first following example, from Rachmaninoff’s well-known Prelude.

In a piece which contains a slow succession of chords, the upward movement may be given more scope,
so that not only the hand, but the arm also, is raised. This is especially advisable when forte or fortis-
simo chords are to be cut off sharply, as in the example above.

The first chord-exercises given here may also be practised with a rebounding stroke, as for wrist stac-
cato. They are not to be played this way, as the tone will not be so good, but the exercise will prove
beneficial. There are, in fact, many cases in which chords have to be struck, as there is no time in some
rapid passages for the preparation needed for the other methods. An example is found in Liszt’s Tenth
Rhapsody. ' '

In connection with the first chord-exercises given here, the following points may be noted. If a chord
is repeated, as in exercise A, the raised hand must retain the shape needed for playing it. If there are skips
from one chord to another, as in exercise B, the first chord is pressed down and abandoned quickly, the
hand being carried over to the next chord in a rapid swing. When successive chords differ in their intervals,
the hand must take the shape needed for the coming chord while still in the air.

Still another bit of advice will help the student to avoid needless fatigue. When chords succeed one
another slowly, with rests between them, the uplifted hand may be bent each time into the shape of a fist.
This radical change of position will give the hand a period of rest each time it is used. Rubinstein employed
this procedure, and Leschetizky does the same.

The fingering for chords, and the exceptions, are the same as the fingering and exceptions for broken
chords given in Section XI.

In the following pages are found pictures illustrating the various positions of the hand for all the
chords beginning on C. They will give the proper shape of the hand, as well as the fingering. The chords
may be practised with the preliminary preparation suggested above, though they
should be played from a raised position. The chords may be played on one beat
first, then as broken chords in a single octave, and finally as arpeggios extending
through two or more octaves. After practising the chords on C, the student
may take those on D-flat, and so on in succession through the entire chromatic
range. This study will have a theoretical as well as a technical value.

L
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Fic. 4.

XVII. ARPEGGIOS

In the first instance, the first three fingers are held ready over their keys, with the fifth finger extended
somewhat to the right. The first three fingers play their notes in succession, and the hand is then given
2 quick inclination to the right, letting the fifth finger strike its key. The wrist motion for this is a slight
rotation, not unlike that used in turning a key in a lock. The fifth finger may shorten its note, as that gives
the note prominence. The hand may then return quickly to its normal position, in readiness for the next
arpeggio.

For arpeggios with both hands, do not begin at the same time in both hands, but let the left hand finish
and the right hand then continue the arpeggio, the right thumb following just after the left.

R.H.
g 'E s
S —=—
oA

o)

[Epitor’s NoTe.—It is usual in modern music-printing to mark the arpeggio by one continuous line
across both staffs, when the arpeggio is to be played as directed above. The two separate marks are now
taken to mean that each hand has its own arpeggio, and that the two do begin together. The preparatory
exercises for extended arpeggios, which are practically rapid broken chords in many cases, involve the under-
passing of the thumb, the over-passing of the fingers if the arpeggio proceeds toward the centre of the key-
board, and a gradual, steady motion of the arm away from the side or toward it. A preliminary exercise
may consist of holding G with the third finger of the right hand and under-passing the thumb to play the -
C above. The left hand may hold F with the third finger and under-pass to the C below. The right hand
may hold A with the fourth finger, and under-pass to C, while the left hand may go’ through a similar
process by holding E with the fourth finger and under-passing to the C below. These may be varied by
letting the thumb hold its note while the fingers play. Thumb and finger may then play alternately. The
thumb, being bent, will have to strike the key near its outer end, while the finger must be well rounded.
The force may be varied from p to f. A second variety of exercise consists of connecting the various
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parts of an arpeggio. The right hand may play G with the third finger, while holding the C above it pre-
pared with the thumb. The C is then to be played, the second and third fingers meanwhile being prepared
as quickly as possible on the E and G above it. The left hand may practise an exercise symmetrical with
this. Both hands may then be taken through the broken-chord arpeggio for two octaves, preparing each tone
as soon as it becomes possible. Other chords may then be employed, and the arpeggio in each case reversed
in direction.] :

XVIII. Pairep NoOTES

For these exercises the hand is to be held as in the finger exercises of Section V, with the wrist loose.
The whole notes are held while the quarter-notes are played.

In the first two of these exercises, the whole -
notes are to be held, the others played. In the
next two exercises, the first third is to be held as
long as possible, the thumb holding its note until
the repeat. )

The next exercise is to be played without any
held tones (see Figs. 45 and 46).

The line below -illustrates over-passing (or
rather side-passing) in thirds. In example A
press down the keys with the second and fourth
fingers, in example B with the third and fifth.
Then take the next third, with first and third
fingers, by swinging sidewise with a high wrist.
Then swing the wrist back for the recurrence
of the first third, and continue as before. In ,
going up with the right hand, the fourth or fifth finger may be used as a point of support, and the thumb in
coming down. The reverse, of course, is true of the left hand.

As it is impossible to play all the notes legato, it is merely necessary to hold as long as possible the tone



THE BASIS OF THE LESCHETIZKY METHOD 41

played by the finger that acts as the point of support. The other finger may be lifted from its key as soon
as the swinging movement is started. :

Frc. 45.

[Epitor’s Note.—In playing double notes, care must be taken to strike them both together, and to empha-
size the upper note more than the lower one. For the latter effect, great care must be taken to see that the
weak fourth finger gives its notes with due strength. It is even advisable to practise letting this finger take its
note alone, the companion note being touched but not played. When both notes are played throughout, the
fourth finger may be allowed to give a noticeable accent for practice.- In playing a scale of thirds, it will

Frc. 46.

be found useful to let the right hand turn outward a little while ascending, and the left while descending. Both
hands may be turned inward a little when returning toward the centre of the keyboard. In playing the scale
of C (see below) with the right hand, the first three thirds come in normal position. The second third may be
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prepared while the first is sounding. When the second pair of notes is struck, the thumb is bent under the
hand and the third and fifth fingers prepared. When the latter have struck, the fifth finger is used for
support, the third finger being lifted and passed over it to A (moving close to the keys), while the thumb
is prepared on F. When F and A are played, the second and fourth fingers are prepared on G and B.
As the latter strike, the third finger is passed over and prepared on C, while the thumb is pre-
pared on A, near which it falls naturally. In descending, great care must be taken when the other fingers are
passed beyond the first and third. If the fourth finger passes by the third to a black key the hand may be
turned quite noticeably. But if the fourth passes to a white key while the third holds a black key, the
fourth finger may be readily prepared under the third. In general, a legato effect is suggested if the upper
notes are fairly well linked; but when this is not possible, the linking may be made by the finger used for
support. Similar care in over-passing and under-passing is needed for scales or runs in sixths. But it is
worth while to practise the thirds and sixths without preparation for part of the time, or even staccato.]
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XIX. THE UppER PArT IN CHORD PLAYING

In chords, there is often a melodic idea that lies in the highest part. To bring this melody out (when
the chords are not played arpeggio) it is practicable to elongate the finger that plays the part, while keeping
the other fingers more rounded. The stretched-out finger will touch the white keys below its tip, and will
be flat on the black keys. As a result, this finger will press its note down deeper and more powerfully than

the others, thereby obtaining the fullest tone. The ~
wrist is to be held high and firm in playing the chord, =
and should put more pressure on the melody-finger ;
ete.
| |
= =
] 3
. .

than on the others. After the chord is played, the

wrist may relax and take its normal position, to rest
for the next chord. If it is possible to take the
pedal with the chord, it then becomes practicable
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to release the lower notes quickly and hold the melody notes by putting down the pedal after the others
are released.

In the foregoing illustration from Rachmaninoff’s Prelude, the highest part may be linked as much as
possible, while the lower notes of each chord
are released, after being struck, by a lift
of the wrist.

eto. The fifth finger is generally the one to
give the melodic idea. Sometimes, however,
pdolce some other finger does this work, or the
melody-notes may lie in the middle of the chords; but the same directions apply as before. The above,
from Brahms, op. 117, is an example.

XX. THE GLISSANDO

When perfectly done, the glissando becomes an ideal diatonic scale, for it sounds very “pearly” when
given rapidly and evenly. This is a case where these false pearls are more dazzling than the genuine ones, the
former being more perfect and more like one another. That is to say, a glissando, when smoothly and
evenly done, sounds better than the ordinary scale. But the glissando must show no jerks or uneven spurts,
and the finger-nail must not scratch the keys audibly in its passage. To end with due emphasis on the proper
note, the finger may be allowed to slide down over the front edge of the key in question, which will give
a suitable accent.

The third finger may be employed for both upward and downward directions (Fig. 47). It is easier and
more customary to let the right thumb take the downward glissando, and any one who can achieve good

Fic. 47.

results by this means is at liberty to use his own method ; but generally the third finger will give a smoother
tone.

The glissando may be given with any desired power, in accordance with the pressure exerted
on the keys.

The octave glissando is possible only for large and strong hands. The little finger is bent outward to
take the upper notes with its nail, while the thumb plays the lower notes with the nail-edge farthest from the
fingers. The fingers slope in the opposite direction for a downward glissando.
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XXI. EMBELLISHMENTS

To make embellishments really worthy of their name, they must be executed clearly and elegantly, but
also with crispness and sharp outline. Most important are the grace-notes, the mordent, the turn, and the
trill. Regarding the short grace-note (acciaccatura), it will be sufficient to note that it is played on the beat,
and not before it, being given with the notes in the other hand, and followed as quickly as possible by the
note to which it is prefixed. In the case of an arpeggio chord with a short grace-note, the latter may become
part of the arpeggio, taking its place in an upward series that begins coincidently with the left-hand notes.
In this case some of the notes may be held by the pedal.

et 4
‘ e

The mordent usually has the accent come on the principal note. It is best played with the third and fourth
fingers of the right hand, so that the strong third finger can give the accent, either on the principal note or
on the first note. When weaker fingers have to play a mordent, a special effort is needed for equalization
of tone and proper accent.

In rapid tempo the mordent may be played as a - ség o
triplet. The example opposite is from Leschetizky’s —— é:___
Arabeske, op. 45, the triplets being merely mordents ' = : } i

. . T -y

written out. L
For the turn over a note, the following fingering is best, although sometimes the melodic structure
enforces the fingering 3-2-1-2. The turn after a note is also best played with the second, third, and fourth

fingers.

>

/f >
> S o 8 1
= === ]
o g 8 ' | 1] ]

The trill is by far the most important of the embellishments. In the first place, even pressure of the
fingers is necessary; for a slow trill given evenly sounds much better than a rapid trill that is uneven. The
best trill, of course, is both even and rapid. The difference of strength in the different fingers must be neu-
tralized by varying their pressure. For the right hand, 1 and 3 give the best results. Three and 5, or even
2 and 4, are sometimes used. Two and 3 are widely favored, but their value is often over-estimated. One
and 2 are of course strong. For the left hand, 1 and 2 are best, with 2 and 3 a close second. The other notes
of a piece will often determine which fingers are to be used, as in Beethoven’s Sonata, op. 111.

It is advisable to practise the trill in triplets, going slowly at first and accenting the first note of each
triplet. Later on the speed may be increased, and the accent dropped. This should be done with each pair of
adjacent fingers, as marked.

A trick suitable for a loud trill consists of beginning by striking both notes nearly together, sforzando;
the finger on the principal note is then raised, the note struck by another finger, and the trill continued.
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[EpiTor’s NoTE.—Another trick in this connection is Liszt’s so-called vanishing trill, on a semitone near
the middle of the keyboard, with pedal. After the trill has grown constantly softer, the two notes are
finally held together, the upper note being played again very lightly every second or so afterward. The
beats between the notes give the effect of an extremely light and ethereal prolonging of the trill.]

Trills may be played by each pair of fingers for endurance. The strongest fingers can hardly hold out a
minute, but the exercise is very beneficial. '

In long trills, a change from one fingering to another is useful in preventing needless fatigue. Two

and 3 may be succeeded by 1 and

5 5
4?/.'5 %l%i 3, etc.

2 2 The fingering for trills in thirds

ete. ;zj‘EF—J‘: élj‘ I, [:‘, — :r'“: is shown here. If it is more con-

—— — venient to use the third finger in-

stead of the fourth, it may be done.

[Eprtor’s NotE.—Some of the two-finger exercises in section V may be taken as a start in practising for

the trill. They may be taken at varying degrees of speed and power, with the other fingers either pressing

down their keys, or completely off them, or resting prepared upon the key surfaces. In a decrescendo trill, it

is practicable to start with the strongest fingers, and shift afterward to weaker ones. When the left hand is

free to aid the right, a number of effects may be obtained. In a chain of trills, in which the principal note

must always have a full share of emphasis, that note may be struck loudly at first by the left thumb. If the

lower note is played wholly by a left-hand finger, and the upper note wholly by a right-hand finger, the force-

trill results. This trill, introduced by Henri Ketten, can be made tremendously powerful, though it is usual

to shade the force-trill off at its end by the use of one hand alone. All trills should be played legato. One-

hand trills should be given by finger-strength alone. The subject of trills is well treated in vol. 4 of J. A.
Pacher’s “Der Pianist der guten Schule.”’]

1.8

XXII. DynaMICS

The subject of dynamics, or the science of force, deals with the use and variation of the different degrees
of power in playing.

There are but three main things to note—loudness, softness, and accent. Of these alone is the scheme
of tonal power constructed, by frequent and skilful alterations or transitions.

Forte and fortissimo cannot be performed by the fingers alone, but demand also the strength of wrist and
arm. The finger-tips must be held firmly, and the wrist tense. The true fortissimo is the result of both finger
and wrist or arm power, often increased by the use of the pedal.

Where the succession of tones is slow, equal strength is used for each note, whether in piano or forte.
In the former, however, the keys being pressed lightly, there is time to push them down slowly with the
prescribed after-pressure, which produces the soft, singing tone. In soft passages the wrist is kept loose; but
the finger-tips must be held firm, or the tone-quality may seem dull. In rapid passages the fingers are swung
down, with the wrist still loose. Faint pianissimo passages on the black keys may be given a light, fluttering
character by being played with the fingers stretched out flat and held firmly, as in the following example from
Chopin’s Berceuse.

Accent is a decisive prominence given to individual tones by strong or sudden pressure, for melodic,
harmonic, or rhythmic reasons. Accents, from the slightest to the strongest, are to be obtained with firm
fingers and a firm wrist. When the accented note is to be held for some time, the wrist may relax and the
finger merely hold the note after it is struck; or the tone may be sustained entirely by pedal if the latter
is called for. For a short accented note, the pedal is not used, the hand being quickly withdrawn after the
desired length of tone.

In a crescendo, the wrist may be loose at first and become stiff gradually. For a diminuendo the reverse
is true, the stiff wrist gradually relaxing. The change in either case must be made evenly, and not by any
sudden alteration. If necessary, the student may let his imagination assist his hands, and picture to himself
the increasing noise of an approaching train, or the gradual quieting of a receding one.
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In passages of rapid notes, the tone to be most s
strongly marked is the dynamic climax of a cre- /——_“\
scendo, which usually coincides with a beat, as in-

dicated by the asterisk in the following example.
In playing a crescendo or diminuendo, care

must be taken not to exceed the range of power mp —
demanded. The requisite change must be made } < T X e
without letting the crescendo grow too loud, or the — 2 —
diminuendo too soft, for the passage that follows it.

XXIII. THE PepAL

For many good people (but bad performers) the pedal is a device for trampling on good taste and crush-
ing it under foot. Aside from the fearful and wonderful effects produced by the dilettanti, there are two
classes of professional musicians who use the pedal more or less wrongly. First, there are those who follow
directions with a pedantic accuracy, but seem horrified at the slightest variation from strict harmonic law.
These do no harm, but succeed in avoiding nearly all the interesting effects. Secondly, there are the pianists
who rely on a good ear and a correct instinct, without considering the pedal as an important subject for
study. These players will sometimes give artistic results, but their effects vary too much in different per-
formances. The pedal is quite as important as any other department of piano practice, and demands fully as
much care and attention. Its main purpose is to reinforce the tone and to link separate notes together; but
it can also produce many special effects. These are to be sought for by the performer, for it would cause
too much trouble for the composer if he had to put all the details of pedaling into his manuscript.

In the main, the ear is the correct guide, and Euphony plays a more important réole here than Theory.
But the performer should first study out what pedalmg he desires. Then, if the ear approves of his de-
cision, he should make this pedaling a part of his practice. Dissonances are more noticeable at a distance
than near by, but the performer can judge them well also if he prolongs the pedaling.

The pedal (of course the damper pedal is meant) may be pressed down either with the playing of a note,
or after the note is struck. The latter is called a “syncopated,” or “following,” pedal.

The simultaneous pedal is used to hold a note that should sound after the finger is forced to release the
note. In the following instance, the lowest note must sound through the whole bar, although the
finger leaves it.

The syncopated pedal can
be employed where the tone to : %i x
be sustained is held for a suffi- 1
cient time before the next note [ :

or notes are struck. In the K. ... * Q... * W, ‘ W R
illustration, small notes are .
printed to show when the pedal is to be depressed.

The syncopated pedal may be practised in this way, striking the note to be held and then putting the
pedal down just before releasing the note. The chord in the exercise is then played, and the pedal held
right through until the next single note is struck.

Mendelssohn’s Song Without Words, No. 1, with its frequent changes of harmony, is a good study for
syncopated pedal effects.

site.

Here the first two sixteenths with each quarter-note are mostly easy to hold, so that the pedal may
usually come on the second half of each beat. If the pedal were taken throughout each beat, the effect would
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not be so light and dainty. The pedal is sometimes needed for small hands after the first sixteenth of a beat
instead of the second, as at the accented note.
The following general rules may be observed in all cases.
1. In chords, the bass tone must sound as long as the chord does. In wide chords that demand an
arpeggio-skip, the pedal should be taken with the lowest note, which is played first.
2. The pedal may be more freely em-
L ' ployed for high notes than for low or me-

o 1
L. H. E i ) dium positions ; because the high tones die
3 EE E away quicker than the low ones, and so are
| more in need of being sustained. In fairly
?'F r F ? ? high positions, therefore, the pedal may be

I

used for actual dissonances, which will not
shock the ear as they would in lower oc-
taves. The student may convince himself
of this by playing the chromatic scale up

LU

= —= and down in the three-lined octave, with
% % pedal throughout.

~— g % 3. In pedaling, the low bass notes will
2. resound strongly enough to mask higher

notes played later. In ascending passages,

therefore, low notes held by pedal must be released before playing any notes considerably higher, even if the

pedal has to be depressed again after being released, and even though the composer may have made the pedal
continuous.

4. For the ear, pedal dissonances may be covered by a crescendo, the earlier tones being obliterated by the

force of the later notes. The student may prove this to himself by playing an upward diatonic scale, crescendo,

with pedal, releasing the pedal after the highest and strongest note is reached. The effect is not really dis-
sonant, but has a peculiar style of its own. Chopin used it at the close of his Etude, op. 25, No. 11, where a
heavy tonic minor chord at the beginning helps to suggest the idea of a cadence.

With an organ-point, or long-sustained low note, the effect seems comparatively pure even when dissonant
chords come on the higher notes, as shown below.

The soft pedal is not merely for symmetry, but is valuable for the veiled quality of tone that it pro-
duces. It is useful in pianissimo passages, and is of value in ending a diminuendo with extreme delicacy. In
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the latter case it is practically necessary, for an extremely soft tone obtained without it would have less ful-
ness, even though showing the same power at its start.

To link melody-notes, it is often advisable to employ a “false” pedal, used only for short intervals of
time. In the above illustrations, from Chopin’s Fantasie, the dotted lines show where the pedal is to be de-
pressed or released.

XXIV. HINTsS FOR PERFORMANCE

I. Melody

In a general way it is true that the playing of a melody is largely a matter of taste and feeling. However,
it will be seen that not every one has the best taste; and like all things spiritual, even the best taste may be
hampered by material conditions.

The rules for performance, there- I

fore, will not be out of place. I : 1

They are not to be taken as hin- dJ § ; ;_—; ? rg

drances to the imagination, but as ? . ? e ~— :
g TRIO. X

aids. legatopi
1. When two notes of differ- 1?’ L

1 1 | | |
ent value are found in succession, %_ _‘i iL ai i ézﬁ;___
K

the longer note must be played f — —F
with more force than the shorter, ? -& ? #\' /.d-

. . o
as it is to sound longer. See ex- S——

ample from Beethoven’s Sonata, op. 10, No. 2.
2. An upward passage is usually crescendo, a downward passage diminuendo. See example below, from
Schumann’s “Des Abends.”

eto:

When the melody moves up or down by large intervals, the contrast of power may be made more marked.

3. The beats of a measure are accented unequally, the louder notes on the strong beats being most promi-
nent. In 4/4 time the first beat is loudest, the third next, the second still less marked, and the fourth softest.

In 3/4 time the first beat is strongest, and the other two successively weaker.

In 6/8 time, the first beat is strongest, the fourth next, the second and third successively lighter, and the
fifth and sixth more so.

S mpof p S m p ;vmmfppp

4. The directions given by the great composers are to be left unchanged, and shown full respect. This is
especially important with Beethoven.

5. Should the first three rules give contradictory directions with regard to any certain note, the majority
of rules will serve as guide. Thus in a descending melody a long note may fall on a strong beat. Rule 1 calls
for a full tone on a long note; but rule 2 demands a light tone on a descending note. Rule 3 decides the ques-
tion by calling for a loud note on the strong beat. Thus in the example below, from Leschetizky’s “Canzone
Toscana,” the note marked with an asterisk is to he made loud.

[Eprtor’s NotE.—In “Der Moderne Pianist,” by Marie Prentner, rule 2 is supplemented by the statement
that of two notes the higher is to be the stronger. Another eminently sensible rule given in the same book
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(see below also) states that when a figure or phrase is repeated, its accent and effect must be made different
on each appearance. In “Die Hand des Pianisten,” Marie Unschuld von Melasfeld adds as a rule the sugges-
' tion that in any case of doubt the
pianist should sing the melody,

——mn
@_ﬁ 4 as that procedure will tend to
+—1 . prevent false accents or incorrect

, - F - = . groupings.]
> E\__/ \_/f There are some exceptions to
— p— - the above rules.

1. When a short note on a
weak beat is tied to a following note, to make a syncopation, the note must be played loud.
2. In playing upward, when the highest note falls on a weak beat it must still be louder than the pre-
ceding note; as in the example below (single staff), from Chopin’s Impromptu in A-flat.
3. In a downward progression, when a long note falls on a weak beat it should be made louder than the

. scendo

cre

A5

preceding note; as, for instance, the notes marked with an asterisk in the example above, from Beethoven’s
C-minor Variations. °

4. A short note which is released quickly after a longer one must be soft while either ascending or de-
scending ; as in the following, at the right, from Mozart's Fantasie.

Chopin often wrote ascending passages diminuendo, with good effect.

The foregoing remarks on melody-playing apply also to phrases and passages (especially important in
Chopin’s works) and even accompaniment figures. Melodic passages are of course treated thus, or excerpts
in which the melody has to be brought out, as in the example
below from Chopin's E-minor Concerto.

Non-melodic passages, also, comprising scales or broken

legato

chords, are likewise subject to the rules: as the following, at the right, from Grieg’s Concerto.

Even Bach may be shaded. Why should the works of this great master always be subjected to a dry
and colorless interpretation? Shading is not necessarily a sign of sentimentality. The latter is more usually
a matter of tempo, as in an exaggerated or misplaced retard, which too many Chopin-players employ.

One ought not to play several successive tones with exactly the same power; for this brings about a
hardness of effect, as if from too great volume of tone. Too great evenness in piano work is apt to destroy

m

x
4 o —
]
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the expression; while one may obtain effects of much feeling in forte passages by lessening the power of a
figure here and there.

Contrast in shading, the repetition of the same phrase with varying power, is also productive of good re-
sults. A phrase occurring twice may be played strongly at first, then softly, as an echo; or softly at first,
and then more insistently to emphasize it. The style chosen will depend upon the character of the music and
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the player’s taste; or possibly upon the composer’s directions, as in the following, from Eduard Schuett’s
op. 35.

The observance of these general rules should not in the least hamper the freedom of original fancy or
emotional expression. One may give full play to these qualities—if he has them.

2. Tempo

If the idea of color is applied to musical dynamics, then tempo may be termed the life and movement
of piano playing. This.should not be the monotonous movement of daily existence, as if timed by a metro-
nome. As variety is the
spice of life, according to

the proverb, so also con- : < ~_ 8 @ o —~ #%’\. ‘
stant changes in tempo and S rﬁ:# ‘

contrasts in movement will

L
give charm of style. : pp
No composition should 4 J, / ]);] . h_i )/Qjm_._
be played in a uniform | 3 3
tempo from beginning to 3 %

end. Even in exercises, ) p ' _p ' '
2D, % D, %

that should be done only . ¥ . %
when the student is practis-

ing for finger-dexterity alone. In the performance of Etudes there is room for much taste in style, though
here the expression depends chiefly upon the dynamic contrasts.

Changes of tempo must be so gradually and delicately managed that the listener will not notice their
beginning or end ; otherwise the effect would be like a series of sudden jerks. Thus for a ritardando the de-
crease in speed must be calculated accurately, so that the end will not drag; and similarly, in an accelerando
the pace must not become too fast for the end to seem a climax. In a ritenuto, also, many will play the
final note at a premature resumption of speed, which robs the hearer of an expected climax. When an a tempo

follows, it need not always be taken
Tempo I. literally at first; it may even be led
A/"J\I_ up to gradually, beginning the new
o . ll phrase almost like an improvisation.
5 # f: T The original tempo would be re-
. covered in one or two measures, as
rallent. ¢ dim. | pp in the example at the left.

P ﬁ\ \ But whenever the character of

i — the piece demands it, the a tempo
= 5 — E"‘Jﬁ; may be given full speed at once, as
below.

A word about the metronome

. - may be in place here. If taken too

accurately, it is a stiff pedant with-

out any emotion; but if used in

moderation, it is of great advantage.

It is really not only a device to

measure time, but a good training

for evenness and control of rhythm.

Every student should use it for the

playing of scales, Etudes, and even

pieces. He will then see whether

~ o~ o~ o~ he has been retarding at the hard
— g - S laces, and hurrying at the eas

'IIII | G0 SN WY B S S N ) S UN0 U N 0 (R N N NN N O | ® | gnes’ ryg y

— ’ The exercise at the left will

correct such bar-inaccuracy. It can

o

be played, or merely taken mentally, with quintolets and sextolets ad Iib.

While these measures are practised in the prescribed succession, and afterward in any order, the pointer
of the metronome is to be set at a moderate number and each tick taken as a quarter note.

There is still another reason why it is wise to try over pieces occasionally with the metronome. There
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may often be found in one piece two themes of different character, both taken at the same tempo. One may

be bright and lively, perhaps, while the other is soft and gentle. Here the metronome will help to keep the
tempo unchanged.

3. Rhythm

Rhythm does not imply an absolutely fixed time for each beat; but within each bar it permits a fairly
free disposal of beats. Thus individual beats may be lengthened or shortened, the difference being adjusted
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in other beats; but whole measures may not be changed in proportion to one another. The foregoing ex-
ample from Schumann’s “Grillen” will show (by the asterisks) which notes are to be prolonged.
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It is, therefore, a blunder on the part of the pianist to hurry over the end of a measure and begin the
next one too soon. For this “fever of rhythm” the most useful remedy is the counting of beats or half-beats

o

in slow tempo. It is more permissible to retard the beginning of a measure,

Z p . - in case it is accented, or for some special effect.
3——}———g _ In the above, from Schumann’s “Grillen,” the octave marked with an
v [ 1 arpeggio is to be played with its lower note beginning on time, and its upper

note struck an instant later with the chord. This produces a slight retarda-
tion, but wholly within the measure.

A slight shortening of the first beat after striking it is allowed in waltzes. The bass note in the right-
hand example may be accented and the hand carried over to the next beat. The slight abbreviation of the first

> > ~ T

f—<> —
> >
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beat involves an upward motion of the wrist. The third beat is played on time, but staccato and a little
lighter. This gives the accompaniment a swingy character, though it will become cheap if overdone.
In the 3/4 rhythm of the Mazurka, the accent may fall on any beat. The first example is from Chopin’s

i
aili
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op. 7, the other one from Leschetizky’s Mazurka. Incidentally, it is
said that Chopin never played his own Mazurkas twice alike.

In the accompaniment of a Polonaise, the first beat may be ac-
cented, and held a small fraction beyond its due time, the slight retard
being taken out of the next two sixteenth-notes. The other beats are
normal.

4. Arpeggios

One should not limit his arpeggios to those chords that are too wide to be played with one stroke of
each hand. The arpeggio may be used also when an expressive or emotional effect is desired. In such cases
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the right hand may play its chord arpeggio, while the left-hand plays “flat,” as in the above example from
Paderewski’s Legende.
On the other hand, the chord sounds more energetic, without becoming hard, if the left hand plays

arpeggio and the right hand flat; but the arpeggio here must be very swift. The example is from Chopin’s
Scherzo.

An arpeggio may sometimes be used for the purpose of giving a more distinct effect to polyphony at im-
portant points, as where one voice ends and another begins, etc. See above in Schumann’s Romanze.
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The same is true of a canon, as shown in Paderewski’s Théme Varié.
The bass tone and the melody note need not be always taken together with rhythmic precision. The latter
will have a better effect if played an instant later than the former, even when no arpeggio is marked. This
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can be done at the beginning of a phrase, or on important notes; but the two hands should play together on
weak beats. The melody note must come so closely after the other that the pause between them. will scarcely
be noticed by the hearer, as in the following, from a Chopin Nocturne.
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A fingering that is easy may be taken as correct, if the effect of the music is not injured. To play well,
the performer needs ease and confidence ; and he will do well to decide upon the fingering in advance. The
latter cannot always be printed on a piece, because hands of different size and reach will take the same
passages differently.

Many rules for fingering have been given in the preceding pages, and to these one more may be added.
Loud notes should be played by strong fingers whenever that is possible.

In defiance of all rules, one may sometimes let the fingers run

XXYV. FINGERING

out to the fifth when an under-passing would seem proper. By this ~  __..-=="7 r i

means a very rapid tempo can be kept up, as in the following from 51 8 2134 513

Weber’s “Concertstiick.” b 4 1#”###12 etc.
Occasionally the thumb may be under-passed to a black key, —

when the tone has some accent and the next notes are made easy to

reach. This passing must not be done in the usual way, but with a

swing of the wrist that will bring the hand up and give the thumb free play. The first example is from
Leschetizky’s “Cascade.”
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Another example is found in Rubinstein’s fourth Concerto.

';ib

For the most part, any one who has the
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necessary confidence and courage may go
as far as he pleases in adopting irregular
fingerings, always providing that they do
not interfere with a good performance.
Rules, however, must not be broken by mere
caprice ; there should always be an improve-
ment in effect or facility to justify an ir-
regular fingering. If the given fingering, or
that usually adopted, seems good, do not
change it, but seek new fingerings suited to
special hands only when it proves necessary
or advisable.

The pedal is of great assistance in fingering. It links intervals that cannot be stretched by the hand
alone, and allows the hand to leave a chord in time to prepare the next one. In melody, too, a tone may be

sustained by pedal when hand and finger are needed elsewhere.
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XXVI. PRACTICE AND STUDY

Art is a most valued possession of mankind. It cannot be gained by birth or inheritance, but must be
attained by the individual. If this were not so, the artist’s laurels would be easily won, and of little value.
When any one says that he can learn without effort, he is either mistaken, or what he learns will prove of
little worth. Only thought can come from the brain without effort; the technique of every art must be gained
step by step. How many chisel-blows of preliminary practice were needed before a Venus of Milo could be
formed from the rough marble? How many thousand strokes of the brush were made by Raphael in painting
his Sistine Madonna? And what pains did he have to take before he could guide the brush so skilfully?
Practice makes perfect; and no talent, not even that of a pianist, is injured by practice.

Piano practice should never become a thoughtless throwing-off of exercises by the hour or by the
number. To gain good results, it must train head and hand alike. For untrained fingers, even the simplest
exercise will demand the utmost attention. The student must notice whether the hand is held properly, and
the fingers move correctly ; he must listen to each tone, and use thought in every detail. After the fingers
have been properly governed by thought for some weeks, he will find that at last they will begin to grow
reliable and independent. Then the mental effort may be more fully concentrated on the study of pieces.

‘Extreme slowness in the early stages of practice will give the student sufficient time to consider every step;
and only after he is sure of these steps should he take the exercises more rapidly. If progress is slow at
first, it does not follow that the student should sit at the piano all day; such excess would be injurious to
the health, and it would not be possible for him to concentrate his attention for such a long period. Four
hours of well-considered practice are quite enough. When the player wishes to keep familiar with a large
number of pieces, he may spend one or two hours more in such memorizing.

As soon as the student has become proficient in the finger-exercises, scales, and arpeggios, they may be
practically illustrated by the study of Etudes. Czerny’s “Schule der Fingerfertigkeit” (“School of Ve-
locity”) should come first, followed by fairly short and easy pieces. The latter may be treated like exercises
at first, with each hand by itself, and each part slower and somewhat louder than it will be given in the
piece. In Etudes, the single parts may be taken as quickly as possible, and repeated a number of times for
endurance.

Thought is indispensable in the study of pieces, as they are learned first by the brain, and from that by
the fingers. Memorizing is important, because by this process a piece is permanently mastered by the brain.

To memorize a piece, read it through at the keyboard only once, to get its outline without creating any
faulty habits of fingering. Then take one or two measures at a time, or even more in an easy piece, analyze
the harmonies, and decide upon the fingering and pedaling. Study each passage in its proper tempo, thus
insuring results that are suitable for that tempo.

Play the leading sections louder, and the subordinate parts softer ; but do not try to put in great expres-
sion before the music is learned, as otherwise much feeling may be wasted on a wrong note.

Next read the practised measures through carefully with the eye, and by repeating this, along with the
actual naming of the notes, the music will be made to stand out clearly in mental vision. Then, and not before,
play the entire phrase or section from memory, taking care to make the speed such that the memory is
always able to keep the pace.

If a note is forgotten, it should not be groped for by the fingers, nor should the passage be continued
by ear. The student should stop and try to think of the note mentally, looking at the page as a last resort.

When the part of the piece first taken up can be played correctly without hesitation, a second section
must be treated in the same way. When later divisions of the piece are learned, they may be played through
with the preceding section, and from the beginning. This method is called “memorizing by addition.”

If the student finds on the next day that he has forgotten the piece, he should not be discouraged, but may
begin as before. This time the piece will come more rapidly, and after some days it will be mastered
permanently. ,

The shading and refining may be taken next; the phrases may be given due expression, and the con-
trasts properly distributed. In the dynamics and phrasing, proceed step by step, taking a convenient part at a
time, as in memorizing.

A piece learned by this method is not easily forgotten, even though played very infrequently ; and neither
memory nor fingers are apt to fail, as they may do if one relies too much on the latter. For the finger-
devotee, brain-study will come hard at first, and may be increased very gradually, with periods of rest. Such
pauses may be devoted to finger-exercises, or to some occupation apart from the piano. At last one will be
able to think fast enough to keep the fingers always busy.

According to Leschetizky, “Learning by this method seems slow, but is really quick enough. By taking
even a few lines daily at first, and not more than a page a day later on, and counting only two-thirds of a
year for work, one may nevertheless learn over two hundred pages a year, not including perhaps half as many
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more that come as repetitions in the pieces. Thus in the first year a respectable number of pieces will be
learned, and the routine of later years will double or treble this number.” The same method is advisable even
for those students whose ability enables them to play a piece from memory after merely glancing through
it. For these the method will not prove hard, and it will insure correctness in recitals. The performer should
be a different person on the concert platform from what he is at home. In the former position, he loses a
part of his surety; and in consequence he can never have too much of this valuable quality. The student
should therefore make it a point to play his pieces correctly from beginning to end immediately after finishing
the piecemeal study of them. Playing correctly after several trials does not imply great accuracy. If the
student does break down, he should pause for a time and then begin over afterward, as if for a new “first
trial.” The same method applies to Etudes, or to pieces already memorized. At the piano, the performer
must think only of what he is playing, no matter how much he imagines he has mastered it. Thought is the
safest guide for avoiding mistakes; it is like reins for the fingers, guiding them in the right road.

Self-criticism is a further step in correct playing. He who can criticise his own work as keenly as he
would that of another, is well advanced. The ability to recognize one’s own faults means much, although it
requires still further effort to correct them.

Even those pianists who prefer not to give concerts, but who play “merely for their own enjoyment,”
should adopt proper methods; unless this, perhaps, will lessen “their own enjoyment.” They should try, in
any case, if only from selfish motives; for every one is pleased to show ability, even for a small audience.
We might have been forced to hear deliberately poor work, had not a kind Providence provided “stage-fright.”
The true artist finds this an obstacle to be overcome only by continued study, and by frequent playing in public,
to gain confidence. But it is also a spur to better work. Like the hero of Schiller’s “Fight with the Dragon,”
who first used a painted dragon to lessen his horse’s fright of the real one, the performer may diminish his
fear of the public by playing for many people in private. He may hunt for a kindly hearing everywhere.
When he reaches the stage, too, he may play for his fellow-artists; for if he can satisfy their standards, he will
surely conquer his dragon.

XXVII. HAND AND ARM MOVEMENT

Some pianists of exuberant temperament execute athletic “stunts’” with their hands raised, as if to show
that they are above physical limitations, and make sport of all difficulties. These fancy tricks have their
measure of effect, and may be condoned when the performance is good. On the other hand, there are certain
necessary movements of the wrist, which aid in phrasing, or help the rhythm, or rest the hand after the effort
of strong chord-playing. There are also arm motions, such as the natural rising after strong notes. All these
movements should have grace and freedom.

The necessary hand and arm movements vary in different pieces. It is not to be inferred that the
fingers should gambol merrily in a scherzo, or glide along sleepily in a Berceuse; but their movements result

from the tone quality
obtained. Thus in for-
cible passages the arm
is often raised abruptly,
while in soft or mel-
ancholy phrases the
arm may be lifted more
slowly, preferably as
little as necessary for
the wrist action.
The upward,
downward, and rotat-
ing movements of the wrist have been already described. Here it is necessary to mention only the sidewise
motion that is often needed to bring the hand into position for further playing.

In the above example, from Chopin’s Etude, op. 25, No. 1, the melody note E-flat can be taken more
easily, and made more expressive, by turning the right hand sidewise a little. The left hand also may be
turned in following the accompaniment figure.

Gifted students will find instinctively the proper duty of the wrist, and its relation to the changing position
of the hand. Others will have to get this by study, in a sort of preparatory technique for fluent and easy exe-
cution. .

The pedal is useful here also. By sustaining the notes, it leaves the hand free to assume its next position,
as at the starred chords in the following, from Chopin’s Fantaisie.

The subject of preparatory technique may include also a device to aid in obtaining a clean-cut bass. This
is not so generally clean-cut as might be thought, as is shown by Liszt’s term “pseudo-basses.” The trouble
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usually arises from the fact that skips or difficult passages in the right hand often distract attention from the
left. The device consists of touching the octave above the bass note with the left thumb (though of course
not playing it). The little

finger can strike the actual

note easily enough, as prac- /,"T i » e E

tically every one can stretch - <z J R

an octave. This device may

be practised without looking
at the left hand. ‘
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large skips, which are often o e — gt
a source of trouble. Prac- - >, W™ 2
tice alone will not give cer- ("

tainty, but presence of mind
is required, and control of methods. The following procedure will be found helpful.

For a skip on the white keys, the hand should not rise in a high curve, but should glide rapidly along
the edge of the keyboard, allowing the little finger to strike the proper note with its outer edge instead
of its tip. The wrist must be lowered at the same time. This method avoids the disadvantage of hiding the
key from the eye. It is also of use to name the note mentally when ready to strike it.

For a skip to a black key, the hand is again kept near the keyboard; but here the finger, preferably the
third, strikes in a flattened position with its tip, instead of with its edge. The wrist cannot well be lowered
here, but it must not be raised too high. '

The many rules for the use of finger and hand should not discourage the student. These rules finally
give the fingers a most delicate sensibility, and enable the wrist to aid and follow them perfectly. The arm,
however, usually remains a “clumsy fellow,” requiring much guidance to prevent its interfering with
correct wrist and finger movements. For this reason, even in the earliest scale and arpeggio practice, the
student must not let it move out too rapidly or sag back awkwardly.

XXVIII. Wuo SHourp Stupny Prano?

The title of this section forms a very delicate question. I fear very much that a short and sharp reply
from the world would say, “No one.” But that would be wrong, if only because of the rich and varied reper-
toire of the piano, which needs an unbroken series of interpreters. But these interpreters must “have a calling;”
and that gives the reply to the question. Only those who are properly gifted and impelled by native ability
and fitness should become public pianists.

What qualities satisfy this standard? If I said, “Only talent of the highest order,” I might just as well
claim that only millionaires have the right to live. In music, as in life, there must be a middle class.

To become a thorough pianist, one must have a good ear, a suitable hand, artistic temperament, real sensi-
bility, brains, and unceasing industry.

The musical ear varies decidedly in degree. Best of all is the one that has “absolute pitch,” and can
recognize any tone, whether given by instrument or not. Next comes the ability to recognize comparative
pitch, and tell any interval from a given note. This sort of ear is more usual, and capable of real development.
Musicians who possess it (as all good ones should) often show a refined sense of shading. The lowest grade
of ear for the student would merely enable him to repeat correctly a tone that he hears.

An inferior ear may be improved by a certain kind of singing exercise; not for vocal proficiency, but
merely for pitch. Sing a natural and easy tone, find its pitch on the piano, and grow familiar with it. Then
play this tone, and at the same time sing definite intervals above and below it, repeating each interval until
it becomes accurate. Also try to name intervals and chords played by some other person at the piano. If
these exercises are practised fifteen minutes daily, progress will be made.

Regarding the hand, some statements were made in Section II. Here it may be added that even an im-
perfectly adapted hand will be changed by faithful and intelligent practice into a real “piano-hand,” suitable
for the requirements of performance.

[Eprtor’s NoTE.—A small hand may be gradually stretched to manage larger intervals by the careful use
of proper exercises, and an equally careful avoidance of over-exertion. These exercises consist of playing
paired notes with each pair of fingers, beginning with the adjacent ones and giving them most of the time. Start
in each case with a semitone, and play increasing chromatic intervals (repeating one of the notes) until their
size is as great as can be handled without strain. It is also of use to play the fixed note while holding the
other, and vice versa.]
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Unlike the hand, the temperament cannot be altered. A phlegmatic student. may have all other good
qualities, and still be a constant worry to his teacher and a failure in moving the public. A surplus of
temperament is better than a lack of it, as it can be restrained, buf not created. A player without tempera-
ment will show an absence of emotion in his performances. Emotion cannot be manufactured, but merely
refined, or awakened if dormant.

But musicians themselves should combat the idea that music needs only feeling and emotion, without
brains and intelligence. The latter are necessary, not merely to hide a possible defect in achievement, but to -
give even a moderately worthy interpretation of all pieces except the most valueless musical trifles.

But however great one’s talent may be, he can reach a greater height by industry with little talent than by
talent with little industry. Faithful and persistent: work will help the student over many hard places; but
even marked natural gifts, without work, will degenerate. In fact, the distant summit of Parnassus can be
attained only with the aid of the double team, Industry and Talent.

APPENDIX
1. ScALE OF ScCALES, SCALE OF ARPEGGIOS, AND SERIES OF ARPEGGIOS

The following systematic gro&)ing of scales and arpeggios should not be started until the student has
mastered the ordinary scales and broken chords in rapid and even execution. The following sets need great
endurance, for each one is to be played entire, without interruption. The connecting fingering is given. The
endurance, however, should be acquired gradually, and excessive fatigue should be avoided by not overdoing
these exercises. They may be played through once a day, which will not only maintain technical ability, but
increase it. ’
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SCALE OF SCALES

C major.

C minor. (harm.)

C minor. (melod.)

Dp major.
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Ct minor. (harm.)

C# minor. (melod.)

D major.

D minor. (harm)

D minor. (melnd
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Ep major.

Ep minor. (harm.)

Ep minor. (melod.)

E maior.

E minor. (harm.)

68
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E minor. (melod.)
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F$ minor. (harm.)
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Ap major.
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A major.

A minor. (harm.)
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A minor. (melod.)
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B minor. (harm.)

Chramatic



THE BASIS OF THE LESCHETIZKY METHOD 69

ScALE OF ARPEGGIOS

Practise with both the fingerings given. Take the keynote, whenever it occurs, always with the regular
fingering (that closest to the heads of the notes).

'C major. C minor.
Dp major. C$ minor.
D major. D minor.

Ep major. Ep minor.
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E major. E minor.
F major. F minor.
F$ major. F# minor

G major. G minor.
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Ap major.

A major.

Bp major.

B major.

G§ minor.

A minor.

Bp minor.

B minor.
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SERIES OF ARPEGGIOS

TRIADS AND SEVENTH CHORDS
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a4

Transpose tne series of arpeggios into all keys, using only the regular fingering, as in the following illus-
trations.

L.H.
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CONCLUSION

The basis of the Leschetizky Method is intended largely for piano-players who have had more than a
beginner’s training. This does not, however, prevent beginners from using it, or even children, if they follow
the method faithfully. They should first, however, receive some elementary training in Theory and Notation.
Then from the instant they set their hands on the keyboard they should be guided by the rules given in this
book. Children, of course, should not play exercises for as long a time per day as adults, nor should they
be made to attempt intervals suited only to adults.

Pianists who try to rebuild their method in accordance with that of Leschetizky will succeed only by
abstaining entirely from their old style while forming the new one. They will even have to give up reading
at sight. The change must be regarded as a method of “treatment,” during which the prescribed diet must
be strictly adhered to; and any indulgence in forbidden fruit would cause much loss of time. Even after
the pianist has fully mastered his exercises and scales in the new method, it will be wise for him to omit
his former repertoire of pieces for a time, taking up new Etudes and compositions, and not playing any of the
old ones until there is no danger of their causing a return to former faults of method.

The pianist need not fear that he will lose his former dexterity by this second start. It will return after-
ward with more power and perfection than ever.

He who changes his method in this manner will need patience, and again patience; but he will be repaid
by the result, which has converted many a skeptic.



EXERCISES WITHOUT KEYBOARD
By CLEMENT ANTROBUS HARRIS

T is not sufficiently known that no weight,
no keyboard, no apparatus whatever, is
necessary for the preliminary training of
either fingers or wrist for pianoforte
playing! Indeed, in the case of very

young children or older pupils with exceptionally
weak fingers, the keyboard is better avoided. There
is no excuse for overworking the muscles, for noth-
ing in the nature of strain is ever necessary. The
idea that the lifting of heavy weights or some other
form of strenuous resistance is necessary to muscular
development is happily exploded. Hence the substi-
tution in the drill hall of light wooden dumb-bells
for the heavy iron ones used by our fathers. All
that is needed is care that the right muscles are being
brought into play, and frequent but short practices.
It is said that Sir Michael Costa’s
arm was as strong as that of a
blacksmith. Yet he never wielded
anything heavier than an ebony
baton! It was the frequency of
his arm action, not the weight he
lifted, which made a modern Cy-
clops of him. It is not the muscles
which bring the fingers down
which are so weak and sluggish: these are developed
in every-day life; it is the muscles which raise the fin-
gers. And the training of these needs no resistance
beyond that afforded by the weight of the fingers to
be raised.

Let the hand and arm be placed upon a table, with
the hand in correct position for playing: the fingers
well rounded, and the thumb lying flat, so that the tip
of the index, or second finger, is nearly in line with
the nail of the thumb, as in Fig. 1 above. Then ex-
ercise each finger in turn, raising it, say, ten times

Fic. 1

Fic. 2.

successively. Next, to attain independence, raise the
fingers once each in various orders of succession,
such as 1, 3, 2, 4, 3, 5, until considerable rapidity and

freedom are gained. Following this, a book of five-
finger exercises may be used and played upon the
table instead of the piano.

Wrist exercises should be done in a similar man-
ner. Place the arm on the table as before, but with
the wrist hanging over the edge. Then alternately
raise and depress the hand, taking care that it pivots
at the wrist, and that the arm remains stationary, as
in Fig. 2.

When wrist action is taught at the keyboard, care
should be taken that it is used in producing the impact

Fic. 3.

of the hand on the note, and not merely in raising the
hand after playing the note. A spurious wrist action
is not uncommon, in which the note is played by
finger touch and the hand is then raised by wrist ac-
tion; it is then brought down by wrist action, but
as it reaches the keys its motion is arrested and finger
action is substituted, so that wrist touch never really
takes place. To cure this the teacher must insist that
the hand be raised before the first note is plaved and
allowed to fall direct on to the keys without the in-
tervention of finger touch.

If the attention is allowed to flag during wrist ex-
ercises the hand will be raised less and less, until at
last it is hardly raised at all.
Needless to say, it should be
raised until the palm is nearly at
right angles to the forearm. To
insure this, it will be found use-
ful in the case of young pupils
for the teacher to take hold light-
ly of the pupil’s wrist, raise his
—the teacher’s—index finger, and instruct the pupil
to raise his hand until the knuckles touch the
teacher’s finger. Elder pupils do not, of course, like
to be superintended quite so closely. A diagram will
make the plan clear. See Fig. 3.

To the ordinary wrist exercises occasional practice
of rotary motion should be added. All that is neces-
sary is for the forearm to be turned halfway round
—which is all that it will go—and back again a few
times in succession. The movement is similar to that
involved in turning a screw-driver, or winding a

Fic. 4.
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clock. See Fig. 4. The passing of the thumb under
the fingers; an octave when played tremolo by one
hand; a sustained note accompanied by repeated
chords in the same hand, and other passages in piano-
forte playing, involve a slight rotatory motion of the
forearm, and the exercises suggested will greatly fa-
cilitate them.

Of finger exercises without apparatus, one of the
most useful is simply to move the four fingers (2, 3,

Fic. S.

4, and 5) to and fro, keeping the thumb and wrist
stationary. This, in the case of unpracticed hands,
will soon make the fingers ache,—a sure sign that the
exercise is needed. It must, of course, be discon-
tinued when the aching begins. It will assist in keep-
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ing the hand stationary if, when exercising the fingers
of the right hand, those of the left are pressed against
the palm of the right hand, and vice versa. See Fig. 5.

The idea that pianoforte playing depends solely on
finger muscles is now largely discredited. Keyboard
exercises, though not displaced, are now supplement-
ed by gymnastics, not only for fingers and wrist, but
under some systems for the arm. Several primers
have been issued devoted to this aspect of pianoforte
technic alone. One of the first was Ward Jackson’s
Gymnastics for Fingers and Wrist, published in Eng-
lana by Metzler & Co. in 1874. A more recent one
is Hand Gymnastics, by Mr. Ridley Prentice (No-
vello) ; but the most elaborate course of such exer-
cises is undoubtedly that prescribed in the Foundation
Exercises of the Virgil Clavier School.

No recommendation of exercises away from the
keyboard would be complete which did not refer to
the immense saving of time which they may be made
to effect. There are countless odd moments of time
when keyboard practice is impossible, but an exercise
without apparatus is not. All these may be utilized
by the player acquainted with a few exercises in the
calisthenics of finger and wrist. Instead of idly
“twirling his thumb” he will be turning his time to
excellent account; and he will obtain excellent results
from comparatively slight efforts.




OTHER PIANO METHODS
By ARTHUR ELSON

e N the days when the Leschetizky method
W | has become famous through such players
as Paderewski among the men, or Kath-
arine Goodson among the women, one
might think that this popular method had
displaced all the others. Such, however, is not the
fact. A number of methods flourish. Very often, too,
the successful teacher will blend different points from
two or three, and practically create a new one of his
own.

One might also assume that a point of such impor-
tance as the position of the hand had been thoroughly
settled by the many great pianists of the last century
and a half. This, too, would be a mistake. It may
slope up or down from the wrist, or be level; while
varying degrees of bend in the finger are also called
for. In the “Art of Teaching Pianoforte Playing,”
by J. Alfred Johnstone, that well-known English
teacher and writer grows sarcastic over the many va-
rieties of piano touch that are now called for. He
mentions the “finger-elastic touch,” the ‘“up-arm
sweeping touch,” the “elastic-fist touch,” the “stab
touch,” the “low-wrist touch,” and even the “finger-
lying-on-the-keys touch.” The last is our old friend,
the prepared touch of the Leschetizky method.

With all this variety, it has been thought proper to
include here the chief points of two or three of these
varying methods. Therefore the method spoken of
above (by Johnstone) will be described, as well as
the Deppe method and its later development by
Breithaupt. It will be noted that in many points the
first is practically a direct contradiction of the others.
Under the circumstances, teachers are naturally free
to “‘choose the one that they love best,” as the juvenile
games have it. But an effort will be made here to
institute some of those odious things called compar-
isons.

Incidentally, Johnstone begins with a protest against
those who neglect exercises because they want to
learn “only enough to amuse their friends.” This
he calls analogous to a student who slights grammar
and spelling because he merely wishes to read and
speak a little for his friends, and does not care to
become a famous orator or writer. This is a well-
chosen point; for it is certainly wise for the student
to work in the proper way, no matter what he intends
to do in the future.

The objects of finger-training, Johnstone says, are
to produce the greatest possible power, independence,
delicacy, rapidity, and accuracy in the fingers and
their motions. They must also be accustomed to

certain musical figures and sets of notes that occur
frequently. In doing this, the utmost mental atten-
tion is needed. Johnstone, like all other good teach-
ers, realizes the value of thought; and the pupil must
always be made to do the same. Exercises are to be
played with strict attention to every detail of hand and
finger motion, power, and even expression. Not a
single movement should be made without having a
reason for it. This general principle Johnstone puts
in these words: “Never move a finger without know-
ing exactly how it should be moved, without having
a definite intention in your mind, or without doing
your utmost to direct that movement so as to gain
from it the maximum result possible.”

For the position of the hand, some advise a high
wrist, and others a low wrist; some insist on a hollow
back of the knuckles, while others wish them to form a
ridge; again, some insist on fingers raised as high as
possible, while others wish them laid on the keys.
Johnstone suggests the following experiment, to de-
termine the best position. Lay the hand flat on a table,
while sitting close to it. Bend the fingers by curving
the joint next the tip slightly, the next joint more,
and the knuckles slightly. Then raise the wrist to a
level position, the hand resting on the finger-tips and

- the side of the thumb. With the other hand, lift the
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middle finger by its outer joint, keeping its curved
position ; and after the finger is raised, let it drop sud-
denly, and aid its fall by all the muscular force that
can be exerted by the finger alone. The result will be
a fairly forcible blow on the table. Now move the
hand until the wrist is-outside the edge of the table,
lower it to a level with that edge, and then repeat
the preceding action. Try again with a position like
the first case, but with knuckles depressed to make
a hollow in the back of the hand. Try the experiment
still once more, with the knuckles raised high. Com-
pare the force of the blow in the various cases, and
it will be pretty clearly evident that the first position
here described will give the best results. A lowered
wrist gets a diagonal blow, less powerful than a
vertical one. Depressed knuckles prevent the finger
from being raised to the proper height. Raised
knuckles force the fingers to reach so far down in
striking that they lose power. What Johnstone says
of the relaxed fingers laid on the keys is quoted later,
in connection with the Breithaupt method.

With regard to the comparative merits of striking
or pushing the keys, the former is advocated. The
supporters of the latter say that all levers should be
pushed, and use the oar of a rowboat as an illus-
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tration. But the simile is hardly accurate, as the row-
boat is a mass to be moved steadily, while a piano-key
is a lever that must produce a quick blow with the
hammer at its farther end. Johnstone uses the type-
writer keys as a much more accurate simile.

Johnstone tuerefore advises a hand position in which
the forearm and wrist form a line sloping slightly
toward the keys, and the fingers are curved as de-
scribed in the first position of his experiment. He
notes that weak and inexperienced hands usually tend
to lean over toward the little finger, and he calls for
a special effort to make the hand slope the other way,
so that a marble on the back of either hand would
roll off toward the other. He does not, however, give
any device to help this. Such a device will be found
in a note on the Leschetizky method (this volume), in
which the skipping of a key between the second and
third fingers is shown to aid in the desired result.

In action, Johnstone suggests the following:

1. The striking finger must be raised rapidly and
with great force, pivoting on the knuckle.

2. It should be held in this position, remaining
raised with as great force as possible.

3. It should strike with the utmost force and rapid-
ity, depressing the key firmly to the very bottom,
while at the same time the finger to be used next
should rise with an equal force to an equal height.

4. Finger-tips must not move in and out; there
must be no involuntary motion; and no finger should
drop at all before starting its striking motion, which
is a sudden rush to the key.

5. The nail should not be allowed to strike the key,
and the finger-tips should form a curved row, with
that of the third finger nearest the line of the black
keys.

6. The thumb has its joint bent somewhat, and
touches the keys with its side.

The teacher is then advised to keep constant care
that the pupil holds the finger firmly in its highest
position, and does not let it sag before the time for
it to play its note. Evenness of tone and perfect
legato are also insisted upon, and a thorough mental
attention and concentration. A firm touch is also
advised, with each key depressed fully to the bottom,
even when playing in soft passages.

Johnstone’s finger exercises are begun by a slow
trill, and the exercises are arranged for two fingers
first, then three, and then five. He does not seem to
adopt the single-note exercises of Leschetizky. This
seems an error at first sight, but it may not be a
fatal one. While the Leschetizky method is undoubt-
edly justly famous at present, it does not follow that
every minute point in the method is far ahead of
similar points in other methods. In beginning with
two fingers, it will be found that each supports and
relieves the other, and that two notes give the begin-
ner a suggestion that he is playing an actual progres-
sion, however simple. Johnstone omits the single-
finger training in his book, with the exception given
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below, but there is no reason why it should not come
after the other exercises. But whatever is done first,
the teacher must be sure that hand and finger action
are begun in the proper way—at least, according to his
method.

The slow trill of two notes is repeated thirty to
forty times with each pair of fingers, at a metronome
rate of 40 to 60 for each note. The trill is taken at
its slowest at first, and it is even practicable to let
the student rest a beat between each note for a time.
This waiting, according to Johnstone, is to be done
with the finger on the key just struck, but all other
fingers held up as hard as possible. Care must be
taken to make the fourth and fifth fingers move as
freely as possible. He states, “Unless the little finger
be made to move freely at its root joint, and independ-
ently of any hand movement, the finger technique will
never be clear, brilliant, or accurate.” To develop
this finger, he advises holding down the other four
notes and playing the fifth note with the little finger
fifty times in succession, with careful attention to all
details.

The slow trill is to be practised continually, with
the metronome mark raised in later lessons until 96
is reached. The slow trill with each pair of adjacent
fingers may then be taken through all keys that offer
new finger-combinations of black and white keys. As
the pupil grows more and more proficient, he may take
double notes or triplets, with each beat, then with
each half-beat, and so on. But speed should never
be increased unless the movements are kept correct.
The exercises should be practised at each new speed
until some improvement is noted, before increasing the
pace. All black and white key-combinations are to
be used here also. As always, the mind must be con-
centrated upon each motion.

The foregoing are advised for a year. They may
then be changed for a two-note exercise on intervals
varying by semitones from a minor second to a major
third, and the same taken on each successive note of
the chromatic scale without stopping. When played
with any force, it will be found so tiring that after
one pair of fingers has gone through it, a pair from
the other hand (playing downward with the left hand)
should be used for relief.

After a year or two the pupil is advised to take
the first exercise in double notes, adding a third above
the first note in each key.

The next two exercises consist of two successive
notes giving a second or a third, the two notes being
repeated continually on the next scale-degree instead
of on the same one. They are to be taken through
a compass of three octaves, ascending and descending
three times without stopping. This may be started
with a metronome of 72 for each pair of notes, and
quickened until four notes can be played to a beat
at 144. The exercises are of course played in: every
key. Care must be taken to have the tone derived
wholly from the finger motion, at all speeds. For the
sake of practising contractions, the exercise in seconds
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may be taken by all possible combinations of fingers
not adjacent—1-3, 1-4, 1-5, 2-4, 2-5, 3-5.

In all these the student is directed to make half
of his practice a succession of slow notes played with
rapid finger-motion after each finger has been held
high. Continual practice at high speed is not advisa-
ble, even for the advanced student. He may play each
exercise twice at a slow rate, with full uplift of
fingers and forcible stroke; and then twice at double
the speed, after he has mastered the latter point.

The three-finger exercises are devoted largely to
the strengthening of the weak fourth and fifth fingers,
in combination with their more powerful neighbor, the
third. Johnstone suggests them for more earnest stu-
dents, while considering the first few two-finger ex-
ercises necessary for all, whether they wish to become
advanced or not. The same directions as before ap-
ply to these new exercises, and special care must be
taken to give strength to the stroke of the fourth
finger. Four exercises are given. The first consists
of three notes in succession, played with the fingering
3, 4, 5, and repeated on successively higher or lower
scale degrees through three octaves. The second con-
sists of the triplet E, D, E, repeated on successively
higher and lower degrees through three octaves. The
fingering here is 4, 3, 4 on the first triplet, 5, 3, 4 on
the others going upward, and 4, 3, 5 coming down
with the right hand. The left hand has 4, 5, 4 on the
first triplet, 3, 5, 4 on the others going up, and 4, 5, 3
coming down. A third exercise starts, let us say,
with C, D, C, and the fingering of the two hands in
the previous exercise is exchanged for this. A fourth
consists of four notes to the beat, arranged to proceed
gradually upward. They may all be carried through
three octaves up and down, and repeated three times
before changing hands. A fifth exercise consists of
holding down an octave with thumb and little finger,
and playing the intervening notes of the dominant
seventh chord as a broken chord repeated, both up-
ward and downward. This is claimed as an aid for
increasing the reach. The three inversions of the
chord may be employed as well as its first position.
Beginning at four notes per beat, the metronome may
be started at 60 and worked up gradually to 144, where
alternate speeds of two and four notes per beat may
be used. These exercises are given as the minimum
amount needed.

Five-finger exercises, which Johnstone claims should
not-be taken indiscriminately at first, are valuable in
developing ease and rapidity after the pupil has mas-
tered the management of his fingers, and has trained
his attention to control them fully. Of the many sets
published, he considers Schmidt’s “Daily Finger Ex-
ercises” ample for all ordinary requirements. But
they should be played with constant mental care, and
taken through all keys that offer any new black-and-
white combinations. Johnstone states that he never
had a pupil, no matter how advanced, who passed be-
yond being benefited by this collection, and when
many ill-trained students, on coming to him, objected
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to such “beginners’ work,” he told them that their only
hope of success lay in learning to play these exercises
properly.

He advises the exercises numbered from 3 to 33
inclusive for the first and the chief work. Each one is
to be repeated ten times, or even more, until the
student feels that something has been gained. With
a metronome (M. M.) of 60 to 72 at first, each may be
taken twice with two notes to a beat, and then twice
with four instead of two. When the exercise can be
played at 96 with four notes to a beat, all tones being
loud and equal, and all fingers properly lifted, he may
proceed to the next exercise.

Four exercises are advised for each day’s practice.
They may be played each day in three major and three
minor keys, taking a different group each day so that
the schedule of keys is completed in every four days.
Then for the two remaining days of each week six
keys may be taken. Each exercise is to be repeated
five times in each key at a metronome mark of 96, al-
ternating two and four notes to each beat. Continue
this method until the first hundred exercises are done,
watching carefully to see that tlie finger-action is cor-
rect in rapid as well as slow tempo.

Another method is then suggested. Using one or
two exercises for each day’s work, play each exercise
in all the twenty-four major and minor keys without
stopping even when changing keys. Repeat the exer-
cise three times, playing at first two notes, then three
and four, to each beat. Begin with M. M. 96, and
work up gradually to 184. Playing notes grouped
in fours with an accent on every third note will be
found difficult at first; but a constant watch on the
accent will make it practicable, and will prove an ex-
cellent training in the mental control of rhythm. The
changing accent will also help to equalize the power
of the fingers. The Schmidt exercises from 3 to 33,
and those in double notes from 119 on, will be found
useful in this method. For the most part, the two
hands are to be practised separately. This course, or
one similar to it, will extend over five or six years; and
no pupil should fail to go through at least some daily
work of this sort. Among other useful collections,
Johnstone mentions Mason’s “Touch and Technique,”
part I; the Cotta-Lebert “Pianoforte School,” part I;
Germer’s “Technique”; Raphael Joseffy’s “Advanced
Exercises”; and the Tausig-Ehrlich “Daily Studies,”
part I. All exercises are to be memorized, so that the
hands may receive full attention. In an hour and a half
of daily practice, at least fifteen minutes should be
devoted to finger exercises, say five for each hand
separately and five for the two hands together. Less
than this is of little use, while much more will prove
fatiguing. Thus for four hours a day, Pauer advises
thirty minutes in the morning for exercises and scales,
and twenty minutes in the afternoon for exercises.
The time-tables suggested for practice are given at the
end of this article.

Scale work may be safely delayed until the correct
use of hand and fingers has become a well-established
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habit. In scale-playing, the hand is to be held rather
high, which will aid the thumb movements and give
a full stroke for the weak fourth and fifth fingers.
The thumb must of course move. toward its next key
as soon as it has released any tone.

Johnstone gives the following suggestions:

1. Keep the hands as high above the keys as con-
venient.

2. Instead of holding the hands at right angles to
the keys, let them lean outward a little, so that the
fingers of one hand slope toward those of the other;
and keep them at the same angle by continually mov-
ing the wrists along. In this way the thumb will reach
its key more easily than otherwise. (The hand, how-
ever, must not lean outward toward the little finger.
The outward bend of the wrist, as given in the Les-
chetizky method, merely brings the outer finger-tips
farther away from the edge of the keys, giving the
thumb more room to pass under the fingers.)

3. The joint of the thumb should be bent only
slightly, so that the angular position of the wrist will
let the outer part of the thumb lie straight along the
key. When the correct bend is once found, it should
not be changed, and all sidewise movement is to be
accomplished from the root-joint. The movement
from one thumb note to the next should be a gradual
progress, and not a spasmodic jerk at the last minute.
Thus in the scale of C the thumb is moved from C
to E while the second finger is on D, and from E to F
while the third finger strikes E.

4. After the thumb strikes F, care must be taken to
shift the fingers onward over it by a motion of the
whole hand, so that the fingers may be kept in their
proper position, and not twisted out of their correct
angle by any sudden jerk. ‘“The correct action,” ac-
cording to Johnstone, “is to move the whole hand on,
keeping it all the time at the same angle with the keys,
and while moving it on, to lift it up again high above
the keys to its original position.” This would seem to
imply that the playing of the thumb brings the hand
down, which is hardly advisable. The hand may be
held fairly high, but too much height, necessitating any
great drop in playing with the thumb, should be
avoided.

5. Any movement that puts any finger into a wrong
position for striking is a wrong movement. Under
this head come excessive bending of the thumb,
straightening the fingers too much, curving them too
much, etc.

6. These directions apply even more strongly in
arpeggio playing, where the skips are wider and the
difficulties consequently greater. The wrist movement,
however, must never be so rapid as to tend to drag the
fingers off the keys.

7. The wrist should not be dropped for a thumb
note. (It would seem from rule 4, however, that the
hand may be swung down a little, while keeping the
height of the wrist unchanged. Such a swing, how-
ever, must be made as small as possible.)

8. Fingers should not be dropped to grope for the
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note before striking, nor should they delay in releasing
their notes. Thumb notes must not be too loud, nor
fourth-finger notes too weak.

9. In all scale and oarpeggio practice, the work
should be begun in slow tempo, with fingers act-
ing rapidly when their turn comes. Such slow
practice is not alone necessary for the beginner, but
should be kept up by the advanced student, in alterna-
tion with rapid work. Its omission will increase the
chance for inaccuracy.

10. A year of earnest study should be enough to
familiarize the pupil with the major scales; but what-
ever time is required, he should never be allowed to
go farther until he is sure of the right method and the
correct fingering for each scale practised. The fourth
finger should receive special attention, as, if this one
works correctly the others will be fairly sure to do so
too. Six months should then prove enough for the
harmonic minor scales, and six more for the melodic
minors. :

11. Each scale should be repeated without pause,
some ten to twenty times, through a compass of four
or five octaves. For the first six months, the two
hands should be taken separately; after that, they may
be used together for part of the time.

Since scale passages often occur in varying rhythms,
Johnstone advocates the use of a metronome, and the
playing of many rhythmic figures, such as an eighth-
note followed by two sixteenths, an eighth followed
by a triplet of sixteenths, and so on. The chromatic
scale is of course to be included in the general prac-
tice. Scales in thirds, sixths, and tenths must be taken
up, as well as in octaves. Both parallel and contrary
motion should be used. Scales should be practised
starting from the top as well as from the bottom. The
student will find it practicable to work on certain scales
and arpeggios one week, and a new set during the
next week. Dr. Harding’s “5,000 Scale and Arpeggio
Tests,” and Johnstone’s “Royal Method for Scales and
Arpeggios,” are both recommended. As the student
gains in ease and power, he may gradually increase the
speed until he can play eight notes to a beat at M. M.
96; but he must never forget to include slow and con-
sciously accurate practice with each day’s work.

The scales are to be played at all degrees of power,
from the softest to the loudest; and also with varia-
tions of power in a single scale, as well as staccato.
A soft and even scale may be obtained with relaxed
muscles, but should not be attempted until the forcible
scale from well-lifted fingers has been fully mastered.
For technical endurance, Johnstone advises the “Scale
of Scales,” given by Mme. Brée in the Leschetizky
method, in this volume. Ambitious students are
advised to attempt scales in double thirds and sixths.
At least fifteen minutes of daily practice on scales is
needed to insure any real progress, while much more
time may be given to this matter with profit.

Broken chords are emphasized as being a good
preparation for arpeggios. The exercises for the
former are arranged in four grades, each to be stud-
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ied from six to twelve months, according to the pupil’s
ability. The first grade contains broken common
chords in various figures and inversions, for a fixed
position of the hand. The second grade consists of
these figures arranged in succession and altered so
- that the hand may move gradually up or down the
keyboard. Grade three takes up dominant and dimin-
ished seventh-chord figures, in all inversions, for fixed
positions; while the fourth grade takes these in fig-
ures that ascend or descend successively. Each of
the exercises in this group should be practised in every
key, major and minor. Each should be repeated from
ten to twenty times, with the metronome. The ex-
ercises are to be taken with each hand separately at
first, and slowly, the speed being doubled and quad-
rupled later on. In those with fixed positions, the
thumb and little finger may be held over notes an
octave apart, when practicable, and the other fingers
over their proper notes. Germer, Cotta-Lebert, and
Mason give such exercises, while Johnstone has pub-
lished a manual of them.

After a year or so of broken-chord exercises, arpeg-
gios may be taken up. They should be studied in
definite order, according to their varying difficulty.
First come major common-chord arpeggios, separate
hands, in the first position only. Second, minor com-
mon-chord arpeggios. Third, both of these groups
with both hands together. Fourth, the second and
third positions of these chords, with each hand singly
at first, then both together. Fifth, arpeggios on the
dominant and diminished sevenths, with separate
hands, in all inversions. Sixth, the same with both
hands together. Seventh, all the chords previously
taken, in parallel motion, in sixths and tenths. John-
stone gives tables of fingering, but this may be stud-
ied from the section treating of it in the Leschetizky
method, in this volume.

The faults of scale-playing are apt to be emphasized
in arpeggios. The thumb should move onward quickly
and evenly. The wrists should be bent outward. The
hands should be held high, avoiding any sagging of the
little-finger side. The whole hand should be kept
raised as it passes the thumb. An even, onward move-
ment of the hand, with little or no change in the angle
it makes with the keyboard, is what is wanted. Care
must be taken not to break the legato by a too early
release of the note played just before the thumb
strikes on passing under. It is a good idea to repeat
each arpeggio until it has been played correctly three
times in succession, with the metronome at any con-
venient speed. Various rhythms and tone-qualities
may be used. At first the arpeggio may be practised
through two octaves, but it should be extended after-
ward to four or five. Slow and rapid practice may be
alternated. Johnstone advises fifteen minutes a day
as a minimum for the beginner, and half an hour for
the average pupil. For exercises to cultivate endur-
ance, he recommends the “Scale of Arpeggios” and
“Suite of Arpeggios” by Mme. Brée, given in this
volume with the Leschetizky method.
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Wrist and arm technique are covered by special ex-
ercises. Suppleness and accuracy are the points to
aim for at first, with speed of action coming gradually.
The following details are to be observed.

1. Raise the hand rapidly till it is nearly at right
angles with the arm, keeping the proper curve of the
fingers unaltered; hold the hand thus uplifted for some
seconds; then swing it down to strike the note as
rapidly as possible. A single note may be repeated.
The succession of notes may be slow, but the actual
up-and-down motions must be rapid.

2. Hold the wrist fairly low, nearly on a level with
the keyboard.

3. Keep the forearm steady, and the arm muscles
as relaxed as possible. The elbow moves only slightly,
the wrist being the pivot.

4. Keep the fingers always properly curved, and
do not let the hand waver before it descends to strike.

The single note may be practised with the middle
finger at first, and the other fingers afterward. Then
there may come repetitions of thirds, sixths, major
triads, minor triads, dominant sevenths, and diminished
sevenths. Begin slowly, say with M. M. 60 and one
note to a beat. It is never wise to tire the wrist and
arm muscles, so these exercises may be taken for a
few minutes at a time, several times a day. Merely
shaking the hand up and down in the air will prove -
useful. '

The following are arranged for beginners, so that
wrist development may keep abreast of finger training.

1. With the middle finger, strike each note of the
scale ten times in succession, with wrist action, at
M. M. 60. Repeat, twice as fast.

2. When some weeks have brought about increased
power and flexibility, double the speed again, playing
four notes to a beat at M. M. 60. The hand cannot
be raised so high for such rapid work, but the slow
practice must be kept up for part of the time. The
hands may be practised separately for a year.

3. With the various fingers, as before, double the
speed again. Then try staccato scales.

4. After some time on the single notes, use major
and minor thirds and sixths.

5. Practise wrist action with the major triads on
each note of the chromatic scale. Do this first with
two chords to the beat, then four, then a succession
of ascending and descending chords. It is advisable
to introduce here the various rhythmic figures used
for scales.

6. Apply the wrist action to the minor common
chords and the dominant and diminished sevenths
chords, in all inversions.

The stretch between little finger and thumb must
always be kept fairly large. Finally the chords may
be practised as octave arpeggios.

Four-note chords with the octave added to the triad
may be played with repetitions, on all scale degrees.
Five-note chords, consisting of seventh chords with
the octave added, may also be used. A chord may
then be played upward and downward through all its
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inversions. For purposes of power, the arm may be
used to reinforce the wrist. The striking of chords
by the upward throw of the wrist is advocated also.
For octave work, Johnstone recommends Leybach’s
“La Diabolique,” book IV of Mason’s “Touch and
Technique,” Kullak’s “Octave School,” and his own
“Royal Road to Octave and Wrist Technique.” After
mastering a fair amount of exercises, it is enough if
these are used in practice, and new passages taken
only as they occur in new pieces.

Among daily studies, in their order of progressive
difficulty, Johnstone recommends the following:

1. Plaidy, “Daily Studies.”

2. Loeschhorn, “Technical Studies.”

3. Leybach, “La Diabolique” (a single wrist study).
4. Kohler, “Technische Materialen.”

5. Germer, “Technics of the Piano.”

6. Czerny, “Forty Daily Exercises,” op. 337.

7. Hanon, “Le Pianiste Virtuose.”

8 Moore, “The Mechanism of Pianoforte-Playing.”
9. Mason, “Touch and Technique” (four books).
10. Kullak, “Octave School,” books II and III.

11. Beringer, “Daily Studies.”

12. Joseffy, “School of Advanced Piano-Playing.”
13. Tausig-Ehrlich, “Daily Studies,” three books.

Johnstone thinks that with such an elaborate course
of exercises as has been outlined, piano studies, or
Etudes, are hardly necessary. He believes that with
the amount of time spent on technique, the rest of the
time would be best devoted to good music. Etudes
exist in large numbers, composed by the greatest
geniuses and played by the most eminent performers.
These works, though, were written before the recent
systems of finger technique were fully evolved. The
Etude is valuable as a “sugar-coated pill,” however, as
by its use the student thinks he is playing a piece
while he is really doing technical work also. But the
works of Czerny, Clementi, Moscheles, Henselt,
Chopin, and all the others who composed Etudes, have
certainly been a valuable legacy, in spite of any one’s
ideas to the contrary. Johnstone himself gives a
graded list of such pieces, which will be found at the
end of this article.

Before various points are brought up for discussion,
another method will be described here, which differs
radically from that of Johnstone in many points.
This is the Deppe method, as given by Ehrenfechter
and as altered later by Breithaupt into his own method.

The position at the piano is lower in the Deppe
method than in others. Deppe said, “You may have
the soul of an angel, but if you sit high, the tone will
not be poetic.” If one sits high, the arm, hand, and
fingers form nearly a straight line, and the weight
of the arm bears too much upon the wrist and fingers.
If one sits low, with the elbow one or two inches below
the level of the keyboard, then the arm will assume its
proper shape. There will thus be no leaning or press-
ing of the arm on the hand. The arm is well bent at
both the elbow and the wrist, and the muscles are ready
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for action and amenable to the effect of practice.
Bodily movements are to be avoided, except, of course,
a leaning to one side or the other as demanded by the
location of the notes.

The arm has to sustain the hand and guide its move-
ments, requiring for this both strength and mobility.
A simple exercise for strengthening the arm consists
of holding the fingers on the keys without pressing
them down, and maintaining this position until tired-
ness begins to set in. After a rest, this may be done
again, and the whole repeated several times a day.
This can be done at a table, or simply in the air. Arm
strength and weight is the basis of this method, as
indicated by Deppe’s remark, “The arm should be like
lead, the wrist like a feather.” Another exercise con-
sists of putting the fingers on the key-surfaces, as be-
fore, moving the arms out gradually until the hands
reach the ends of the keyboard, and then bringing
them gradually back to the centre again. The beauty
of this exercise, according to Ehrenfechter, lies in
the fact that it can be practised without disturbing the
neighbors.

The wrist must be held high. The actual height
will differ in individual cases, but it should always be
fairly great, to bring the muscles into a state of tension.
A high wrist makes practice more fatiguing, but there
will be a corresponding gain in quick and safe attain-
ment of desired results. Yet great care must be taken
to avoid any stiffening of the wrist, as flexibility is of
the utmost importance. To keep the wrist flexible,
hold it high, but free from all constraint. When any
one complains of a weak wrist, it is probably the arm
that is weak. As an illustration, the lion’s paw is
suggested. This seems flabby in appearance, but con-
tains an immense amount of strength. As not every
one can keep a lion for scientific purposes, ordinary
elastic is also mentioned as an example of force
without rigidity.

The back of the hand should be on a line with the
keyboard, which evidently means that it should be
level. The side nearest the little finger may even be
elevated a trifle, or at least held consciously high, so
as to give more scope for the fourth and fifth finger,
and to strengthen that side of the hand as a whole.
This action, however, should not be allowed to draw
the elbow away from the side. The hand does not
move of itself in playing, but is made to glide along
as a whole by the arm. The raising of the hand from
the wrist is rated as a false action.

The fingers, according to this method, are blamed
for many things that are not really their fault. Their
duty is merely to touch the keys in slow or quick suc-
cession, under simple or complex conditions. Too
often, instead of being guided by the arm, they are
forced to support it, and drag it from one position to
the other. With the duties of the arm and wrist
properly performed, the fingers are free to do their
own work, and can do it with much less chance of
error. Ehrenfechter sums up with the following rule:
“Let the arm sustain the hand in its proper position,
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carry, conduct its movements and with it bring every
finger right upon the key which it is intended to
touch.”

The fingers must be trained for flexibility and inde-
pendence. Some hands are more adapted than others
to this end, but the best hand needs training, and even
the worst will be benefited by it. Mere strength is not
the end in view, although it comes with practice; but
mobility and agility are what is needed. The fourth
finger is strong enough in proportion when compared
with the others, but owing to the position of certain
muscular bands it is comparatively lacking in flexi-
bility. Stiff fingers, which often come from stiff
wrists, may be avoided by training the muscles of the
arm, hand, and fingers as one large system.

The touch, or method of striking the keys with the
fingers, is held to be more of a pressure than a blow,
and similar to the organ touch. The fact that the
fingers assume a hammer-shape, it is here claimed,
has misled many into making them strike like a
hammer. The Deppe method asserts that there is no
need for a long finger-stroke from a high position,
that it does not improve the quality of tone, that it
prevents fulness in soft passages, and that it places
too great a strain on the finger muscles.

By instinct and experiment, Liszt came to play in
the way directed by Deppe, the latter actually taking
some of his methods from Liszt's example. Amy Fay,
in her book “Music Study in Germany,” speaks of this
matter thus: “After Deppe had directed my atten-
tion to it, I remembered 1 had never seen Liszt lift
up his fingers so fearfully high as the other schools,
and especially the Stuttgart one, made such a point
of doing. . Liszt had such an extraordinary
way of playing a melody. It did not seem to be so
loud and cut out as most artists make it, and yet it
was so penetrating.” Of his touch, she said, “The
notes seemed just to ripple off his finger ends with
scarce any perceptible motion.” Deppe reasoned from
Liszt’s example that the secret consisted of playing
with the weight instead of striking a blow. The fin-
gers sink down with the key, but do not put forth any
great muscular exertion. v

The tone produced by this method will be very weak
at first, but will gain constantly in power, sonority,
and brilliance. This tone is not beaten out of the
piano, but with increased sensitiveness of the finger-
tips will appear to be drawn from it. The beginner
must keep strictly to this method of tone production,
and if the tone seems too weak, he must not try to
increase it by any false mechanism.

Deppe made his pupils listen to every tone, carry
it into the next for a legato, and make sure that it
had no more and no less prominence than every other
tone. The fingers are kept well curved, so that the
notes are played by the tips. The fingers, however,
are not spread out over their notes, but kept close to-
gether, though without any constraint. In playing the
first five notes of the scale of C, for example, the
right arm will move a trifle to the right before each

note is played by a finger, in order to bring that
finger directly over its note. The same principle, of
course, applies to the left hand. As a rule, the thumb
is very slightly bent, and its tip kept near that of the
forefinger when it is not needed elsewhere. Slow
practice is kept up for a long time. No distinction
is made between a legato and staccato touch, the latter
being the same as the former, but followed by a quick
release of the tone.

The tension and contraction of the hand is brought
about by the separating of the thumb from the other
fingers, which are still held in a group, and by the re-
turn of the thumb and the finger-group toward each
other. The greatest contraction, of course, takes
place when the thumb and little finger come together
on the same key.

In studying finger-exercises, slow speed, strict at-
tention to legato, and perfect equality of tone are the
three points to be observed. The use of rhythm,
bringing accents on certain notes, is considered wrong.
Exercises with one or more notes held down during
practice are condemned on the ground that they afford
an undesirable rest for the arm, which should be kept
in action as a support for the hand. Any resting of
the arm on held notes will tend to stiffen the wrist
and prevent the free fall of the fingers. Hand-guides
like those of Kalkbrenner or Bohrer are therefore to
be put aside as dangerous. The use of mental concen-
tration and attention while playing exercises is insisted
upon, and is considered necessary for true progress,
as well as an aid in making practice interesting instead
of dry and dull. Miss Fay found such concentration
very exhausting, and after two or three hours of it
would feel ready to drop off her chair.  All exercises
should be practised in every key, thus making the
fingers familiar with the black keys as well as the
white ones, and preparing the way for scales.

In making long skips, for which the hand has not
enough stretch, the fingers must still be carried by
the arm without assuming a slanting position. The
hand will therefore describe nearly a semicircle, ris-
ing to some height before moving sidewise, and com-
ing down vertically at the last. In going from white
to black keys, the finger must not be stretched out, but
the proper curve maintained, and the necessary motion
made by the arm.

In scale practice the mental concentration must be
kept up to its fullest extent. The chief technical dif-
ficulty here is, of course, the management of the
thumb, which must pass from one part of the scale
to another. The gradual motion of the hand, accord-
ing to Ehrenfechter, will bring the thumb nearly to
the required position for F in the scale of C, and will
practically do away with the need of underpassing.
“All that is needed,” says Ehrenfechter, “is for the
middle finger to go politely out of the way in order
to allow the thumb to pass on to its key.” The same
principle applies in coming down the scale. When the
notes have been played downward from C to F, the
hand has moved gradually toward the thumb to such



OTHER PIANO METHODS 85

an extent that the middle finger is comfortably near
its E. This method of scale playing, it will be noticed,
differs radically from the under-passed and prepared-
touch method used by Leschetizky. The major scales
in sharp keys, up to five sharps, are fingered like that
of C. The flat scales, including G-flat, have various
fingerings, because of the rule that the thumb is not
to come on a black key; but Ehrenfechter thinks this
rule a needless bit of archaic pedantry.

He recommends practising the scales in both par-
allel and contrary motion, and states that the latter is
very important in developing the arm muscles. Thirds,
sixths, and tenths, are also mentioned. The practising
of scales in rhythmic figures, or with different and
varying degrees of power, is not endorsed. The im-
portant point is considered to be the development of
perfectly even tones. Rhythm and control of power
are taught in connection with other music.

Arpeggios are, of course, considered valuable, and
are to be prolonged through three or four octaves.
Their influence in strengthening the arm and wrist,
and giving the fingers independence, is very great. Of
the many varieties, the chord of the seventh, both
major and minor, is recommended as the best. Both
parallel and contrary motion are to be used, and the
different inversions as well as the first position.

Firm chords are still played with pressure rather
than with a blow. In these, however, it is usually
advisable to stiffen the wrist, so that the chord is
aided by the force of the arm. The fingers will stiffen
of their own accord, when they are stretched out to
take their proper notes. When going from one chord
to another, the hand may be allowed to relax after
each chord has played, and rest on the keys.

With Ehrenfechter, the high raising of hand and
arm is not a preparation for striking a chord, but an-
other method of relaxation. In music of technical
difficulty, this change of position will rest the arm, as
keeping it in a single position is much more fatiguing.
In coming down on a chord, however, it is not to be
played from a height, but the hand is checked just
above the keys, and the chord played with the usual
method of pressure. When chords are some distance
apart on the keyboard, the hand must rise vertically
from one and descend vertically on the next; so it
may describe the semicircle mentioned in connection
with single-note skips.

In performing the tremolo, or repeated notes, the
fingers must not be allowed to glide off the keys as if
dusting them—a too frequent fault, according to
Ehrenfechter. Each finger plays the note just as the
preceding finger is releasing it. In order to bring the
fingers into their proper position for this, the hand
must move sidewise even more noticeably than when
playing the scale. Liszt sometimes calls for repeated
thirds, which may be given with alternating hands.
In this case the fingers are held stiff, and in a more
vertical position than usual, with the left hand under
the right.

The trill requires a maximum of finger flexibility

and independence. The tips of the two fingers used
must never leave the keys, and must press them down
to their full depth. The two tones must, of course,
be kept even in power. The speed must be perfectly
regular and even. Whatever speed is taken at the
start must be maintained; but this should be as great
as the performer can make it.

The use of the pedal for mere loudness or force
of tone is discouraged as being inartistic. It is ad-
vised, however, in sustaining a bass part where skips
prevent the left hand from holding the tones, as well
as in its more general purpose of sustaining harmonies
whenever desired. Liszt and Thalberg were masters
of the pedal, and Amy Fay says of Liszt’s playing:
“The secrets are his touch and his peculiar use of the
pedal; he has a way of disembodying a piece from the
pianc and seeming to make it float in the air. He
makes a spiritual form of it so perfectly visible to
your inward eye, that it seems as if you could almost
hear it breathe! Deppe seems to have almost the
same idea. He played a few bars of a Sonata,
and in his whole method of binding the notes together
and managing the pedal I recognized Liszt. The
thing floated! Unless Deppe wishes the chord to be
very brilliant, he takes the pedal after the chord in-
stead of simultaneously with it. This gives a very
ideal sound.” '

The soft pedal is considered rather unnecessary by
Ehrenfechter. He holds that a player should be ca-
pable of producing by his touch all the needed gra-
dations of softness. According to him, “To the true
artist of refined taste, the effect of the mutilated tone-
quality produced cannot be otherwise than painful.
True, in some exceptional cases composers have
marked una corda; if the player uses it in such in-
stances, he has then the excuse that he does not do
so on his own responsibility.”

Good fingering in piano playing is of the utmost
importance. Legato work cannot be well done without
it, and it is a great aid in training the hand and bring-
ing about a good style of performance. This matter
must be taken up in the early stages of study—one of
the many reasons why it is advisable to have a good
teacher even for beginners. A good fingering is one
that is easy and does not interfere with expression.
Many cases for special procedure will occur in actual
study, but the following few rules will almost always
prove useful:

1. Any passage that can be conveniently played
without altering the position of the hand should be
fingered on that basis.

2. When change of position is necessary, the finger-
ing should be such as to cause the fewest possible
changes.

3. Use the nearest finger to a key, unless there is
some definite reason for doing otherwise.

In running passages the fingering for diatonic and
chromatic scales and broken chords will generally sug-
gest the proper fingering for use. Sometimes, in rapid
work, it is permissible to pass one finger over another.
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The fourth may be passed over the fifth, or the middle
finger over either of its neighbors, when this will give
a better result than the more usual procedure.

For polyphonic music, a good command of finger-
ing is especially necessary. The “Twenty-Four Pre-
ludes and Fugues” of Bach, as fingered by Tausig,
are recommended to the student. Other works men-
tioned as giving good examples of fingering are
Clementi’s “Gradus,” fingered by Tausig, the Etudes
of Chopin, and the works of Liszt. For the earlier
pieces, the works of Clementi, Dussek, Steibelt, Kuh-
lau, and others of the sort will give a sufficient reper-
toire; while for the advanced student the great clas-
sical and modern composers’ works offer an almost
unlimited field. But the student should not forget that
progress depends more upon the technical exercises
than upon the pieces learned.

According to Breithaupt (whose technique is de-
scribed by himself in his “School” and in “The Musi-
cian,” Vol. XVI, for 1911) Deppe was the first to
make proper use of the upper arm and shoulder, but
he “undid all the good by his unfortunate tension and
stiffening of the joints (so-called fixation) and the
turning in of the hands at a sharp angle.” The weight
idea was developed by Deppe’s pupil Bandmann, with
suggestions from Busoni, while Breithaupt himself
was enlightened by the school and example of Carrefio.
The chief idea of the Breithaupt system is the avoid-
ance of muscular tension as much as possible, and the
playing by weight from the shoulder, elbow, wrist, or
knuckle, as the case may be. Liszt’s playing is cited as
an example of the proper qualities, as follows:

1. Playing with complete relaxation of the muscles
and joints.

2. Using to the fullest extent the massive weight of
the whole arm and its parts, and playing from the
shoulder.

3. Employing skilfully the various correct motions,
such as the swing, the forearm roll, and the forearm
extension.

4. Playing with loose “slung” fingers and easily
dropping hand.

Opposed to the school of weight-playing is the
school of finger-technique. But even the great players
of the latter school make use of some of the motions
advised in the former. Tone is always to be obtained
by weight, combined with the fingers in the right way,
and is not so well produced by fingers alone. Breit-
haupt enumerates the following “mechanical sources
of tone-producing action.”

1. The falling swing or “throw.”

2. The balance of the mass.

3. The forearm roll and combined upper-arm roll.

4. The forearm extension and bending (erection of
the hand and gliding function).

5. The wvibrato, or vertical tremolo as distinguished
from the roll or horizontal tremolo.

6. The loose throw of the long “swung” fingers.

In playing by weight with the whole arm or forearm,
these swing down toward the keyboard, where they
are stopped by the striking of the fingers. In this
stopping, the knuckle joint takes whatever muscular
effort is needed, the wrist being kept as loose as the
playing will allow. When the note or notes have been
struck, immediate relaxation should follow, the shoul-
der then taking the weight of the arm, and a loose
wrist giving sufficient weight to keep the keys held
down. The muscular tension is therefore only mo-
mentary, and should always be followed by the re-
laxation. With good players, this habit of relaxing
becomes natural and unconscious. The same is true
after the lighter tone given by the falling wrist.

No definite rule can be made for the position of
the hand. With goed instruction and faithful prac-
tice, each hand will find the positions in which it pro-
duces the best results with the least proportionate
effort. The structure of the hand, the length of the
fingers, and the width of the stretch, are all factors.
In general, small and solid hands will take a high
position with curved fingers, while long and narrow
hands will adapt themselves to the flat position with
extended fingers and low wrist. But in transmitting
the weight of a swing, the knuckle should usually be
well bent.

The movements of the hand may be a vertical swing,
a partial rotation or roll, and a turning inward or out-
ward when needed. The swing is used with single
tones, ordinary chords, octaves, and so on. The ro-
tary movement is applicable for trills, broken chords,
and any progressions that need a side-to-side motion
of the hand. The outward and inward turnings are
more infrequent, being used at the ends of scales and
passages or if the thumb must reach in to a black
key.

The vertical swing from the wrist is more noticeable
in slow tempo than in rapid work. As it grows less
in the latter, it gradually becomes a delicate vibration,
suitable and desirable for octave work. The wrist
must always seem light and flexible. The forcible
bending back of the hand and a stroke with muscular
tension must be avoided. The forearm extension, or
pushing the arm toward the hand so that the wrist is
raised over the fingers, is also of use in octave play-
ing.

The thumb and its extension in the hand must ab-
solutely be kept relaxed at all times. The hand turns
with the arm, and the fingers give way, releasing a
tone to allow for underpassing or overpassing. The
thumb must never be held stiffly underneath the palm,
as that will contract the hand and limit freedom of
movement. The thumb should turn with the arm,
and at the proper time be loosely thrown under the
hand to its key. It should not grasp the key spas-
modically, but should drop on it naturally. This can
be done without interfering greatly with the legato.

The rotary motion may become quite noticeable in
finishing a scale or arpeggio, the hand coming off the
keyboard with its palm visible.
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When a scale does not end at its outer limit, but
starts back toward the centre of the keyboard, the
finishing roll is not very great, and is reversed at the
turn with an easy swing that is made by the whole
arm.

Finger movements are right if they combine with
the natural swing of the relaxed arm, or if they are
done with the most ease and the least effort. The
usual idea of developing muscle-energy in the fingers
is called false by Breithaupt. This is not saying that
finger-dexterity is useless, but that it should be cul-
tivated as a part of the arm-system. The finger move-
ments are swinging movements from a loosely sus-
tained arm and hand, and demand no great muscular
exertion. The finger swings from the knuckle, and
as it strikes the key down, the weight of the arm and
hand is allowed to rest upon it for an instant. The
usual relaxation and “discharge of weight from the
key” must follow at once. The relaxation must be
so complete that the fingers could be easily knocked
off the keys, say by the other hand. In the finger-
throw, it is a matter of personal choice whether the
hand is held high, medium, or flat.

If the finger-swing is limited so that the weight
of the finger alone brings its tip on the key, then a
very light tone results, which is useful in rapid pas-
sages of soft character. In this lightest and most
refined form of touch, each finger works by itself,
and the relaxation should give an independence so
perfect that each one can fall by itself, and not add
to the weight of the others. When this result is at-
tained, the way is clear to develop the greatest speed
and dexterity. This light finger-action must be .only
momentary, and any little muscular impulse that is
given to aid the drop must be followed by the usual
instantaneous relaxation.

The old method of overexerting the finger muscles,
it is claimed, stiffened the finger in the knuckle; over-
strained the muscles by a too extreme lift; kept up
the tension without relaxing after the stroke; and
sometimes even called for an extra afterpressure.
These points are all regarded as errors, since they tend
to increase fatigue.

In the Breithaupt system, then, which is taught also
by Steinhausen and others, there is no attempt to use
absolute finger-power. The attack is produced largely
or wholly by falling weight, even when fingers only
are used. The question of when muscular tension shall
be added (always with the weight of the loose arm
back of it in greater or less degree) is one that de-
pends on practical experience and the needs of musical
expression. It is stated, however, that from 60 to 80
per cent. of finger-attack should be used with nothing
more than the falling hand-weight. The non-legato is
the usual style, with a large amount of legato roll, in
which the fingers are lifted very slightly and with little
muscular tension. The weight determines the effect.
Staccato, too, is not to be played by a muscular rais-
ing of the finger after the stroke, but by lifting it off
the key. It is claimed that playing as a whole will

ineffective.

average 40 per cent. non-legato with hand-fall, 30 per
cent. legato with arm-rolling, 10 per cent. staccato with
vibrating hand, 10 per cent. octaves and repeated
chords, and the remaining 10 per cent. with more or
less active power in the finger-muscles.

Weight-playing is claimed to be correct, then, be-
cause it saves fatigue. It differs from the older school
in the following points:

It develops the whole arm instead of merely the
finger and hand.

Just as clock-hands are moved by a spring, so the
finger action depends on the arm action.

The elbow is kept flexible instead of stiff.

The arm and shoulder also are kept flexible.

The fingers are thrown loosely instead of forced
down stiffly.

All joints are kept relaxed as much as possible, in-
stead of stiff.

The keys are pressed by a fall of weight instead of
beaten down.

In general, weight is used instead of muscular ten-
sion.

The training is begun from the shoulder instead of
the fingers.

The whole principle is summed up again by Breit-
haupt thus:

“We must let the playing members hang, let them
‘go’; all the muscles must be loose. We balance the
weight and preserve the relaxed condition in all mo-
tions and positions, excepting those where, for @sthetic
reasons, the opposite condition, firmness, is especially
required.”

In looking over these methods, we find that there
are three main ideas or systems. The principles given
by Johnstone sum up a fairly widespread set of
teaching methods. Leschetizky altered these by cer-
tain clever devices for the use of the fingers. Breit-
haupt, going beyond the Deppe method, opposes the
great exertion of the finger-muscles, and substitutes
playing largely or wholly by weight. Certainly there
is choice enough here to satisfy any one, or to justify
almost any teacher in his procedure. It is none too
easy to decide which is correct, or to be sure that any
single method is wholly correct and the others all
wrong. Johnstone says of the relaxing system, and
the gentle lifting up and down of the fingers, “This
plan is no doubt exceedingly simple and exceedingly
easy; but by its fruits it must be condemned. Is
this not the very style and method of every unregen-
erate son of Adam when he comes to his first lesson
with a bunch of feeble fingers all moving together if
one is moved? Simplicity is useless if it is
Whether are power, control, and inde-
pendence to be gained by allowing our hand muscles to
remain in their normal condition of weakness, flabbi-
ness, and interdependence, and by feebly raising and
dropping each finger; or by practising a strong,
high uplift of each finger and a forcible down-
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stroke; at the same time holding the other fingers
motionless, so as to isolate each and detach it from the
influence of the others as much as possible? The
very statement of the conflicting views is a sufficient
answer to the whole question.” But apart from any
unclearness in the involved interrogation, Johnstone
speaks as if the Breithaupt school did not strive for
independence of fingers, which it certainly mentions
as necessary.

If we are to judge them by their fruits, then nearly
all methods have produced great pianists. That, how-
ever, is not entirely the point. The real issue is
whether any one pianist would achieve most by one
or another method. This cannot be answered by ex-
periment, as one man can learn but one method at
a time; and it is hardly possible to find students so
equal in ability that one of such a group could be
started in each method, for purposes of comparison.
A better idea of the relative merits may be obtained
by taking a number of single points in them for dis-
cussion or contrast.

The first point is the very important question of
whether muscle-playing or weight-playing is correct.
The latter is undoubtedly used, in part at least, by
every great artist, and often with a low wrist. It is
possible, however, for the pianist to get his education
in the muscle-method, and then perform by the weight-
method. The tremendous tone of a Paderewski will
show that this is probably the case with him; for he
was a Leschetizky pupil, and must have developed his
fingers and their muscles in his course of study.

The question then arises, would muscular finger-
training interfere in any way with later weight-play-
ing? The answer would seem to be a decided
negative. However strong the hand and fingers may
become, there should never be any difficulty in relaxing
them. However firmly the arm, shoulder, and elbow
may be held, there is never any trouble about making
their muscular exertion cease. The ease of relaxation
is so great that long habits of firmness will not prevent
the utmost laxity of muscles whenever it is desired. It
would seem, then, that the acquiring of finger dex-
terity and control could be done by the Leschetizky
method, even if such control were used afterward in
the weight system. The Breithaupt method may be
the one that Liszt and other great pianists used in
playing, but it is a fair question whether they did not
arrive at this method through the muscular practice of
finger exercises in their earlier days. In other words,
while the Breithaupt method is proper and excellent
in performance, it is possible that the student who
starts in it and keeps to it wholly may not do quite as
well as the student of another method, who acquired
finger strength by definite training for it before chang-
ing to the weight-method in later times. A few more
years should answer this, and give the pupils of the
new system a chance to develop their powers and show
results. Meanwhile it is certain that the Breithaupt
method does give strength to the fingers through the
exercise they get in holding up the arm-weight before

relaxation. It is also true of gymnastics in general
that fairly light, regular exercise gives better results
than violent straining. For real development, one
does not have to exert himself to his utmost, until he
drops from fatigue. This would show that extreme
stretches and finger uplifts of the type advocated by
Johnstone should not be encouraged.

The question of the prepared touch taught by
Leschetizky is another point that will bear examining.
Its effect on quality of tone is not an essential ad-
vantage, for the other methods train the students to
a thorough control of dynamics. It is undoubtedly
more useful as an aid to accuracy. The pianist who
uses it is all the time making a conscious effort to
place his fingers over the right notes, even while he
is playing others that may be noticeably earlier in time.
Yet it might cause awkwardness if carried to extremes,
and should never be used in a passage that can be
more easily played without it.

Scale practice is always an important part of the
student’s technical work. Leschetizky uses the pre-
pared touch in this; but if the object of that touch is
accuracy, then it is hardly so entirely necessary here.
As far as accuracy is concerned, the notes of a scale
come in an ordered succession that presents no difficul-
ties to the mind of the player. Deppe’s idea that the
bunched hand should move along gradually and thus
substitute a sidewise motion for underpassing is not
very practical, and makes the smooth joining of the
scale-parts rather uncertain, at least for the beginner.
Breithaupt’s throwing-under of the thumb is more
feasible, but even so the thumb works better when
the throw is aided by some muscular tension. The
happy medium would seem to be a muscular under-
passing of the thumb that falls just short of prepar-
ing it on its note while the third or fourth finger is
holding the preceding note. This makes the thumb
reach its position on time with less effort than if it
is prepared after underpassing, and with about the
same accuracy. But even if much preparing seems not
fully necessary in scale work, it certainly does no
harm; and it helps in the shifting along of the hand
after the thumb plays its note, though here the prepa-
ration of the second finger alone would seem sufficient
to guide the hand.

In large chords, the weight method would seem to
have a decided advantage, even at the start.

The Leschetizky method is world-famous to-day,
and has produced many pianists of the first rank. By
this test it would seem to be good. But since it is
so easy to adopt some of the Breithaupt procedure
after learning the Leschetizky method, and since so
many great pianists seem to do this, it is possible that
the next great school will be a fusion of these two
methods in teaching, keeping most of Leschetizky’s
ideas and adding enough of Breithaupt’s to let the
student who has mastered the former adopt the latter
consciously instead of unconsciously. Certainly it
would seem that it is better to have strong fingers,
even if their full strength is not exerted in perform-
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ances. As for the Breithaupt method, it stands to
reason that if a single note is made to demand a
smaller effort, more notes can be played with the same
exertion previously used, and at a greater speed.

The teaching of interpretation is a more elastic
matter, and one in which the different methods are
practically in agreement. For purposes of reference,
Johnstone * enumerates the following works, among
others.

Kullak, “Zsthetics of Pianoforte Playing.”

Taylor, “Technique and Expression.”

Kullak, “Beethoven’s Piano Playing.”

Marx, “Beethoven’s Pianoforte Works.”

Reinecke, “Letters on Beethoven’s Sonatas.”

Goodrich, “Theory of Interpretation.”

Riemann, “Catechism of Pianoforte Playing.”

Christiani, “Pianoforte Zsthetics.”

Dannreuther, “Musical Ornamentation.”

Weitzmann, “History of Pianoforte Playing.”

Parry, “The Art of Music.”

Hanslick, “The Beautiful in Music.”

Johnstone, “Touch, Phrasing, and Interpretation.”

Johnstone, “Phrasing in Piano-Playing, with Examples.”

Johnstone, “The Art of Teaching Pianoforte Playing.”

With these and other works on the subject, it is
well covered. But the best guide is, of course, a
good teacher. Failing that, those students who are
forced to work by themselves after a limited amount
of instruction will do well to hear great artists when-
ever possible, and notice carefully their phrasing,
shading, and so on.

Some rules for melody-playing will be found in the
translation of the Leschetizky method given in this
volume, as well as a section on dynamics and shad-
ing. These condensed bits of advice will form a val-
uable guide for the beginner. There are also a num-
ber of suggestions which good taste can offer. In
playing any piece, very few passages are to be taken
at an absolute dead level of uniform force. There
should always be little nuances of power, the amount
and prominence of which will depend on the char-
acter of the piece. Notes within a measure are not
always meant to be arbitrarily exact, and some of
the time may often be given to certain notes at the
expense of others. This does not usually extend be-
yond a single bar, but it may even do that in expres-
sive short phrases. Such tempo rubato is most in place
in works of strong emotional expression, such as those
of Chopin. Phrasing depends largely on form, and the
article on form in this volume will give the student
a systematic grasp of the subject that is better than
any “rule-of-thumb” procedure. For the smaller
divisions in phrasing, which do not depend so definitely
on musical form, there is still some guidance to be
found in the length and structure of theme, antece-
dent, consequent, and other divisions; while if this is
not apparent, common sense and good musical taste
must come to the rescue. In polyphonic music, a uni-
fied legato and a melodic style for each part is de-
sirable, with less abrupt transitions in shading, but
some accent at the beginning and ending of the figures,
to show their presence and limits to the listener.
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For all these points, however, technical perfection
is a necessity. The performer will be able to devote
his whole attention to the phrasing, shading, and in-
terpretation only when the technical difficulties of a
piece are so fully mastered that they need little or
no conscious mental attention. Then, and then only,
will he be able to reach the highest flights of art, and
show the best that is in him.

It seems wise to include here certain tables for
practice given by Johnstone, and a graded list of stud-
ies, which will be found of value by teachers as well
as students.

LISTS OF GRADED STUDIES.

Grark 1.
Very Easy Studies for Elementary Pupils.
Berens, Opp. 70, 61, 73, 79. Duvemoy, Opp 176 110.
Cﬁesgxy. Opp. 353, 684, 139, | Doring, O Bp

. Lemoine,
Le Couppy, Op. 17. Loeschhorn, Opp 159, 192.
Kohler, Opp. 151, 190, 205.

Wohlfahrt, Op. 61.

Grape I1.
Easy Studies for Young Pupils.
Czerny, Op. 139. Gurlitt, Opp. 50, 51, 52, 53.
Kirchner, Op. 71. unz, Op. 14.
Kéhler, Op(g 182 216, 234. Déring, Op. 8.
p-

Duvernoy, Bertnm Op. 100.
Bergmiiller, Op. 100 Berens, Op. 73.

Léschhorn, Opp 65, 190, 193. | Le Couppey, Op. 79.
Germer, Elementary Bach, Sma{ 1 Preludes.
Studies (Bosworth).
Graroe II1.
Moderately Difficult Studies for Junior and Intermediate
Pupils.
and 32. Concone, Opp. 44, 24, 25, 30,
45, 46.
9. Bach Two-Part Inventions.
Bach, Suites.
66. Wolff, Opp. 261, 19.
Cramer’s Studies, Ed. by Coccius, Biilow, Tausig, Ruthardt,
or Dr. Weekes.
GrarE 1V,

Studies for Senior Pupils.
Clementi, Gradus. Moscheles, Opp. 70 and 95.
Czerny, Opp. 355, 740, 818, | Berens, Opp. 6p
553, 834. Berger, Opp. 12 22
Mg,g;r, Opp. 200, 119, 168,

Doéring, Op.
Loschhorn, Opp. 67, 136. Kessler, Op. 20.

Jensen, Opp. 32, 33.
GRrADE V.
Studies for Advanced Students.

Alkan, Opp. 38, 39. Rosenthal and Schytte,
Kohler, (gp 120. Pianoforte Virtuosity.
Nicodé, Op. 21. Pauer, New Gradus ad Par-

8.
Kohler, Opp 128, 138, 112
Heller, Op. 16.

Chopin, Opp. 10, 25. nassum,

Schumann, O p 3, 7, 10, 13. | Henselt, Opp. 2, 5.
MacDowell, 46. Czerny, Opp. 335 365, 735.
Brahms, 51 Techmcal Exer- | Thalberg,

cises.

Liszt, Concert Studies and
Paganini Studies.

Biillow, Major, Minor and
Chromatic Studies.

Ravina, Op. 14.

Saint-Saéns, Op. 52.

Tausig, 12 Concert Studies.
Rubinstein, Concert Studies..
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OcCTAVE STUDIES.

Gurlitt, Op. 100 Liszt, Concert Studies, Nos.
Bertlm, Op. &4 1, 7, 11 (Breitkopf & Har-
A. Schmidt, Op 16, Nos. 13, teB.
14. W. Coenen, 6 Octave Studies
Low, Op. 281. (Novello).
Alkan, Op. 35, Nos. 2, 3, 5, | Loschhorn, Op. 177.
6,9, 12. Czerny, Op. 553.
Clggnenti Gradus, Nos. 21, Tl%alberg, Op. 26, Nos. 3, 4,
Henselt, Op. 5, Nos. 5, 8. Pacher, Op. 11
Brahms, Octave Study in A | Chopin, Op. 25, Nos. 9, 10.
minor. I\ullak (gctave School 3.

Johnstone, Royal Method for Octave and Wrist Technique.

TIME TABLES FOR PRACTICE.
FRANKLIN TAYLOR.

An Hour and a Half.

Finger exercises, scales, etc......... veeecencesessncases 25
StUdY +viuieiniiaretiiiiiritiiraea i cesesneass 15
old study already learnt......ccovivevnnnnes eeeeee eeeee 10
Sonata or other piece......ccovvivrveerrennncennees ceee 30
Playing over piece already learnt, or sight-reading...... 10

Total civeveeiervereeccascescsaronsonse N

Four Hours: Morning Two Hours.

Technical work ........ Ceteeietaesanes D |
Study ............ RN Cerereeraneeneees eereniiaens 30
Two old studies.......... N revees Ceeesctnnnen 20
Sonata OF CONCEItO....ceveecscrosecasessnsersssnsecess 40

Total tevvvveenencencasnscacnsossnsnses 120

Afternoon.

Finger exercises ......coeeeeeveceeess teereeeencescesess 18
Study ..... et eeiaeeeteteeraasetesreaasenas teeveeeess 15
Smaller piece (Vanatlon or Capnce) ....... ceenseees 30
Sonata, or revising a piece already learnt ...... cesesaas 30
Sight-reading, or playing from memory................ 30

Total .vvvveirinerererennnns . V1

FeLix Le CourpEy.

Two Hours Daily in Two Divisions: First Division.
Exercises ........ Ceeertenatatenssannann Ceeeetieneenas . 30
Study ...ovvieennnnn Cererseeaceiaarens D |

Second Division.
SCAlES tiiiiiiiencnteriananereeaenione teeevereenseesass 15
Piece .......cu000 Ceereretecaeincanes Ceresesensestnanaon 45

Three Hours Daily in Three Divisions: First Division.

Exercises ....... Ceerenreteeetaenas Ceecesenateanianas 30
Study ceveeeiinnnns Ceeeneiarearreaenae teeenreennensees 30
Second Division.

T - S ceeeen P &1
PIECE vvvvnrreennnenranansnreceasasananses cereseeeeses 49
Third Division.

Scales and eXercises.......ccoeceeconeass Cerenenensenenss 15
Reading easy mMusiC.......ccoevvivenonns S 11
As the teacher directs.............. eeeectenasttcannnns 30
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Four Hours in Three Divisions: First Division.

Exercises ..... e teeeteeaaataetaattantttaanatnanans
Studies ...iiveiiiiiiiiiiiiieieinans Ceeietesteceeaeas ..

Second Division.

Third Division.
Re-learning old PileCeS...ovvvieerrrnerennnrenaceannnes .
Reading ...... e etasteeaceeatenentetaateenttenatians .

Five Hours in Four Divisions: First Division.

Exercises ...... Ceseseecesestsiittattenatteaaseinntaanss
StUAY tiiiiiiiiiiiiiiettiiitiitntttecennnas
Second Division.
Scales and Exercises.....cccveveeeenenns teceeensarans .
Pileces t.ciiiiiiiiiinieiiannn tesseesecsetenccencsennans
Third Division.
Re-learning old piece.....ccviierinrirnersncosecnsennne
Reading ......... terenseneane Ceeereenes
Fourth Division.
As the teacher directs...cviveiiiiieiencercircerrenscnns
PAUER.
One Hour.
Technical exercises, SCales......ccveeeereeceeccnscencnns
Study ............. Ceeerstescesenans
Classical piece...... Cereerteeeeenarens Cereieees
A lighter piece.... Ceereseasesanes eeeee
Total .vvvvievnnnennnnnns
Four Hours: Morning.
Technical exercises, scales........ccoevvennnnns P
Studies . ..eveviieiiiretetitiritnastttetittnteteaennnas
Sonata or concerto...... et eeeenee ettt ateeaenas
Lighter piece......oovvveennnnsn Cereeetiereie it ianes
Total .............. teseeas vereees
Afternoon
Technical exercises.....covveveenes. Ceeaeetneseieraenan
Studies .............. e eeeseaetatttattteeereeaaeaas
Sonata OF CONCEItO. . uvrreeirnranereeennnnececsennnnnnas
Repetition of former pieces.......cvvvveeeeereecnnneenns
Memorizing or reading..... ceeaes feeenreiereaieenaes
Total ....... Ceeeereenntennnes Ceeeeiees
THe CortA PIANOFORTE ScHooL.
Two Hours.
Technical exercises......ccovveeeennneasns N
New pieces.....coviiueieieenieennonracsnanns
Revision ...evivievnnccinnceececnnns Cerereeenns
e ] Y
Fsve Hours for Morning and Afternoon.
Technical exercises.........coeeviiiviinninienn,
Etudes ................ eetieererseteeeticasnnnane
New DIeCES .evvvirrennnrennotnenarennseansannass eeaee
Revision and reading........coovvvierinecrrnecronncenns

88 28

88

10
15
25
10

20

120
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GORDON SAUNDERS.

One Hour.
Technical eXercises..........c.veeeevieereaccransennenen 10
L7 Y 10
LT LT 2 15
PReCE ittt i e it e et i 20
Old plece.....voeiriiiiiiiieiireietaneiaennennsnnsnnss 5
Total .oviiiiriiiii ittt 60

One Hour and a Half.

Technical eXercises .........cvieiiiviereerensaneencanes 10
T 10
1] 4T 15
8 1T 25
Old piece or Study.....oovvrintineenererenrreneencenens 10
Memorizing ....oovviiiiirnininiiinieneeneinernnennes 10
Reading .....cooiiiiiiiiiiiiiiiiiiiiiriineitenenianens 10

Total ..iviiiiiiiiinitinrneennannnnns 90

SPECIMEN TIME-TABLES GRADED

J. ALFRED JOHNSTONE.

NUMBER OF MINUTES DAILY



PRACTICAL HINTS ON PIANO STUDY

By IGNACE J. PADEREWSKI

[This article by the great pianist was very carefully prepared. It was told by him to an interviewer, who transferred the

thoughts to paper.

Then M. Paderewski went carefully over the manuscript.

The article may, therefore, be said to

represent M. Paderewski’s exact views on piano-playing, prepared under the most careful conditions.]

=32 HE first requisite to becoming a really good
Laﬁ“ pianist is talent. I will say this, however:
‘3“;“\," Bq| that, given good tuition, any one with the
)A(“.U ability to work, and application to it, can

. learn to play; but it will not be artistic.
Nearly every one has talent for something, and the
great point is to discover that talent, to give it a fair
trial in cultivation, and to stick to its development.
If your talent is not for music, then find out in what
branch it lies. Money—and time, which is still more
precious, as it can never be regained—will be saved,
the whole life turned into another channel, and its
usefulness will be greatly increased.

But lack of energy or inclination for hard work
must not be confounded with lack of talent. There
are many with talent who are too lazy to work; such
would not make a success in any art, no matter how
great their aptitude. For this there is no excuse;
any one can develop energy.

The first quality for the piano student is a natural
musical gift, and then for its cultivation the energy
for hard work, and the important requirement of a
good, thorough teacher. In this last the responsibility
of a choice rests with parents whose indifference or
lack of insight may wreck the best prospects.

The sane, healthy way to study the piano is to
apply one’s thought directly to the work, laid out
methodically by the teacher, for a certain length of
time every day. That length of time depends entirely
upon the future that the student may decide upon.
If he or she takes up music as a professional, four
hours daily should be given to study ; if as an amateur,
two hours is enough. In both cases the divisions of
time devoted to practice should be not less than one
hour.

The fault most general, not only with girl students
but with professionals, is the sitting at the piano as a
pastime instead of working seriously. There is no
instrument that offers such inducement to idle away
time as the piano. Instead of taking the study of it as
a very earnest one, many fall into the way of looking
upon it as an amusement, idling away hours in pass-
ing agreeably from one thing to another. These mis-
spent hours end in a smattering of knowledge and a
certain amount of faulty fluency, of no solid use
when it comes to practical application.

Of course, in playing the piano the fundamental

factor is technique, but that word technique includes
everything. It includes not dexterity alone, as many
mistakenly think, but also touch, rhythmic precision,
and pedaling. That combination is what I call tech-
nical equipment.

I consider it my duty to say why I mean that true
technique comprises everything. There are good art-
ists who have only one or two of those factors of it
that I have named. They may have good facility
and strength, but no rhythm, and no knowledge of
how to use the pedals. In this class it would be easy
to find many great artists whose incomplete command
of all that goes to make technique would confirm
what I have said. Again, some have all but the beau-
tiful tone. The true technique is not made up of
one or more of its necessary factors, but it must
comprise them all, and each demands its special train-
ing and study: dexterity, rhythm, correct pedaling,
and tone.

In speaking, then, on the subject of piano-playing,
what should first be considered are these very factors
of technique and how to get them.

The length of time to be devoted daily to finger
dexterity depends upon what stage of technical de-
velopment the student is in. For those who have
the fingers already prepared, naturally less time is
required, and more may be given to the study of
pieces. But, no matter what stage of progress the
student has reached, one hour daily of this branch
of technique is indispensable.

First, begin your study each day with the five-finger
exercises and the scales. Play them slowly, very
legato, and with a deep touch, giving particular atten-
tion in the scales to the passing of the thumb under
the hand and of the hand over the thumb. The real
secret of playing rapid, brilliant scales is this quick,
quiet passing of thumb and hand, and by it many
difficulties may be avoided.

The position of the hand in this is of great impor-
tance. In playing up the scale with the right hand,
and in playing down the scale with the left, the part
of the hand toward the thumb should be held con-
siderably higher than the part toward the little finger.
Thus, by raising the inner part of the hand next to
the thumb, and dropping the outer part next to the
little finger, there is more room for the thumb to pass
under the fingers unobstructed and easily.
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In coming down the scale with the right hand, and
in going up with the left, the position of the hand
should be reversed—that is, hold the hand lower
toward the thumb, and higher toward the little finger.
By observing this position you will already be par-
tially prepared for the passing of the fingers over the
thumb, and have also, as in the case of the first posi-
tion mentioned, a shorter distance to go to strike the
keys.

These positions of the hand are of utmost impor-
tance not only in scales, but also in acquiring fluency
in arpeggios, and in passage-playing of all kinds.

With many the quality of tone is inborn, and con-
nected with a natural sense of musical beauty. This
depends, too, in great measure upon the construction
of the hand and fingers. People with thick fingers
have a natural tone, and consequently little difficulty
in developing a beautiful touch. Others will have to
work a great deal under good direction before they
acquire that same beautiful tone. In the latter case
the practising of slow passages with a deep touch,
and without lifting the fingers very high, is most im-
portant. At the same time each separate tone should
be listened to and its quality noted. The position of
the hand in training depends on its natural construc-
tion, and requires individual treatment. For instance,
in training, the strong hand with the thick fingers
may be held even, with the knuckles down, while the
weak hand with long fingers should be held with the
back ball-shaped or arched, with the knuckles up.

In the training of the hand a great fault is very
common, not only among amateurs, but even among
professionals, and that is the bending out of the first
joints of the fingers where their cushions touch the
key. Such a position of the finger, its joint bent out,
makes the getting of a good tone impossible. Stu-
dents and teachers should pay great attention to the
“breaking down” of the last joints of the fingers; it
is a difficulty that must be settled in the very begin-
ning. I even go so far as to say that those whose
finger-joints ‘break down” should not play the piano
unless they have energy enough to correct the fault,
and it can be corrected.

The ability of producing a legato may be acquired
by two means: First by careful fingering, and second,
by the use of the pedal. In the first case the quick,
careful passing of the thumb under the fingers is the
practical factor, always studying slowly, with a deep
touch, and listening closely to the binding together of
the notes. In the second case the judicious use of the
pedal is the aim.

As a hint to amateurs, I would say that it is a
mistake to be afraid to use the pedal in playing scales.
In quick scales the pedal may be most effectively
used to give brilliance and color, but only under a
certain rule. Use it on the unimportant notes—that is,
on the central portion of the scale—but never on the
important or closing notes. By this plan you give bril-
liance and color to the quick, passing notes leading
up to the climax; then, by shutting the pedal off, the
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final and important notes ring out with an added value
—<lear, firm, and effective.

It would take a volume to tell all about the pedal,
but these two things are the fundamental principles
of its uses to work upon, and need a very careful
application. Change the pedal with every change of
harmony. In playing the lower notes on the keyboard
its change should be still more frequent, because of
the slow vibrations and the thickness of the tone in
that part of the instrument.

The manner of holding the wrist should be indi-
vidual, according to the need of the pupil, and must
be decided by the teacher. Some play quick octaves
and staccato passages by holding the wrist very high,
while others employ a method exactly the opposite.
Facility in octave-playing is not a matter of strength,
for often players who have quick movement in oc-
taves have not much strength. Of course, there are
exceptions, such as Rubinstein, who had wrist fluency,
lightness, and endurance.

One of the most important things in piano-playing
is relaxation, thoroughly natural ease of attitude, and
absolute absence of stiffness or rigidity in sitting at
the instrument. Before the study of technique is
begun, ease of attitude in the player must be fixed
by the teacher. Poses and nervous movements can-
not be too zealously guarded against. Many profes-
sionals might well practise before a mirror to observe
themselves. The effect of even beautiful playing is
spoiled by grimaces and restless bodily movements.

Only too many think that they display a vast deal
of feeling if they make frequent ritardands and long
pauses on single notes. I would call this oversenti-
mentalism simply the abuse of rhythm. The only
way to avoid this is to keep as strictly as possible to
the rhythm and the tempo. Nothing is to be gained
by such affectation but distortion of the composer’s
ideas. Under this same head comes the exaggeration
of the rubato, so deplorably frequent in the playing
of Chopin. This springs from the same mistaken no-
tion that it adds feeling and character. The only
remedy of the fault is to stick closely to both rhythm
and tempo.

I am a believer in discipline. As long as a student
is enjoying the advice of a teacher he should follow
his directions absolutely. Any one who would insist
upon his own interpretation should not have a teacher.
If he thus imposes upon the teacher, and he gives in,
the loss is the student’s. A teacher, of even a small
reputation, represents a system, and it is of the great-
est importance in any kind of work to have a system.

As technical studies I recommend Czerny’s Opus
740, and Clementi’'s “Gradus ad Parnassum,” the
Tausig edition. The Czerny is pure technique, and
the Clementi is extensive and brilliant. These, to-
gether with some special finger exercises by the teach-
er, suited to the individual need of the pupil, will,
for a considerable time, be quite sufficient in the way
of purely technical studies. Afterward the “Wohl-
temperirte Clavier” by Bach, indispensable in train-
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ing the independence of the fingers and the tone,
should be taken up, and in due course the studies by
Chopin.

I do not believe in the clavier as a help to the stu-
dent, because by it he loses the possibility of control-
ling his playing. Its help will be not for him, but for
his neighbors—it will keep him from disturbing them.

It is only by playing the scales with strong accent,
and the slower the better, that precision and inde-
pendence of the fingers are acquired. First play the
scale through, accenting the notes according to the
natural rhythm. Then, as in speech, let the accent
fall upon the weak note instead of upon the strong
one, and play the scale, accenting every second note;
afterward place the accent upon every third note,
then upon every fourth. This gives absolute com-
mand of the fingers, and is the only way to acquire it.

The piano is so rich in literature for the student
at every stage of his advancement that a book would
be required to give a list of all the works open to
selection. To give a partial catalogue would only
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mean to slight a vast number of works equally worthy
of mention.

I shall confine myself to naming some composers,
who, in the general run of study, would be of advan-
tage to the student, and yet are neglected. First of all
I should advise Mozart, because, with our modern
nerves and excitement, it becomes difficult to play with
calm and simplicity. And these are the qualities that
are required by Mozart.

Of neglected older composers one of the greatest
of them all is Mendelssohn, whose “Songs Without
Words” are of such admirable use in acquiring a
singing quality of tone, and whose style of writing
for the piano is of the best. Then, too, for brilliancy
of technique I should advise Weber.

For advanced pianists I would recommend the play-
ing of Moszkowski among the modern composers. His
compositions, from the pianistic and pedagogic point
of view, are perfect, and it is my conviction that it
is scarcely possible to imagine a more perfect “clavier
Satz” than Moszkowski gives us.



PADEREWSKI
By T. P. CURRIER

the frequent adverse criticisms that

read and heard concerning the great

ist, it might easily be inferred by many

Paderewski could by no possibility be

uciu up as a good example for the student

of piano playing. These criticisms are varied, and

apparently emanate both from the thoughtless and

thoughtful music lover. A bright young woman re-

cently remarked, “It is the fad to say with a wise air,

‘I don’t care any more for Paderewski; he pounds
SO !’ ”

The reasons and feelings which lead Paderewski to
force the piano beyond its power of musical response
are those which have very largely contributed to make
modern piano-playing what it is. Liszt and Rubinstein
both forced the tone in their efforts to embody the
pianistic effects which existed in their imagination. In
their day they also were severely criticized. Neverthe-
less, they compelled the makers to construct the larger,
stronger, and fuller toned instruments, which now
respond so wonderfully to the demands of modern per-
formances. It was generally regarded as amusing that
Rubinstein often had two pianos on the stage at his
recitals, for fear of accidents. Yet it probably never
entered his mind to make the tremendous assaults that
were common in his playing for the express purpose of
breaking strings! To realize the possibilities of tonal
effect he had to experiment. With the great musician
this necessity for experimentation is part of his very
nature and is forever urging him on to new discoveries.
Without Berlioz and Wagner we should not have had
the modern orchestra, and its latest wizard, Richard
Strauss. And without Liszt’s and Rubinstein’s experi-
ments there would have been no modern piano playing,
especially none of those thrilling effects, great in sono-
rity and power, which we to-day have come to expect.

Paderewski has this same feeling for tone. Like
his great predecessors, he at times grows impatient with
his medium of expression. Moreover, continual play-
ing in enormous halls naturally incites him to attempts
to “fill them,” which occasionally overshoot the mark.
No wonder that in the excitement of performance the
hands of so emotional a player sometimes fall with
miscalculated force upon the keys. The wonder is
that this does not happen more frequently. That it
does not, testifies both to his complete muscular control
and to his wonderfully fine sense of tonal proportion.
Mr. Henderson of New York has truly said that al-
though Paderewski seems at times to make unreason-
able demands upon his instrument, the end is almost
always seen to justify the means.
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In common with some other pupils of Leschetizky,
Paderewski has been frowned upon for playing the
left hand first in simultaneous chords, and in basses
accompanying a melody. This is certainly a habit that
can easily become a vice, and in its extreme is one to
be abhorred. Yet this form of arpeggiation is indis-
pensable. When subtly applied it creates a body of
full and supporting tone, and it will also sustain an
otherwise empty melodic note in a manner extremely
effective and grateful to the ear. Many pianists, in
their anxiety to avoid its excessive use, carry to equal
extreme the “square stroke,” playing unarpeggiated,
and exactly together. Certainly nothing can be more
unmusical or tiresome to the ear. The golden mean
is undoubtedly the sure ground, and the close follower
of Paderewski will find the moments few when he
leaves it.

It is claimed also that he over-uses the tempo rubato,
to the disturbance of the rhythmic flow. All these de-
partures from generally accepted pianistic effects in
standard music must, however, be considered with due
regard to the source from whence they spring. Genius
experiments. The inspired pianist, stirred by his sym-
pathy for the music he plays, and his intuitive compre-
hension of its inherent beauties, seeks to re-create it,
to reveal it in a new light. It is to the pianist of this
type that we are indebted for recreations of the master-
pieces of piano literature. They cannot always be
judged by the established canons of custom.

Such a pianist is Paderewski. His magical touch,
his glowing tone-color, his uplifting interpretations,
have had an influence on the pianistic world probably
unparalleled except by Liszt and Rubinstein. The ex-
tent of his influence upon numberless young students,
also, has unquestionably been scarcely less great. For,
while his extraordinary virtuosic flights have been and
are beyond the pale of mere talent, the beautiful sim-
plicity of his delivery of smaller pieces has well served
as a perfect model in style and unaffected expression.
It is, however, as a technician and a worker that Pade-
rewski is of particular importance as an example. For
technique rightly studied and applied is the basis of the
creations of genius as well as of those of ordinary
ability. And without work, it is needless to say, noth-
ing is done.

Paderewski practises hard and with the keenest men-
tal oversight of the smallest detail. He aims constantly
to get the most out of every movement, every tone,
and every minute spent in practising. His training
of the playing apparatus from shoulders to finger-tips
is concise, far-reaching, and never wholly mechanical.
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His one object is to keep his many ways of tone pro-
duction and passage playing in order, and under per-
fect control, so that they may never fail him.

Students are not infrequently told that too much
attention to technique is ‘“‘nonsense”—that it destroys
musical feeling, and makes one’s playing cold and
mechanical. Paderewski’s playing offers a complete
refutation of such a statement.

Listen to Paderewski's own words to the writer,
on this subject, and on his methods of working in
general.

On being asked if he had done away with exer-
cises, and now kept up his technique through the prac-
tice of his répertoire, Paderewski replied:

“Quite the contrary. Every day, when practising,
I go through a set of exercises, finger repetition,
scales, wrist, etc. In thirty or forty minutes I can
put my hands in better condition than by practising
two hours on the music of my programs. But,” this
with a sly smile, “one must know which exercises to
<choose and how to practise them. -

“I believe,” he continued, “that every pianist should
practise daily, to retain the necessary flexibility, activ-
ity, and control.”

“And do you practise when in the midst of com-
position ?”

“I am sorry to say I do not always. When one
wishes to compose, and feels that he has something
to say, practising appears irksome. Yet its neglect
causes trouble.

“I like best,” he went on, “to work in the country.
Often in the summer, when tired of practising, I go
out into the fields and labor for an hour or two—
with bare hands. Of course they get stiff and sore.
But when I return to the piano, I feel reinvigorated.
The stiffness soon wears off, and I can practise again
with a clear head and steady nerves. While learning
my sonata, which is difficult, I got very nervous at
times, but work in the sun between hours of practising
would soon refresh me.

“I wish I could have such opportunity for manual
labor when on a concert tour,” he exclaimed with
earnestness. “Its effect upon nerves and muscles is
more restorative than anything else. When a pianist
has overworked he should not force himself to fur-
ther effort. Instead, he ought to stop practising alto-
gether, and go out into the country and rest until his
strained nerves and muscles become normal.”

Students who think they have studied a piece thor-
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oughly after having practised it diligently, phrase by
phrase, have little conception of the amount of work
Paderewski puts into the smallest composition on his
program. Although with scarcely a look at it he
could undoubtedly render it in a manner that would
satisfy even the critical listener, such lack of prepara-
tion never satisfies this great pianist. Every technical
point and every dynamic indication is considered anew.
And then comes the effort, through concentration of
thought and musical feeling, to give it complete ex-
pression—to make it live.

“I often lie awake the night before a concert,” he
has said, “going over in mind each number of a pro-
gram, and trying to'think how its essence may be
more fully expressed.” Taking Paderewski’s rare
musical nature for granted, such unremitting prepa-
ration, such concentration of vital energy, explains the
average wonderful perfection of his playing and his
readings.

No one is more delighted than he is himself to
strike a deeper note in the interpretation of a great
work. When the present writer spoke to him of
his great performance in Boston of the last Bee-
thoven sonata, a performance that revealed the fire
and passion of the first movement and the exquisite
tenderness and unfathomable longing expressed in the
marvellous variations, as genius alone could reveal
them, he only said:

“You heard me play it fourteen years ago.”

“Yes, but it is fine to have kept on growing up to
it—to be able to play it with more and more Beetho-
venish breadth and power.”

“Yes, that’s the thing to try for,” he replied simply.

Paderewski’s rendering of this sonata typifies his
growth in pianistic style and interpretation during the
years succeeding his first coming to this country.
Since those days, when youth and sentiment more
largely held sway over him, his progress has been
commensurate with the inherent strength and sincer-
ity of his musical nature. To-day his playing of
Beethoven is replete with the qualities of intellectual
force, deep emotion, and broad simplicity of style
that are its true characteristics. In his treatment of
Schumann and Chopin this maturer breadth and sim-
plicity also prevail. The sympathetic touch, the deli-
cacy and finesse, the dazzling, irresistible bravura of
his younger days, are still vividly present; but they
are now tempered by a deeper contemplation and a
more restrained passion.



READING AND MEMORIZING
FOR PIANO TEACHERS AND STUDENTS
By J. ALFRED JOHNSTONE

we were to form a hasty judgment from

»ur common observation of the cases where

ir excellent reader of music seems inca-

>able of memorizing; and, on the other

aand, of the cases where the player, to

whom memorizing appears to have become a second

nature, seems incapable of reading music fluently, we

might be inclined to conclude that fluent reading and

facile memorizing were two incompatible accomplish-
ments. :

Reading and memorizing in music call into play

~quite different faculties; and there may be more taste

and aptitude in any given case for the one than for
the other. The reader must possess natural quickness
- of eye and mental alertness; his business is to take in
and comprehend as much as he can see at a single
glance. For his purpose the fleeting impression re-
ceived from a rapid glance is sufficient; and practice
soon develops the quickness of eye and the mental
alertness required.

On the other hand, the memorizer is not at all anx-
ious to develop quickness of sight or the mental alert-
ness necessary for comprehending in a moment so much
as can be seen at a glance. He rather avoids this rapid,
sketchy method as being diametrically opposed to his
desires. What he wants is to get a fixed impression
in his mind and a fixed habit in his fingers, by reitera-
tion continued until the aid of the printed notes is no
longer required. While the reader tries to develop
those faculties which produce their best result by the
most rapid and effective attention to the printed page,

" the aim of the memorizer is, on the contrary, to with-
draw his attention therefrom as soon as possible.

The delusion that any intelligent pupil cannot be-
come expert at both reading and memorizing is as
absolutely unfounded as it is widespread. The very
fact that the reading powers of every average pupil
do develop to some extent, neglected as they are, is
proof enough that they would develop far more with
regular practice. If we reflect upon the slow growth
of a child’s power in learning to read the language with
which he is constantly familiarized by conversation
and by study, it will then seem matter far small sur-
prise that fluent reading in the complicated and un-
familiar language of music is not to be attained without
some fair proportion of time and study.

So, too, in the case of memorizing, there is no need
for special or peculiar endowments. On the contrary,
music is more easily memorized than verse because its
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memorization is helped by the habit and familiarity
of the fingers in: practising the notes and the eyes in
watching the keys. It is easy to prove, even to the
most distrustful pupil, that he can both read and mem-
orize. Get him to do both for you during his lesson.
Let him read one single measure of the music; if he
cannot do thus much, then his first business is to learn
his notes and their time values ; but if he can read even
one single measure slowly, then point out to him that
constant study and practice, such as he devotes to the
cultivation of his technique, for example, will bring
further ease and speed. Again, get him to learn off
for you one single measure of a simple melody ; if he
accomplishes this successfully let him add a second
measure. Suppose that after learning one measure
correctly he assures you that he cannot learn two
measures, show him his absurdity by asking him to
point out the particular note at which his memory fails.
Thus, by the simple experiment of doing it, each pupil
may promptly convince himself that he can memorize
or read. The expert reader is usually one who spends
most of his spare time, and who has from early years
spent most of his spare time, in reading all the music
he can find. And the expert memorizer is usually one
who began young to cultivate the habit of committing
his music to memory.1

From the very first lessons one-fourth of the time
of each lesson should be spent in going over fresh
notes: that is, in playing at sight. The pieces so read
need not afterward be learnt. There is more educa-
tional virtue in taking the very young pupil through a
good deal of fresh music than in getting him to labor
long, and probably in vain, trying to learn a few pieces
thoroughly. Very thorough learning is far more likely
to be useful after a few preliminary years of more or
less cursory study. For some years each fresh piece
taken for reading may be gone over three times. Right
notes may be the chief aim during the first reading; at
the second, time and rhythm may be added; at the
third, some attempt, however crude, should be made
to interpret the general character and expression of
the piece. During the first year or two, a beginner,
when reading, will probably find matter enough in the
notes, fingering, time and rhythm, to occupy his at-
tention fully. But so soon as is possible he should be
urged more and more to mental alertness, and to bear

1The student who prefers reading should be well trained
in memorizing; and vice versa.—Ep.
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in mind that the more he aims at the more he will
probably accomplish.

Not alone during the lesson should much time be
devoted to the practice of reading fresh music. A fair
proportion of the daily practice hours should also be
set apart for this important work. In the case of very
young pupils fifteen minutes daily may suffice; after
some fair progress has been made this may be in-
creased to half an hour ; and for a long period an hour
daily is little enough to devote to reading, both with
a view to greater facility and to a liberal acquaintance
with the pianoforte classics. While in the case of
young or backward pupils, the attention of the teacher
during the lesson will be taken up chiefly with notes,
fingering, time and rhythm, the reading lesson of the
expert pupil will be devoted chiefly to valuable inter-
pretative hints. And although reading may at first
seem tedious to the pupil who has, as it were, to spell
out his words laboriously, still, it is the duty of the
conscientious teacher to insist that it be not neglected
for a single day. Before very long the season of due
reaping will arrive, when what had been a weary task
will become, to the pupil of taste, a daily pleasure.

(1) Choose at first very easy music: that is, music
constructed upon a simple harmonic basis with but
little time complication, few accidentals and well within
the technical abilities of the pupil.

(2) Insist upon the habit, on the part of the pupil,
of counting aloud in a strong, clear voice, until some
sense of time has been cultivated, but not longer. This
counting may be accompanied by beating with the foot
or the use of a metronome. On no account allow the
pupil to shirk his proper labors of explaining the cor-
rect counting himself for each piece, and then doing
his own counting ; for thus only will he become qual-
ified to do this important work for himself during his
practice hours when he cannot be dependent on the
help of his teacher. Let the tempo chosen be suffi-
ciently slow to allow of accurate time being kept.

(3) Before any playing begins, let the pupil explain
the time signature and mention the sharpened or flat-
tened notes belonging to the key of the picce; and
make sure that proper rhythm is always associated
with time, both in the counting and playing.

(4) See that appropriate fingering is always used.
In order to guard against the habit of using wrong
fingering when the pupil is practising reading by
himself, it would be well to choose always carefully
fingered editions of the music set for practice. '

(5) Train the pupil to the habit of always looking
a little ahead of the notes he is actually playing and
taking in as much of what he sees as he can in a single
glance. At first, while playing the last beat of one
measure, he could glance forward to the first beat of
the next measure. As his powers, both for attending
to what is actually being played and for apprehend-
ing what is about to be played, develop by prac-
tice, the pupil will soon gain the ability to glance
ahead for one or two measures and to form an idea
of the sound of what is about to come.
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(6) In this section of the work the term “reading”
has been adopted, since that is the term in most com-
mon use. It might perhaps be better to encourage the
use of the two terms “reading” and “playing at sight”;
the former simply for the exercise of looking over the
printed notes and from them trying to form a correct
idea of the sounds they are intended to represent; the
latter, as associated with the performance on some
instrument of what is seen. Some system by which
the power of reading in the first of these senses may
be developed is very desirable. No intelligent playing
at sight can very well be accomplished unless the
player can form some fairly correct notion, from a
glanc: at the printed notes, of the sound of what he
is about to play. And it is because of the inability of
the average pupil to imagine the sound from mentally
reading the notes, that the playing at sight commonly
done is so far from adequate or intelligent. Exer-
cises in writing out music from hearing the notes
played over will be found to be some help in developing
this power of grasping the sound of notes from look-
ing at them. This subject is now receiving some of
the attention its importance deserves; and for the pur-
pose of training the ear some very useful text-books
are now published. “Elementary Ear Tests, How to
Learn and How to Teach Them,” by the author;
and “Ear Training,” by Dr. Sawyer, may be named,
among other works.

(7) Never allow the pupil to stop to correct a single
mistake, or to pick up a note missed. Whether he
stumbles, whether he plays wrong notes, whether he
omits notes altogether, teach him to go straight ahead
supported by the steady swing of the rhythm. Thus,
and thus alone, will he acquire the power of so grace-
fully hiding his errors that they will not be noticed.
There are few habits more irritating in a player than
that of calling attention to every stumble he makes by
vain attempts at correction; and it is quite as ineffec-
tive as trying to pick up dropped specimens of the
letter 1. Though the essence of careful practising is, to
correct every error, the same method means ruin to
any chance of facility in reading. One of the most
effectual helps in this part of the pupil's work is the
practice of reading duets, or accompanying some in-
strument or voice, for in practice of this kind there is
no time for correcting errors, and so the pupil gets into
the habit of going steadily on with his playing, hiding
deficiencies as gracefully as possible.

(8) So soon as the pupil is capable of appreciating
the fact, explain to him that good reading does not
consist simply in striking the notes, but in the right -
rendering of the music. After training his ear to
appreciate pitch, rhythm, tone variety; after showing
him, both by illustrations as well as by his own expe-
rience in playing, something of the style and character
of various musical forms, such as marches, gavottes,
nocturnes ; then urge him to try to form some mental
conception of the style or character of the piece he is
about to play, and to express that character in his
rendering. Induce him to try always to make the
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piece he is playing sound as beautiful as he can; to try
to elicit some music from it.

In order to convince your pupil the more effectively
that good reading does not consist entirely or chiefly
in merely striking the notes, illustrate the effect of
adopting a like course in the reading of a piece of
poetry. Gabble over the words, regardless of metre,
punctuation, emphasis, sense, feeling, intelligence, and
even the most obtuse student will readily admit that
this can hardly be called readinz at all.

(9) For the purpose of developing quickness of
eye, it is advisable to get the pupil to spend a portion
of the time set apart for reading in simply trying to
strike the notes in time, as fast as he can. Spite of the
drawbacks mentioned in the preceding paragraph,
spite of neglected expression, spite of stumbling,
wrong notes and notes omitted, it is worth while spend-
ing a little time every day reading over notes at a
fast pace. For only thus is it possible to develop that
quickness of eye which is required to enable one to
read rapid music.

(10) How to choose suitable music for practice in
reading, especially at a reasonable cost, is a difficulty in
the path of many teachers. The first essentials are
easy pieces, short pieces and plenty of variety. The
simpler and more melodious, or the more strongly
marked in rhythm, the music which is at first chosen,
the better will the results prove. For the purposes of
the young pupil, Gurlitt’s music is very suitable. A
great many books of his short pieces are published by
Augener; and a special catalogue contains a large list
of these pieces classified in degrees of difficulty. Krug
is likewise a fertile composer and transcriber of pieces
suited to the needs of the immature reader. After
these, the sonatinas of Lange, Dussck, Kuhlau, Rein-
ecke, Clementi, may be recommended. These may be
interspersed with albums of marches, gavottes, min-
uets. Gurlitt’s Opus numbers 130, 219, 224, 205, 74,
101, 104; Krug’s Album, “Lieblinge der Jugend”;
Germer’s “School of Sonatina Playing”; Litolff’s
“Classics for the Young”; Scharwenka’s “Album for
the Young”; and Neustedt’s “Bluettes” and “Pensées”
may be suggested as something like the kind of pieces
suitable for youthful readers.! The attention of the
student is also called to the following new works by
the author: “Eighty Graded Pieces for Sight Read-
ing”; “Album of Attractive Pieces”; “Elementary
Sight Reading Album.”

(11) Part of the time prescribed for reading should,
wherever possible, be spent in accompanying and in
the playing of pianoforte duets. As has already been
stated, time and rhythm are more easily observed in
duet-playing; and in all music where two or more per-
formers take part, the temptations or the opportunities
to stop at a stumble or a wrong note are greatly less-
ened by the desire to keep with your fellow-player. In
accompanying a soloist, mental alertness and quickness

*A number of these may be found in Vol. V of The
World's Best Music.—Eb.
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of eye are further stimulated by the necessity to watch
the notes of the soloist and by having to listen to and
follow his lead.

Concerning the art of playing accompaniments, there
is little to be said except to remind the student that
his business is to be sympathetic, intuitive and quick
to follow the dictates of sympathy and insight. The
part of the accompanist is to listen carefully to the
soloist, to feel by intuition how his singing or playing
is going to lead, to follow that lead and to sacrifice his
own ideas if need be, while at the same time collabo-
rating with the soloist so as to help his performance
and make it the more beautiful. The two bad accom-
panists are those who obtrude their accompaniment so
as to call attention from the solo to it; and those who
lag so feebly, so timidly, so unsympathetically behind,
as to give no emotional or artistic support to the solo-
ist. The perfect accompanist is he whose performance
is so completely in harmony with the solo that the
listener never thinks of distinguishing between the one
and the other. Long practice, thoughtful care and
anxious watchfulness are essential preliminaries to
the attainment of this ideal.

These cursory suggestions on reading and accom-
panying may be supplemented from other works on
teaching; but what can be said is of small practical
value compared with what is to be accomplished by
steady, careful practice. When a pupil says to me: “I
would give anything to be able to play as a great player
I once heard”; I add, “except the work.”

Memorizing is also mainly a matter of steady work,
and of work undertaken from a very early stage in the
pupil’s career. But whereas reading should occupy
a considerable portion of the time of the lesson and of
the time set apart for practice, memorizing requires
but a very small portion of either. Its great advantages
are that it saves the labor of carrying about books of
music ; that music played from memory is much more
impressive to the hearer; and that the performer is
able to give his whole attention, with far more free-
dom and far less restraint, to the interpretation of the
music.

There are various methods of memorizing music.
The commonest is that of the happy-go-lucky student
who depends almost entirely upon his faculty of touch.
He trains his fingers so perfectly in the paths of a
piece, that once started, they will, almost without an
effort of the mind, go through mechanically to the
end. This muscular or finger-memory is, unfortu-
nately, not altogether reliable; and where a break-
down occurs the case is often hopeless. Strange to
say, Paderewski is reported to depend upon this method
of memorizing. There is little doubt that in many
cases it is far the easiest method. But how few play-
ers there are who practise so persistently as Pade-
rewski in order to insure themselves against a break-
down? Yet this method has its advantageous side;
for more than one great pianist, when his mental or
intellectual memory failed him in the midst of a per-
formance, saved the position by ceasing to try to
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think at all, and letting his fingers run along of their
own accord. This muscular or finger-memory is best
adapted for brilliant passages constructed upon a scale
or arpeggio basis or upon the repetition of a certain
florid pattern or figure; and especially for those rapid
passages whose certain execution is only attained after
much practice.

A second plan is to learn the notes of the music by
heart, a few measures at a time. Writing the notes
out after trying for some time to learn them often
helps to fix them securely in the mind. This method
may be aided by the impressions received by the fin-
gers during practice ; or it may be undertaken, as Von
Billow undertook it, without playing at all, just as
one would learn off the words of a piece of poetry or
of an oration. A modification of this plan is to try to
fix in the mind a picture of the pages of the music
from which the practice is done. And then, with the
help of the faculty of touch, this mental image carries
one successfully through, even though each individual
note may not be fixed in the mind so distinctly and
surely as to enable the student to write a fair copy
of the piece. In all cases of intellectual memory, the
senses of touch, sight and hearing, of course, con-
tribute some share to the total result, even though the
proportions may be different in different cases and
different individuals.

There is little doubt that by far the most perfect
method of memorizing consists in a studious combina-
tion of the three methods suggested, suiting the pro-
portions of the various methods to the needs of the
particular case. The notes should be committed to
memory, measure by measure; and, as an aid, some
music should be copied out from memory day by day.
In addition to this plan, the student should try to form
in his mind’s eye as clear and distinct a picture of the
pages of the music as he can; and, thirdly, by dint of
constant practice, he should train his fingers so per-
fectly in the figures of the composition that they could
run on of their own accord in case of any lapse of
mental grasp of the composition.!

A careful analysis of the form of each composition
into its structural parts and a careful observation of
“its logical. development and its coherent unity, will be
found helpful in attaining a firm mental grasp of the
whole. In addition to this grasp of the general struc-
tural outline of the composition, subjects for helpful
study will be found in the modulations of the piece,
as well as in harmonic basis of all the brilliant figured
passages and the patterns upon which these passages
are modelled.

A very important duty of the teacher is, to see that
the pupil is not allowed to forget pieces formerly mem-
orized, by continual neglect of them in favor of newer
pieces. Each week some of the older pieces should be
reheard, so that the repertoire of the student may
constantly increase. Besides this recapitulation, the

1See “The Leschetizky Method,” in this volume, for
practical work in memorizing.—Eb.
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teacher should also require a periodical comparison of
the memorized pieces with the printed notes, in order
to make sure that meantime there have been neither
alterations nor omissions. This caution is of the
utmost importance since, in some well-known schools
of music, it was found that the indiscriminate practice
of memorizing without the most careful and regular
revision and comparison was productive of far more
harm than good.

Memorizing should be practised regularly every day;
and each week the teacher should hear some fresh
composition played by heart. If any part of a pupil’s
education is left entirely to his own care it is almost
certain to be neglected.

Unlike reading, memorizing is an accomplishment
very easily and very quickly gained by steady prac-
tice, especially if it be begun early in the pupil’s career.

"The best time of the day for practice in memorizing

is the morning, when the mind is fresh.

Guidance is perhaps desirable as to a wise progres-
sive choice of music to be memorized. As in reading,
the easiest pieces to memorize are simple melodies with
simple accompaniments; then simple airs with simple
variations; then brilliant pieces of a rondo type, of
simple construction and founded on a simple harmonic
basis. After these, the pupil may go on through a
course of easy marches, gavottes and other pieces of a
simple and regular form, to the easier works of Men-
delssohn, Weber, Haydn and Mozart. Later on, the
compositions of Beethoven, Chopin, and Schumann will
lead to the complicated contrapuntal polyphony of
Bach. )

The most excellent work yet published upon this
subject is that by Dr. Shinn, entitled “Musical Memory
and its Cultivation.”

HinTs FOR PIANOFORTE TEACHERS

(a) Study your own work carefully, thoroughly and
in minute detail. Never rest satisfied with your present
knowledge, but advance persistently, remembering that
in your case stagnation is practically synonymous with
retrogression. Look for, review critically and use any
fresh light that may arise. The non-progressive
teacher cannot hope to win in the race of progress or
to fulfil his duty as he ought.

(b) Be thorough and systematic in your teaching.
The more you demand of your pupil the greater will
be his achievement. ® The more you insist upon ac-
curacy in every detail, the nearer will he approach to
artistic success. The more you stimulate him to mental
alertness and concentration, the greater will be his
capacity for rapid and effective work. The more
orderly and systematic your instruction, the more
orderly and systematic will all his study be.

(c) Aim at being absolutely clear and unaffected
in all your instructions. Explain your points in simple,
intelligible language ; make quite sure that your pupil
understands your explanations; and then see that he
carries them out in every detail. Eliminate cant words
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and phrases of every kind from your vocabulary, no
matter how fashionable they may be, or how fash-
ionable the teacher who affects them may be. And
remember that the first step toward lucid explanation
is, a thorough mastery of the meaning of the subject
by yourself.

(d) Bear in mind that careful, patient, insistent
teaching, is your part of the foundation of successful
playing, whether it be the playing of an amateur for
pleasure’s sake, or of a professional player for his
livelihood. And therefore, whatever else you may
neglect during the early years of the pupil’s educa-
tion, never neglect to insist upon thoughtful and effec-
tive technique, good fingering, steady and strong
rhythm, even time, varied tone shading, intelligent

_ shading, intelligent phrasing and appropriate style.

(e) Do not expect to develop in the pupil a taste
for fine music very rapidly. Use tact in this part of
your work, remembering that it is wiser to induce the
pupil to like what is pleasant and popular, if only it
be good music in any sense of the word, than to dis-
gust him by too severe and exacting demands.

(f) Wherever possible, get your work as a teacher
periodically tested by competent outside judges, in or-
der to gain a reasonable assurance that there is no re-
trogression in your work. The teacher who neglects
this wise precaution very often finds himself left behind
by those who keep an eye on the forward march of
educational methods.

And tests of a desirable kind
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are now easily found when so many trustworthy and
capable public bodies are conducting courses of exam-
ination from year to year.

(g) Try to model your own taste in music upon
those standards acknowledged by the voice of the
world to be the greatest. While avoiding narrowness
of taste, do not fear to measure the work of new com-
posers by comparison with that of the five “sleeping
kings” of the world of music: Bach, Handel, Haydn,
Mozart and Beethoven. This method of critical self-
education will give you a sense of proportion in your
judgments which will preserve you from much error
and will make your counsel valuable.

(h) Do not train your pupils to be unintelligent
imitators, by teaching simply through illustrations.
Teach rather by principles, and urge your pupils to
develop their own mental resources by applying the
principles they learn.

Do not spare yourself. Though you expend all your
best energies, try, as far as you are able, to stimulate
your pupil to enthusiasm. An example of watch-
fulness, alertness, earnestness and enthusiasm, in the
teacher, is the best begetter of like virtues in the pupil.
All through life, earnest, accurate and conscientious
work, is valuable, not alone, even in the case of music
teaching, for the musical fruit it bears, but also as a
power to develop that most precious of all possessions,
a noble character.

“By toil is the way upward, upward therefore toil.”



THE VALUE OF THEORY
By E. R. KROEGER

¥ to bring out their own “interpretation” of
{| the works in hand. And these so-called
“interpretations” are frequently inflicted
upon a suffering audience, with no feeling of remorse
on the part of the teacher.

Suppose that a young and untried student of elocu-
tion were to study conscientiously the parts of “Ophe-
lia” or *Juliet,” and then appear in her own “interpre-
tation” of these roles before the public on the stage of
some well-known theatre. What would be the inevi-
table result? And yet the student of elocution would
surely have gone to school in her early years and
studied spelling, reading, grammar, rhetoric, compo-
sition, etc., as a matter of course in her education.
What kindred studies does the average pianoforte
student undertake? If not, is it not all the more
reprehensible that original “interpretation” should be
publicly given, with nothing to guide the performer
beyond impulse or caprice and a few side observations
by the teacher made from time to time without unity
or coherence?

The fact is that an appalling ignorance concerning
music as an art exists. To nine persons out of ten,
music means only ‘“entertainment.” It is for the pur-
pose of ‘“giving pleasure,” or “passing the time” or
for dancing. Why should the intelligence be used?
What is the use of historical and theoretical study? Of
what account are these interminable sonatas and
dreary fugues? “Like and dislike” regulate the proper
place of musical compositions, although with poetry
or painting there are standards by which art works
may be measured.

Fortunately, there are some who hold contrary be-
liefs, and they “leaven the loaf.” Little by little their
efforts bring forth good fruit. They have ideals, and
are earnest in impressing those ideals upon others.
Times of discouragement come to them, but here and
there an earnest follower is seen who will uphold their
teachings. Such a teacher not only corrects and di-
rects technical work, and deftly and accurately develops
good style, but he also points out a systematic course
of earnest literary study.

The correct reading of a composition demands a
knowledge of its construction. It is true that a small
lyric piece may occasionally be played with a proper
consideration of its design and content without the
player’s being an educated musician. But when the
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composer indulges in the masterly development of a
given theme, or in subtle harmonic or contrapuntal
progressions, how is it possible for the pianist to play
with an intimate acquaintance with his work, unless
he be well schooled in the technique of composition?

The study of harmony and counterpoint corresponds
to that of a knowledge of the alphabet, spelling, gram-
mar and rhetoric in literature. The study of compo-
sition, form, canon and fugue corresponds to the writ-
ing of essays and letters. When the student of lit-
erature has gone through the above studies, he is in a
condition properly to appreciate the works of the
masters of literature, or to construct original produc-
tions of his own. His opinions have weight because of
his studies. Naturally, the case is the same with the
musician.

If he has studied theory and comparison, his
“interpretations” are entitled to respect and considera-
tion because he has mastered the construction of the
various forms of his art. His knowledge, combined
with his judgment, will cause him to portray differently
a nocturne and a sonata, a “song without words” and
a fantasia. Also, the wider his knowledge, the keener
becomes his appreciation of the contrasts in styles be-
tween the composers. The uncultured pianist knows
nothing of the nature of the difference between Chopin
and Schumann, between Beethoven and Mendelssohn.
Consequently whatever he plays is given in the same
manner. Indeed, none of his performances reflect
the composer, but are the result of the emotional ec-
centricities of the player.

The cultured pianist has a very different viewpoint.
He has studied the biographies of the masters of mu-
sic, and knows of the influences upon them of their
environment, as well as of their temperament. Being
familiar with the construction of the compositions in
hand, he can bring into relief those features requiring
such treatment, and subdue others. Thematic devel-
opment and differences in light and shade give his
work life and interest. Is there not a vast dissimilarity
between these “interpretations ?”

To secure artistic results it is certainly worth while
to carry out a course of theoretical and historical
study. Some may object, and say “but it is so long,
so hard, so uninteresting.” The same objections may
be urged against school studies. However, when one
has received a grammar school, a high school and even
a university education, is it not worth while? Does not
the end justify the means? So also is it in music.
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By ARTHUR ELSON

two centuries ago, in a well-known

in city, a certain man might have

seen playing diligently at the harpsi-

. while another man listened unseen.

, wuuyect and answer, counterpoint and

canon—all came in orderly sequence from the player’s

fingers, while he wove them into a glowing web of

tonal beauty. But the listener did not seem duly

responsive; in fact he grew more and more gloomy,

and at last disappeared, to start a long homeward
journey. ‘

The player was Bach; the concealed auditor, Mar-
chand. Usually Bach’s music does not drive people
away; but Marchand was to have met Bach in a
harpsichord centest on the following day, and from
the knowledge gained by his Sherlock Holmes meth-
ods, he felt that he would not be equal to the oc-
casion.

Yet Marchand was a famous performer in his
native France. Once he boasted that he could add
an embellishment to every note—a valuable accom-
plishment in the days when instrumental tones could
not be sustained long enough for a legato such as the
piano allows. The spinet and harpsichord had strings
which were plucked by .quills when the notes were
played. The result was a rather “tinny” quality of
tone. Its short duration was due in part also to the
fact that the strings were not then kept at the high
tension made possible by modern improvements.

The clavichord was a light-toned instrument of a
different sort, in which a metal blade, or “tangent,”
struck the string, and at the same time was held
against it to serve as one end of the vibrating part.
The tone of the clavichord was naturally very light,
but it had a haunting sweetness and charm that ex-
plains why it kept in vogue so long after the invention
of the piano. The clavichord had one possibility that
has not been equalled, except in the most modern
electric instruments; its tone could be made to
swell and subside. This was done by increasing and
diminishing the pressure on the key while holding a
note, and it caused actual swells and subsidences, as
well as slight pitch alterations similar to our violin
vibrato. Beethoven tried to imitate this effect on the
piano by alternately using and releasing the soft pedal,
but he did not succeed.

Before Bach’s time the thumb was not generally
ased, and scales were played in Mattheson’s day by
the overpassing of fingers. But madern methods soon
came in, and we find Bach’s son, Karl Philipp Eman-
uel, writing a book on the “True Art of Playing the
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Piano,” in which he praised expression in a way that
showed him to be a real artist. But even Karl Philipp
preferred the earlier instruments, and it was his
brother, Johann Christian Bach, of London fame, who
was most truly a piano devotee.

Domenico Scarlatti was the leader of the early
school in Italy. He introduced new technical effects,
such as cross-hand work. But when he grew old and
fat, and unable to give the cross-hand effects himself.
he dropped them from his works. Scarlatti and
Handel met in one of the customary competitions, at
Venice, in which a drawn battle resulted at the harpsi-
chord, while Handel was awarded the victory at the
organ. It is said that after this Scarlatti would
cross himself devoutly whenever the German master’s
name was mentioned. Handel used to sit at the harp-
sichord to conduct his operas, and the other players
had to follow him, just as the members of our own
small theatre orchestras follow the lead of the first
violin.

The work of Arnold Dolmetsch in reviving the
harpsichord (along with many other old instruments)
shows that it was not at all a primitive affair, like
the smaller spinet or the still smaller virginals and
octavina. The full size harpsichord had six pedals
and two manuals (keyboards), some of the pedals
serving as couplers. Many effects could be obtained
in playing; and the repertoire was certainly worthy,
for it contained sonatas by Purcell, tone-pictures by
Rameau and the great Couperin, and the excellent
pieces of Scarlatti, to say nothing of Bach. The
spinet was a lighter instrument, with one manual.
The virginals consisted of a small keyboard of three
or four octaves, with the strings in a portable box
that could be laid on a table. Even this light affair
had a striking repertoire; for English composers of
the Elizabethan and early Stuart period wrote for it
with remarkable expression and a most wonderful
grasp of musical possibilities. The name probably
meant an instrument for girls, and had no especial
reference to the “Virgin Queen,” although Elizabeth
could play it with some success.

The piano was invented in 1709, by Bartolomeo
Cristofori. For a while it was hardly known; then
it became a rival of the harpsichord; and by Bee-
thoven’s time (and largely through his influence) it
supplanted the earlier instrument.

Clementi and Mozart were the most famous of the
early pianists. Clementi’s “Gradus ad Parnassum” is
still held a worthy and necessary achievement for the
piano student. Mozart was the most famous of
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child prodigies, and travelled about giving concerts
with his sister when only six years old. When he
was twenty, a critic said of him, “Mozart plays with
great power, and reads whatever is put before him;
but that is all that can be said. Beecke is far su-
perior.” But Mozart must have changed later on; for
Rieder speaks of his “bold flights of fancy,” *“‘heav-
enly harmonies,” and skill in extemporization. The
usual contest took place between Mozart and Clementi,
and as a result Clementi set to work to unite his
rival's “singing touch” with his own technique.

As an example of the many ways in which genius
was expected to show itseli, a concert given by Mozart
at Mantua may be cited. The programme included
a symphony of his own; a piano concerto for him to
read at sight; a sonata to which he should add varia-
tions, with a repeat of the sonata in a new key; the
words of a song, to which he was to improvise an
accompaniment, and which he was to sing himself;
themes given by the audience, on which he was to
improvise a sonata and a fugue; a trio for which he
would improvise a violin part; and as finale another
of his symphonies. Mozart was one of the naturally
gifted ones who could improvise fluently. Beethoven
was another, and music would be richer to-day if
there had been some early phonograph to take down
his improvisations. Most wonderful of all, though,
was the ease and freedom with which Bach would
evolve the most glorious contrapuntal works at the
organ.

Beethoven showed a passionate strength in his play-
ing, and proved himself a true artist by making tech-
nique a means rather than an end. Steibelt once
challenged him to a trial of skill, but after hearing
Beethoven play he rushed from the scene in dismay.
Steibelt, however, was no bad pianist, and developed
pedaling very thoroughly. Beethoven’s pupil Ries
was another pianist of powerful expression, though
one critic ca'led him a “wood-chopper at the piano.”

Among other pianists of this time, Dussek intro-
duced the Harmonica, or set of musical glasses in-
vented by Benjamin Franklin. He was the first to
set the piano sidewise on the stage. More accurate, if
less broad in expression, was Cramecr, whom Bee-
thoven considered the only true artist of his time in
performance. Beethoven may have been biassed by
Cramer’s adulation, for when Cramer grew old his
playing seemed “rounded and masterly, but dry,
wooden, harsh, and without cantilena,” yet Cramer
had heen a great Beethoven player. Woelfl was an-
other rival of Beethoven, and had very large hands.
He, too, could extemporize fluently, and once, when
a passing band disturbed the music of one of his con-
certs, he caught the rhythm of the drums and worked
his theme into a march until the band was out of
hearing. Czerny called “Woelfl, distinguished for
bravura playing; Gelinek, popular for his brilliant and
elegant execution; and Lipansky, a great sight-reader,
famous for his playing of Bach’s fugues.” Czerny
was g good pianist, but was better known as a teacher,

SOME FAMOUS PIANISTS

numbering Thalberg, Liszt, and Queen Victoria
among his pupils. Hummel was much admired, and
called the equal of Beethoven in playing, but he was a
little overrated, and had more technique than expres-
sive power. Kalkbrenner was a child prodigy who
grew into a brilliant, but rather mechanical pianist,
behind the English Cipriani Potter in expression,
Kalkbrenner taught much, and invented a guide-bar
for the wrist to rest on, which has been wisely dis-
carded. Technical inventions to help the hand have
never secmed successful, and we find Schumann ruin-
ing his piano hand by an attempt to strengthen his
fourth finger with a pulley-and-weight contrivance.
Incidentally this was a fortunate thing for the musi-
cal world, as it forced Schumann to go into composi-
tion. Some succeed in both fields, as Liszt or Rubin-
stein show ; but often the composer is only an indif-
ferent pianist. Schubert once broke down several
times in one of his own fantasias, and finally stopped
with the impatient remark, “That stuff is only fit for
the devil to play.”

Ignaz Moscheles was considered the foremost pian-
ist of the generation after Beethoven and Hummel.
He showed a crisp touch, clear phrasing, and the
most careful valuation of accents; and he made little
use of the pedal. These qualities are well suited to
show the clear structure of classical music, and it is
not surprising to find Moscheles a devotee of Bee-
thoven. He looked rather askance at the new school,
as represented by the music of Chopin and Liszt; but
he modified his objections somewhat after hearing
Chopin play. Mendelssohn, if less famous as a pian-
ist, was still clear and pleasing in performance. He
could play well at the age of fifteen: and when he
went to Moscheles for lessons, the latter said, “He
has no need of lessons, and he can easily take a hint
from me about anything new if he needs it.”

Chopin’s playing was a marked expression of his
personality in its feeling, its sympathy, and above all
its delicacy. He had his own gradations from pp to ff,
and they were all softer than those of a Liszt, or
even a Moscheles. Where Beethoven painted strong
subjects along great lines, Chopin was an artist in
the more delicate pastel effects. “His playing was
light and airy,” says one critic, “and his fingers
seemed to glide sidewise, as if all technique were a
glissando.” Above all, as one might expect from his
expressive works, he was a master of rubato—the
expressive retarding or accelerating of melodic notes,
by which a melody is made captivating while its ac-
companiment is kept in strict time. In playing, as
well as in composition, Chopin certainly earned his
well-known title, “The Poet of the Piano.”

Henselt was a renowned pianist of much expressive
power, and great versatility. He used to practise the
Bach fugues with his piano strings muffled with
feather quills. Concerts made him rather nervous,
and in his later career, at St. Petersburg, he gave them
up. When playing with an orchestra, he would rush
on at the last minute; and once, to the great amuse-
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ment of the audience, he forgot to leave his cigar
behind.

Thalberg was a brilliant virtuoso who devoted him-
self largely to his own compositions. He could give
melody and embroidery of accompaniment with great
fluency, and he became the idol of the matinée girls.
But his playing was accurate and finished rather than
wildly emotional.

At this period Liszt arose—by far the greatest pian-
ist the world has ever seen. “Compared with Liszt,”
said Tausig, “we other artists are blockheads.” A
Parisian critic said, *“Thalberg is the first pianist in
the world, but Liszt is the only one,” evidently mean-
ing that Thalberg was better than others, but Liszt
in a class by himself. The wild power shown by
Liszt was sometimes a shock to the conservatives,
and Mendelssohn called his playing “a heathen scan-
dal, in both the gloripus and the objectionable sense
of the word.” But those who felt the force of tem-
perament thought otherwise; and Rubinstein said,
“Liszt plays like a god; Thalberg like a grocer.” Ru-
binstein knew by experience how wonderful Liszt
was. When the great Russian had finished his “Fan-
tasie” for two pianos, Liszt suggested that they play
it over at the salon of a music-loving prince. After
the gathering had assembled, Liszt took the manu-
script and looked at it casually while conversing, until
the time for performance. \When the two artists be-
gan, the crowd divided equally around the two pianos;
but before the piece was ended, Rubinstein found
himself alone, and saw that every one had deserted
him to watch Liszt. Liszt astonished Grieg in some-
what similar fashion, by reading for piano the latter’s
violin sonata from manuscript and giving the violin
part due melodic prominence against the piano part.

Liszt was a great admirer of Paganini, and like the
latter he could write and play passages too difficult
for his successors. His hands were not unduly large,
but the rapidity of his skips in large intervals made
people think that he must have had an immense
finger-reach. Liszt deservés mention as the first to
give a piano recital without introducing any other in-
strument or any assisting artist. This was in 1839.
He spoke of a single such concert as “piano recitals.”
Liszt was noted also for upholding the dignity of
music, and he once stopped in the middle of a piece
at the Czar’s palace because the Czar insisted on talk-
ing during the performance. Haydn and Mozart took
snubs from their patrons as part of the existing order
of things. Beethoven was more independent; and
when some one talked while he and Ries were giving
a duet at Count Browne's house, he stopped short,
and said, “I play no more for such hogs.” But Liszt
made it his constant policy to demand full respect for
the musician’s status.

Rubinstein was another pianist of leonine tempera-
ment. With him accuracy did not count so much as
emotional power; and when a lady auditor began to
praise him in gushing fashion, he replied, “Madam, I
could give another concert with the notes I left out.”
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Sometimes he would forget parts of his pieces; in
which case he would keep right on and improvise un-
til he found his way to a later section of the work.
He toured America with the violinist Wieniawski, but
sometimes had small audiences. After such an occa-
sion in Boston, the pair were asked if they would
return for another concert there. “\We fear we should
get out of the habit of playing in public,” was the
reply; but they did come back, and then had larger
audiences.

Herz was one of the earliest pianists to tour Amer-
ica. He played his own works mostly, which were a
little superficial, like his performance. At Baltimore
some confusion arose from his readiness to improvise
on themes given by the audience, for when the time
came several dozen pecople tried to whistle or shout
their themes to him at the same instant. He met with
another misadventure in New Orleans. For that city
he had arranged a piece for eight pianos and sixteen
performers. \When one of the latter proved missing
at the concert, he impressed a lady from one of the
boxes. As she protested that she could not play, he
told her that all she needed to do was to go through
the motions; but he forgot to warn her of a passage
where all parts rested for several measures, and the
audience was much amused to see her continue the
dumb show while the other players were silent.

Gottschalk, who played in a romantic style well
suited to his popular compositions, came out of a sim-
ilar difficulty in San Francisco with more success. He
used fourteen pianos, but one of his performers fell
ill. The services of a certain overrated amateur were
pressed upon him, and when he found that the sub-
stitute would probably spoil the occasion, he had the
action removed from the new assistant’s piano just
before the concert.

Dreyschock possessed great powers of execution,
and was called the hero of octaves, thirds and sixths.

Von Biilow became a renowned artist in the eclec-
tic style of Liszt. He could play all schools, and
his technique was remarkable, while his wonderful
memory formed another useful asset. It is of in-
terest to note that Von Biilow displayed no apprecia-
tion of music until nine years old, and even then he
took to the art only after receiving a severe blow on
the head. Possibly this accidental blow, which re-
sulted in some sort of a lesion on his brain, rendered
him more sensitive to vibrations; but it might prove
too hasty to generalize from this fact, and assert that
unmusical people should be knocked on the head.

Tausig, whose father was also a pianist, was a
thorough musician in the best sense of the word,
gifted with a sympathetic tone, impassioned power
of expression, and true artistic balance. He was re-
markable in technique also. Liszt called him “The
infallible, with fingers of brass;” and once, when an
ambitious young pianist performed rather poorly for
him, he exclaimed. “Such playing! And to me, who
have so often heard Tausig!” In his youth, Cosima
von Biilow said of Tausig, “He has no touch, no indi-



106

viduality ; he is a caricature of Liszt.” But she was
Liszt’s daughter, and partial to him, while Tausig was
not yet mature. Among other pianists, the American,
William Mason, who studied with Liszt, Moscheles,
and Dreyschock, deserves mention for his services in
raising the taste of our own country.

Remarkable among pianists is Count Geza Zichy,
the Hungarian. He lost his right arm in an accident
when seventeen years old; but his love for music was
so great that he became a pianist in spite of that loss.
The repertoire of left-hand pieces is fairly large, and
he studied with Liszt until he became a famous virtu-
o0so in this field, writing many left-hand pieces for him-
self.

There is no need for special mention of those pian-
ists now before the public. Some devote themselves
largely to one composer, as De Pachmann has done
with Chopin. Others, without slighting expression,
excel in technique, like Rosenthal and Godowski. Still
others, like Busoni, are best in the intellectual and
classical fields. Paderewski is preéminent, not because
he excels others in their specialties, but because he is
versatile enough to succeed in every style, from the
most precise to the most romantic.

A word about women pianists may not be out of
place. Most renowned among these is Clara Schu-
mann, who did the world a service in making her
husband’s works known. In a list of the twelve most
gifted pianists of the middle of the nineteenth century,

SOME FAMOUS PIANISTS

Ernst Pauer (himself a renowned performer) includes
(with nine men) Clara Schumann, Mme. Clauss-
Szavardy, and Arabella Goddard. The last-named
pianist married her teacher, Davison; whereupon
“Punch” suggested that the music of her life was
transposed, in accordance with her initials, from G to
D. Her husband promoted her interests faithfully;
and a humorous I'rench skit declared that whenever a
foreign pianist started across the channel to England,
Davison would appear on the cliffs of Dover and
shout, “No new pianists wanted here; we have Ara-
bella Goddard.” To-day the women pianists include
Katharine Goodson, Helen Hopekirk, Olga Samaroff,
Germaine Schnitzer, Antoinette Szumowska, and
others almost as famous; but among modern women
pianists, Teresa Carrefio deserves especial mention for
her force and brilliancy in execution, as well as for
her devotion to the works of Edward MacDowell, who
was her pupil in his younger days.

In closing this brief survey, one may state that it
is very often unfair to compare pianists. Their work
cannot be weighed in scales, nor measured by the
yardstick. It always has the intangible something
called individuality. But in order that the student may
be able to judge pianists for himself, he is referred
to the articles on piano playing in this volume,
where he will find among other things some idea of
the elements that unite to form technique and ex-
pression.



GRADED PIANO WORK

By ARTHUR ELSON

== OR convenience in classifying pieces from
BZ=A)| the view-point of teacher and student,
- gl certain grades of difficulty have been
i adopted, by one of which any piece may
be designated. While these grades may
be applied to any instrument, it is purposed here to
treat them very briefly as applied to the piano, and
. as illustrated by the graded index of “The World’s
Best Music.”

In Volume V of that collection will be found a
number of simple pieces by Behr, Gurlitt, and others,
which serve excellently for the training of children,
or, in fact, all beginners. Simplicity of style is one
of their most noticeable features, and ease in the hand
positions as well. But it is a mistake to think that
all compositions labeled as children’s music are nec-
essarily simple. Schumann's “Kinderszenen,” for in-
stance, are entitled “Scenes from Childhood,” but
were not intended to be played by untrained children.
They are rather pictures of childhood subjects, with
:an appeal to children as well as adults, which demand
some maturity of thought and ability for their pre-
sentation.

The limited hand-positions of the first grade are
apt to limit also the range of harmony employed.
Sometimes such pieces degenerate into a species of
musical baby-talk that is of little aid in the develop-
ment of good taste. The works of Reinecke, Behr,
and some others represent the best that exists in this
field, and fill a long-felt want, but there is still room
for more easy pieces of a high standard of melody
and harmony. It has been stated in the article on
Taste in Children, in this volume, that the child’s
music should be of a character that will develop his
musical perceptions, and not merely let them rest at
the level where they happen to be. If this principle
is used, then a child’s piece will show the young per-
former new and unsuspected beauties after repetition.

As quickly as possible, the advancing student should
be introduced to the works of the great composers.
The lesser works of the musical giants do not always
show anything like the true greatness that is achieved
in their more important creations, but usually some
good qualities are present. As melody represents mu-
sic in its simplest aspects, even the smaller works of
the famous composers will be apt to develop in the
pupil a good melodic taste. In the second group of
pieces in the graded index referred to, a number of
works will be found that can illustrate the point. To
mention a few, it will be evident that “La Cinquan-
taine,” Vol. I, p. 116, the little Bach Gavotte, the Schu-
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mann pieces, Loeschhorn’s “Good Night,” Vol. V, p.
1154, the Mozart Minuet, Vol. III, p. 566, and the
Prayer from “Zampa,” Vol. IV, p. 1085, are examples
of good music, with tasteful harmony and expressive
melody. These and many of the others in the list will
prove useful in developing a proper sense of musical
appreciation in the student.

At this point it will be wise for the teacher to
initiate the pupil into the subject of musical form.
The pieces in the first two grades contain illustrations
of all the so-called song-forms, and the song-form
with trio, as well as the Rondo of Clementi, Vol. V,
p. 1167. The last-named is a first rondo, but the sec-
ond rondo form may be explained from it, and it gives
excellently the true spirit of the rondo, which does
not have the sharp divisions of the song-forms. For all
of these, as for the larger forms, the pupil may be re-
ferred to the article on Musical Form, in this volume.

With the third grade, marked “medium,” a much
greater variety is possible. The “Bridal Song” of Jen-
sen, Vol. IV, p. 932, the “Amaryllis,” Vol. IV, p. 862;
Mendelssohn’s “Death Song,” Vol. I, p. 121; Smith’s
“Dorothy,” Vol. V, p. 1182; the Galop from “Or-
pheus,” Vol. I, p. 49; the Gavottes of Popper, Tours,
and Martini, the Haydn Minuet, Vol. IV, p. 1020; the
Karganoft Serenade, Vol. IV, p. 1061; Poldini’s

“Dancing Doll,” Vol. V, p. 1186; the Spanish Dances,
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Vol. IV, pp. 992, 996; Grieg's “Solveig’s Song,” Vol.
III, p. 549, and Beethoven’s “Farewell to the Piano,”
Vol. V, p. 1210, offer a list of 'variety and in-
terest that cannot fail to improve the student’s
taste, and make him acquainted with good music.
In passing, a werd may be added in praise of
Mendelssohn’s “Songs Without Words” as a whole.
Many treat these as something simple, but they are
of great value for the young pianist. If their melodic
style is here and there a trifle conventional, it is still
smooth and fluent; and for the most part conven-
tionality is absent, being replaced by effects of real
beauty and striking interest. If a Paderewski does
not disdain to use some of these works as concert en-
cores, and a Von Billow has employed them often in
giving lessons, then the teacher has no excuse for
slighting them. They are also of great value in the
teaching of form. They are for the most part very
clear examples of the song-forms; but with this clear-
ness goes a skill in handling and varying these forms
that cannot fail to command the admiration of real
musicians, and will be of excellent use in showing
the pupil that even simple forms need not be made
dry or uninteresting.
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By this time the pupil should have a fairly large
repertoire from the great composers’ works. Grieg
is usually melodious and attractive. His “Lyric
Pieces” and other short works should prove of great
use by this time, either for study or for sight reading.
Some of the simpler Schubert works should also prove
attractive as well as practicable. Such duets as his
“Marches Héroiques” are effective and interesting, as
well as easy; and the teacher will do well to make
these a start for regular duet work. One would
hardly recommend for this the average popular col-
lection. That usually has a fair amount of good mu-
sic, along with some that is of doubtful value, so it is
better whenever possible to stick closely to the works
of the great composers. The Augener, Litolff, Peters,
and Breitkopf & Hirtel catalogues should give suf-
ficient chance for a varied repertoire of really good
duets. It is possible to introduce the idea of counter-
point, or polyphony, in this manner, by the use of
Handel fugues and others in duet form. This should
not be done at first, for although the technical
troubles are not great, these works will demand some
knowledge of musical structure, and a radical de-
parture from the principle of a single accented mel-
ody supported by harmonies. The same mistake of
starting too early with certain works is often applied
to Bach’s Two-Part Inventions. While the playing
of the actual notes in these is quite simple, the appre-
ciation of their structure demands a clear intellec-
tual grasp; and this is not usually present until the
pupil has been well trained upon the simpler forms.
If the reader will look at the analysis of the second
of these Inventions, given near the close of the arti-
cle on Musical Form in this volume, he will see what
an intricate matter this structure is. Bach’s music is
best begun by starting with the Sarabandes and other
slow movements of his Suites.

The fourth group in the graded index mentioned
brings still further variety, and much greater possi-
bilities in the general repertoire. In this list of pieces,
it will be noticed that expression plays its part as well
as technical ability. That is often the case with the
higher grades of pieces. Just as the Bach Inventions
are put into a grade far in advance of their technical
requirements, because of their intricate structure, so
many works by the great composers are rated as far
more difficult than their technical nature would de-
mand, because of the breadth or intensity of expres-
sion needed for their interpretation. Such a work
as Grieg's “Death of Ase,” Vol. II, p. 478, from the
“Peer Gynt” music, is placed in the fourth grade of the
index, instead of an earlier one, chiefly because of the
large amount of feeling needed in its performance.
The modulatory character of the piece may help to give
it an advanced position, but even a cursory examina-
tion will show that it is an example of the most in-
tense expression. Its unrelieved and hopeless gloom,
as well as its swelling to a climax and dying away,
demand a control of expression and a mastery of in-
terpretation that come only with much musical expe-
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rience. For certain points about this and the other
“Peer Gynt” selections, the student is referred to the
section on the playing of certain pieces, in this volume.

With the later grades, technique resumes its im-
portance in many cases. To quote again from the
index in The World's Best Music, Liszt’s “Hark,
Hark, the Lark,” Vol. IV, p. 1098, his “At Lake
Wallenstadt,” Vol. I, p. 8; Raff’s “Fileuse,” Vol. II,
p- 332; Rubinstein’s “Kammenoi Ostrov,” Vol. II, p.
398; Henselt’s “Si oiseau j'étais,” Vol. III, p. 630; the
“Witches’ Dance,” by MacDowell, Vol. 111, p. 660, and
the arrangement of that by Paganini, Vol. I, p. 213,
certainly demand finger dexterity. They often involve
also mental problems, such as the playing of dissim-
ilar rhythms together, or artificial groups. The power
of giving massive chords is demanded, as in the well-
known Rachmaninoff Prelude, Vol. II, p. 439. Here,
too, one must acquire the knowledge necessary for
handling the larger forms, especially the sonata. Most
difficult of all, perhaps, are the solo fugues, with their
demands for the equalization of the parts, the emphasis
to be placed on subject, answer, or countersubject when
they appear in the different voices, and the necessity
for showing the real structure of the work. For the
advanced student, who is able to attack these prob-
lems, the “Well-Tempered Clavichord” should be-
come a sort of musical Bible, with the contents of
which he should familiarize himself surely, no matter
what else he takes up. In matters of expression, the

- Beethoven sonatas should be treated with the same

reverent attention. Here, again, the technique may
not always demand the performer’s utmost, but the
interpretation has possibilities that will need the
ripest artistic knowledge in many cases.

For the student’s general guidance the teacher is
usually able to make valuable suggestions, so only one
point may be mentioned here. That point is balance
of style, or perhaps versatility—the ability to get out
of the limitations of particular qualities, and develop
in other directions. The student who finds technical
progress easy, but does not play expressively, will do
well to stop at certain stages of his progress and de-
vote himself to the cultivation of expression, using
his technique as a means rather than an end. ‘

There are two elements in music for the interpreter
to consider—the intellectual and the emotional. The
former depends in part on musical form, in its
branches of development and figure treatment as well
as in the phrasing that results from form; but there
is more than this to be said. The intellectual side is
what the average pupil is least apt to think about, as
he needs very little mental preparation to understand
technique or emotion. Dignity is the chief charac-
teristic of this style, which presents significant phrases
with balance and control as well as due contrast.
Emotion may be present, and the best music is both
intellectual and emotional, so that the student may
have his feelings duly satisfied without being fed too
entirely with the sugar of Chopin, which can be coun-
terbalanced by the older classics.



WELL-KNOWN PIANO SOLOS AND HOW TO PLAY THEM

By ANTOINETTE SZUMOWSKA, ALFRED DeVOTO, CHARLES W.
ARTHUR ELSON

LOUIS C. ELSON,

NOCTURNE, OP. 15, No. 3—CnopIN
[“World’s Best Music,” Vol. 11, p. 300.]

nocturne had in the manuscript an in-

ption in Chopin’s handwriting, noting

fact of its having been written after

ring a performance of “Hamlet.” It is

mteresting to bear it in mind, as it explains

the mood of this composition. It starts by a phrase

consisting of two parts: The first, an upward one, like

an exclamation, going crescendo (first 3 bars) and

after a suspension of the high F lasting through three

next bars, comes the second part in guise of a quiet

answer, giving the impression of something like a

succession of deep sighs. This part of the nocturne is

played quite slowly—I would put it at f =90 on the

metronome—The suspended note should be taken

with as deep a tone as possible, accentuated by the use

of the loud pedal. The pedal should be pressed, then

taken off decidedly, pressed again, and taken off once

more in each of the three bars which makes the note

sound distinctly all through.” The last measure much
slower.

This phrase returns a second time, when we play
it with more tone, and a third time, when we may
take it piano for variety’s sake. Then comes a modula-
tion to G major, a new phrase appears. The mood
changes from sad, melancholy, vacillating, into a
lighter one. This passage is marked sotto voce. In
the 6th measure we made a retard and diminuendo to
piano.

? =
RN
=
T
T ‘h‘i‘. ™ Ve @™ .

The phrase is modulated again to F-sharp major.
After the measure marked sostenuto, we use a
broader phrasing, with a stronger tone.

After 8 bars of progression (bars 69 to 76) played
accelerando, we have 2 bars of successive chord played
very fast (quite the double of original tempo) suc-

WILKINSON,
AND OTHERS

ceeded by a ritardando—which brings us to a sort of
musical pause. The C§ is repeated four times (last
time changed to D-flat). This note should be played
legatissimo, scarcely lifting the finger off the key, and
with a swelling effect from pp to mp, and then dimin-
uendo to pp again.

This opens to us the second part of the Nocturne,
marked: Religioso. It has the character of a Gre-
gorian chant, plain and severe. It should be played
with simplicity and gravity. The pedal used after
each chord, gives a certain organlike quality to the
tone.

Great care should be taken to make the sus-
tained note (in the 33rd, 35th and the following bars
of the 2d part) sound with a deep, singing tone, all
the time it is held, so as to make it stand out against
the accompanying chord. We take the pedal right
after the note, and stop it suddenly before the chord,
then holding the note without pedal.
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This makes it sound distinctly. The whole passage
is played a trifle faster, in a robust, energetic way.
After 3 bars of diminuendo ritardando at the end,
and we take a long rest to make the final G-major
chord sound more impressive. This chord should be
taken with more tone than the preceding three meas-
ures—mezzo-forte. 'We ought to produce a fine sing-
ing tone by using deep and gentle pressure on the keys
and then relaxing the wrist.

We may remark in this composition a great free-
dom and originality of form. Contrary to the estab-
lished custom in the song-form mostly used in shorter
works the composer is not repeating the first part of
the Nocturne, but finishes by the second part, of the
religious mood, and winds up by the G-major chord,
which leaves a bright and serene impression. There
is evidéntly a deep thought underlying this scheme,
and it ought to be brought out in the execution, by
presenting a strong contrast between the melancholy,
wavering character of the first part and the serene
gravity and the uplifted mood of the second.

ANTOINETTE SZUMOWSKA.
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NOCTURNE, OP. 27, NO. 1—CuorIN
[“World’s Best Music,” Vol. IV, p. 904.]

This Nocturne is C-sharp minor, belongs among the
most poetical of Chopin’s supremely poetical works.
These compositions on account of their romantic char-
acter rather elude analysis. On the other hand, it
helps us in their interpretation to form some picture
in our mind, while reproducing them on the piano.
Such a poetical picture suggested by the music, warms
us up and stirs our imagination, giving more color
to our interpretations.

Suppose that we imagine in this Nocturne, a calm,
silvery lake, on a misty night, moonlight shining softly
through the clouds. A sweet melody is sung at the
accompaniment of the gentle motion of the waves.
Farther on there comes a gathering storm; the lovely
melody is interrupted by cries of anguish, which soon
reach the climax of despair, amidst some restless toss-
ing of the now stormy waves. All at once, there
bursts a new note, a note of triumph—and there we
come back to the calm and mist and moonlight.

The Nocturne is played rather slowly (metronome
= = 52). It hegins by a harmonious figure in the
left hand, which is weaving a mysterious accompani-
ment, like some misty fabric, delicate and soft. We
obtain this character by a legatissimo touch, with an
almost imperceptible action of the fingers, which
should touch the keys in such a way as to make the
separate sounds hardly discernible. It all should melt
into one harmonious wave. This effect is enhanced
by the use of both pedals. The melody is sung sotto
voce, but in a deep tone so as to have it stand out
distinctly on the background of the accompaniment.
In the 6th measure we broaden the phrase by playing
it slower and with more tone. Beginning from bar
19, when a new phrase appears, we play more ex-
pression, and more rubato, increasing this rubato at
the repetition of the phrase (bar 23). The piu
mosso starts the stormy part of the nocturne. We
augment the tempo. The volume of tone, very grad-
ually reaching the climax (indicated by fff), is an out-
burst of passion. The following agitato starts sotto
voce, and is also worked gradually through a crescendo
to forte. After three heavy chords played ponderously
and much slower, Chopin introduces unexpectedly a
mazurka (in the passage marked “con anima”). This
should be played with the mazurka-like rhythm (the
3rd beat slightly accentuated) and tempo proper to
that dance (metronome * = 56). This dance-like
phrase is repeated in C major, pianissimo, and being
modulated through a series of restless chords played
crescendo and accelerando, lands in a dramatic reci-
tative passage, played with much freedom. It seems
best to start it in the octaves of the left hand, slowly,
accelerate in the middle, and again slacken very con-
siderably. This recitative or cadenza leads back to
the repetition of the first part of the Nocturne. At
this repetition, the left hand starts the accompaniment
forte and very slowly, melting immediately into the
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same pianissimo and legatissimo effect as in the begin-
ning. The coda introduces an entirely new thought,
full of serenity and peacefulness. It should be phrased
with a great deal of simplicity—piano and rallentando
up to the end, when there is some dwelling of tone in
the two bars marked adagio. The final chord is
marked pianissimo, but should nevertheless be played
in a deep singing tone.
ANTOINETTE SZUMOWSKA.

A DREAM OF LOVE—Liszt
[“IVorld’s Best Music,” Vol. IV, p. 980.]

This piece is the best known of a series of three
nocturnes written by Liszt depicting the emotions sug-
gested by certain love-poems by Uhland and Freili-
grath. The poem which inspired this particular work
is by F. Freiligrath and reads thus:

O love! O love, so long as €’er thou canst, or dost on love
believe;

The time shall come, alas, when thou by graves shalt stand
and grieve;

And see that still thy heart doth glow, doth bear and foster
love divine,

So long as e'er another heart shall beat in warm response to
thine,

And, whoso bares his heart to thee, O, show him love where
in thy power,

And make his every hour a joy, nor wound his heart at any
hour.

And keep a guard upon thy tongue—an unkind word is quickly
said:

Ah, me!—no ill was meant—and yet

The other goes and weeps thereat.

This nocturne consists entirely of the development
of a luscious melody of a rather sentimental character
which is brought to a climax of effect culminating in
one of those typical bravura passages that are so dis-
tinctly characteristic of Liszt's style of pianoforte
writing.

The melody is first placed in the rich-toned middle
register of the piano against a background of tone
formed by a delicate tracery of arpeggio figuration, and
is played by the right and left hands alternately as
indicated ; being careful, however, to produce the same
quality of singing-tone with each hand and making
use of the damper pedal to help secure a perfectly
smooth and connected succession of melody-tones by
means of pedal-syncopation. (See remarks anent the
use of the damper pedal in Rubinstein’s Kamennoi-
Ostrow.)

The melody-tone should not be produced by means
of a stroke-of the finger, but by the graduated pressure
of the weight of the arm acting through a firm finger-
tip (the amount of pressure varying directly in pro-
portion to the amount of tone desired) without, how-
ever, allowing any muscular stiffness in the forearm.

It is suggested that the last part of measure 25 be
played by the hands in alternation starting off with
the right hand playing the chord Fp, Ap, Dp (fingered
5, 3, 2), keeping the wrist on a level with the back
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of the hand, followed by the left hand playing the
chord Ep, G, Bp (fingered 2, 3, 5) well over into the
black keys, keeping the wrist high above the hand.
The result of this is that a better control of tone-
variation and a greater velocity may be attained with
more ease and security.

In measures 41 to 49, inclusive, care should be taken
to avoid hurrying the last two notes of the arpeggio
figuration in both hands owing to the anxiety to make
certain the leap to the octave-melody and bass. In
measure 60 it is suggested that the left hand play the
notes indicated by the downward stem—thus avoiding
an awkward shift of position for the right hand.

The soft pedal may be advantageously used in
measures 24 and 25, and from the last part of measure
60 where the right hand starts downward from the
note F in the highest octave of the piano thenceforth
throughout until the end of the piece.

ALFrRep DEVorTo.
Boston, Mass.—New England Conservatory of Music.

KAMENNOI-OSTROW—RUBINSTEIN
[“World’s Best Music,” Vol. 11, p. 398.]

This piece forms one of a series of portraits from
the Album de Portraits, opus 10. It has attained
deserved popularity with students of the pianoforte
on account of the “grateful” character of its dithculties
and the careful utilization by the composer of those
qualities wherein the piano as an instrument shows at
its best.

The title—meaning “Stone Island”—requires expla-
nation. It refers to an island in the River Neva near
St. Petersburg, upon which is an old monastery where-
in are contained the mausoleums of many great men
famous in Russian history. Therefore this piece can
-evidently be considered to belong to the class of de-
scriptive music ; being doubtless an attempt to portray
in part the thoughts and emotions aroused by contem-
plation of the great names of the past, their strivings
and achievements; in contrast to their present peace-
ful environment. Rippling water is suggested, and
the bells and chants of the monastery are portrayed
later on.

A careful use of the damper pedal is absolutely
essential to the proper rendition of this piece. The
pedal should be “syncopated,” i.e., after being pressed
down with the first note it should be taken up with,
and immediately pressed down again after, every mel-
ody note (except the eighth notes and other melody
notes of small time value) from measures 1 to 39
inclusive and similarly from measures 96 to 141 in-
clusive (with a few exceptions where, on account of
the fuller treatment of the arpeggio figure, it becomes
advisable to hold down the pedal until the following
change of chord). .

From measures 40 to 96 the use of the pedal requires
more careful consideration—pedal touches should be
ugsed—i.e., the pedal should be pressed down a little

AND HOW TO PLAY THEM 111

after the note is played and should be taken up a
little before the expiration of time value of each chord
change (except that from measures 84 to 87 inclusive
the use of the pedal is not required and from measures
92 to 95 inclusive the pedal should be held down
throughout to help intensify the climax). Very little
use of the pedal is required from measures 142 to
149 inclusive—but from measure 150 until the end the
pedal can be held down throughout provided the ar-
peggios are played with extreme delicacy. In fact,
the arpeggio figuration in this piece should be played
with delicacy and evenness of touch in order to provide
a proper background of tone-support for the melody.

Care should be taken to keep exact rhythmic values,
especially in the case of the final eighth-note of the
melody played by the left hand in measures 5, 7, 9,
13, 15, 17, 19, 20, 21, 23, 26, 27, 32, 34, 36, which

-should not be played coincidently with the final triplet

eighth-note played by the right hand, but should be
played midway between the last two triplet-eighth-notes.
of the group.

From measures 60 to 95 inclusive it would be well
to divide the measure into two beats (2/2 time) and
distribute the arpeggios having an irregular number
of notes accordingly—of course the velocity of the
arpeggio depends upon the number of notes to be
played in the measure, the greater the number of notes,
the greater the velocity. Measures 96, 97, 98, are to
be played freely without regard to exact time values—
begin measure 96 slowly and heavily, gradually in-
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creasing the speed as the arpeggio ascends until a high
degree of velocity is attained toward the end of the
measure and then diminishing and retarding greatly
during measures 97 and 98.

A slight rearrangement of the arpeggio and the
omission of a few notes (as indicated below) in mea-
sures 89 to 95 inclusive will insure greater security
without detriment to the effect.

The soft pedal can be used to advantage to secure
more variety of tone-color in places where the various
melodic elements are repeated, such as in measures 23
and 24, 30 to 39 inclusive, 42 and 43, 80 to 87 in-
clusive, 98, 119 and 120, and from measure 144 to
the end.

ALFRep DEVoro.

Boston, Mass.—New England Conservatory of Music.
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ANDANTE—BEETHOVEN
[“World’s Best Music,” Vol. 1V, p. 945.]

This Andante was written for the piano in 1804.
It is not, as many suppose, taken from any symphony,
nor even from a sonata. It was originally intended as
the slow movement of the great Waldstein Sonata,
but was discarded because it did not fit well against
the striking first and third movements of that work.
It was replaced by a more rhapsodical slow movement
that forms a better contrast. The present selection
was published in May, 1806, as an “Andante for the
Pianoforte.” Later on some one else arranged it as a
“Rondo for String Quartet.” It had no opus number
in either case. It is fluent enough, but somewhat con-
ventional when compared to the glory and freedom
of the later Beethoven. That composer’s work is
divided by critics into three periods. The first was
much in the Haydn style, although Beethoven’s early
sonatas show a giant’s strength when compared with
Haydn’s. Then came freer expression, in the period
from the third to the eighth symphony, which included
the Appassionata and Waldstein Sonatas. Then came
a partial departure from form, as in the last five so-
natas and the ninth symphony. If Beethoven had lived
some years longer, it is probable that he would have
developed the Symphonic Poem, years before Liszt
did.

This Andante seems like a revival of Beethoven’s
first style, though it is attractive enough. It is in
rondo form, with the chief theme consisting of a three-
part song-form in Beethoven’s usual well-contrasted
manner. The first period lasts for eight measures,
with an episode of fourteen and a return of the first
period. The episode is to be given with a slight cres-
cendo of agitation, calming down as it returns to the
simple tranquillity of the first part. The difficulties
come gradually. The first side-theme (end of bar 31)
gives some contrast by modulating to C, and by in-
dulging in frequent arpeggio runs. As the runs in
thirds are staccato, they may be played with wrist ac-
tion, using the thumb and third finger for the first
eight thirds, as shown, then the second and fourth
finger for the rest until the highest is reached, etc.
The Sf before the return of section 1, dolce, should be
made emphatic as a contrast. The first part is as be-
fore, except that the first period is made rhythmic
in the left hand, and also in the right hand after the
episode (p. 948).

The second side-theme (p. 949) consists of a two-
part song-form, with partial return, and both periods
repeated. The light but fairly constant wrist staccato
in this section makes still another excellent contrast
with the smoothness of the first section.

Each recurrence of the chief theme is preceded by
a characteristic returning passage.

The next return of the first section (p. 950) is
marked by running counterpoint in the left hand,
which must be made clear and fairly even while giv-
ing expression to the melody in the right hand. The
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right hand octaves that end this section (p. 951) must
have accents under the tenuto marks, but those that
carry on the melodic thought should be made clear
even when not thus marked—mostly the first of each
group of four.

Here the form may be said to end, and the next four
pages will thus form a long coda. But as there is new
material (based on the right-hand octave figure at the
end of p. 951) followed by a much-varied return of
the material of the first section (p. 953), it is possible
to regard from the end of p. 951 as a new theme (a
closing-theme), followed by a shorter coda. The
wrist action of the octave work, the intricate broken
chord effects (p. 954), and the sinking to a whisper
near the end (ppp on p. 955) must all be noted by the
performer. Especial care must be taken to balance
the various parts in the broken chord passage, as
many as four voices being present for a few bars. The
turn in the third measure of the chief theme should
be played as a triplet of 64th notes.

The time should be kept fairly accurate. Some ar-
tists try to import rubato into Beethoven’s works, but
his music goes better without it, unless one is a Ru-
binstein or a Paderewski.

FAREWELL TO THE PIANOFORTE-—
BEETHOVEN

[“World’s Best Music,” Vol. V, p. 1210.]

This composition, like “Fiir Elise,” is without opus
number, and has been even considered as not by Bee-
thoven. Many editors have called it his last work,
but this is decidedly untrue. His last work was a
fragment of an unfinished string quintet. This frag-
ment was published in a piano arrangement by Dia-
belli 'in 1840, and taken directly from the manuscript
that Beethoven wrote in 1826. Beethoven’s last com-
plete work was the finale of the string quartet, Op. 130,
in B-flat. He had written a very difficult fugue for the
ending, but he became dissatisfied with this, and in
1826 he rewrote the movement in its present shape.

Farewells are doubtful affairs anyway, as Patti’s
many final tours will show. Another probably apoc-
ryphal story goes with Haydn’s so-called farewell
symphony. It is said that Prince Esterhazy, who kept
a band with Haydn as leader, was forced to retrench,
and decided to dismiss his musicians. At the occasion
of the last concert, Haydn was to bring out a new
symphony. It began in proper form, and kept on as
usual, until finally one of the musicians laid down his
instrument, put out his light, and left the room. Soon
another did the same, and at last, one after the other,
all the musicians disappeared, after the music had come
down to a plaintive wail. “What does this mean?”
asked the prince. “Sire, it is our sorrowful farewell,”
said Haydn; whereupon the prince was touched, and
decided to retain his beloved band after all. The story
sounds attractive, but history does not corroborate it.

It is very possible that the Beethoven piece received
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its title through a mistake in translation. The work
appeared first in 1838, in an edition of a Berlin pub-
lisher named Crantz. It was then entitled “Glaube,
Liebe, und Hoffnung. Abschiedsgedanken. Walzer
fiir Pianoforte.” This means “Faith, Love, and Hope.
Parting Thoughts. Waltz for Piano.” It is a rather
long title for a simple work, but perhaps the “Parting
Thoughts” of Crantz were changed into “Farewell,”
and later on into the present title. It is not the only
work that is sailing under false pretences, though it is
not so totally misnamed as Stradella’s Prayer, which
was probably by Gluck, or Weber’s “Last Thought,”
which was one of Reissiger’s thoughts, and not by any
means his last.

Beethoven himself played with leonine power, but
he could show great smoothness as well; and he was
really the first to introduce a true piano legato. Mozart
played clearly, but more in the harpsichord style.
Czerny said that Beethoven was unrivalled, even by
Hummel, in the swiftness of his scales, double trills,
and other points of display. He performed “without
the slightest gesticulation, except bending over as his
deafness increased.” His playing in improvisation was
grand, but at times he was less satisfactory in per-
forming from the printed page, for he had little lei-
sure to practise, and depended on chance and mood.
“Hence it came,” says Czerny, “that Hummel’s pearly
and brilliant style, so well adapted to the times, was,
of course, much more intelligible and attractive to
the general public. But Beethoven’s playing of the
adagio and legato in the strict style exercised a well-
nigh magic influence on every hearer, and has never,
so far as I know, been surpassed by any one.”

This “Farewell,” then, is in the true Beethoven
style, and must be played with the most marked legato.
The piece is hardly a clear song-form with trio, as the
trio is not very definitely divided into periods. The
piece has rather a first rondo effect, with the first
section lasting two pages, and coming back only par-
tially. Do not make the contrasts between loud and
soft too abrupt in the first two pages, but let the fortes
come gradually. The same is true in line 4 on p. 1212.
In line 2 on p. 1213, use fair strength in spite of the p,
giving almost an mf, so that the soft sweetness of the
returning theme will make a good contrast. Use the
“prepared” touch when possible, keeping the fingers
always in contact with the key-surfaces for a full
legato.

FUR ELISE—BEETHOVEN
[“World’s Best Music,” Vol. V, p. 1227.]

This piece has no opus number, and has been classed
as one of the many compositions whose authorship is
doubtful. But the second episode of the work, begin-
ning in the third staff on p. 1229, is very much in the
style of Beethoven, and makes it probable that the
great master did write the work. Some might claim
that the title gives another evidence of Beethoven, for
he was always in love with some girl or woman, and
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we can follow his romances by his dedications. His
first ideal was Eleonora von Breuning, who belonged
to a cultivated and charming family that lived near
the Beethovens in Bonn. Incidentally, it is not fully
settled where Beethoven was born, for the guides at
Bonn show two houses—no doubt anxious to collect
a double fee, as if Beethoven were twins, and born
a quarter of a mile apart. But Bonn was not very
large, so either house must have been “near” to the
Breunings. Beethoven would have done well to marry
Eleonora, as friendship would have helped the cause
of love; but he soon drifted away, and worshipped
elsewhere. The Countess Giulietta Guicciardi has been
mentioned as his chief ideal, but there were others
—Countess von Brunswick, Amalia Seebald, and so
on. The latter had a very cheerful influence, and the
seventh and eighth symphonies were inspired by her.

“Fiir Elise” is a second rondo form, very much in
the nature of an album-leaf. The album-leaf is more
or less spontaneous, often beautiful, but never very
ambitious or involved. Many European celebrities
kept large books for such works. Reinecke, the head
of the Leipsic conservatory, owned a valuable album
of this sort. One page would have a poem by some
great author, another a letter to him from some music-
loving king, a third perhaps some water-color by a
great artist, and then a couple of pages of music by
some great composer, and so on.

The rondo form in this piece is fully outlined, in
spite of the comparative shortness of the work. The
chief theme is a three-part song-form, with 8-bar
period, 6-bar episode (the last two bars of which form
a little returning passage), and return of theme. The
first side-section follows, with a similar figure ending
the returning passage. The first part returns, without
repeats. The second side-section has a new returning
passage, in triplets. There is no coda.

The chief theme is to be played with legato finger
action, and a judicious use of the pedal, as shown.
The first counter-theme ends on the first beat of its
cighth bar, and is to be given with “singing tone,” due
prominence to accents, and a fully marked crescendo
in bars 5 and 6. A bolder style may come with the
returning passage (32nd notes), practically an mf in-
stead of the p. This softens in the last two bars, and
the short slurs should be noted, as they offset the nat-
ural accent of the measure. Play the 32nd notes with
rather high finger action, and do not forget the retard
in the two or three bars before the return. The sec-
ond episode, on p. 1229, is the most characteristic part
of the piece. Give the bass with alternating fingers,
and in a demi-staccato style. The two crescendos from
p to f, in the third and fourth lines, must be made
very strong, and form the climax of power in the
entire work. The swell at the top of p. 1230 need not
be so powerful, and the plaintive chief theme should
go more and more softly on its last appearance. In
spite of its apparent simplicity, this work has figured
in some ambitious concert programmes, and it forms
a good foil to the master’s larger and more powerful
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compositions. It should be given in a straightforward
manner, without the rubato that a Chopin work would
demand.

HUNGARIAN DANCES—Braums
[“World’s Best Music,” Vol. I1, p. 495.]

Johannes Brahms won for himself a place among
the world’s great masters by composing noble works
in many forms—symphony, sonata, requiem, chamber
music, songs, and so on. His four symphonies are
especially valuable, because their classical style and
comparatively small orchestra made him really a suc-
cessor of Beethoven in this field. His earnestness of
style, the calm beauty of his themes, and his skill in
development, make these works models of great value
in a period like the present, when composers seem to
care for nothing except impressionistic tone-pictures.
Von Biilow considered that music was best expressed
by the three great B’s—Bach, Beethoven, and Brahms.
Perhaps Von Biilow’s own initial made him prejudiced
in favor of that letter, but there is truth in his idea.

Brahms was a true German in character, endowed
with rugged sincerity and a good deal of sarcastic
humor. Once the wife of a rather too prolific and
conventional composer told him of her husband’s con-
stant work, and said that she really had to keep him
from doing too much composition. “That’s good, that’s
very good,” was the sly response. At another time a
mediocre singer asked him, in rather gushing fashion,
to write a song for her. “I’ll put a good deal in the
accompaniment,” he growled. Once, however, he met
his match. He and a friend had found a man who had
partaken too freely of the cup that cheers and also
inebriates. As the stranger could not guide himself,
the two good Samaritans took it upon themselves to
lead him home. While they were helping him up his
steps, a woman appeared. She rushed at them with a
broom, and cried out, “So you're the men who take
my husband out and make him drunk!” Brahms and
his friend beat a hasty and very necessary retreat.

The Hungarian Dances are exactly what the title
indicates—Hungarian themes that were put into their
present shape by Brahms. Many of them were of
Gypsy origin, but some werc 1n the native Hungarian
style, which does not show the Gypsy scale.  The vio-
linist Remenyi complained that one of his own mel-
odies had been used entirely without credit. This,
however, must have been an accident, for Brahms was
very careful to make acknowledgments whenever he
could, and even wanted to mark a three-bar phrase that
he borrowed from Scarlatti.

These dances are cast in the shape of song-form
with trio, though only the first one has a full return.
The most interesting point about them is the varied
size of the phrases, which do not at all follow the con-
ventional shape of 8-bar antecedents and consequents
that is so common in folk-music. In No. 1, the first
period consists of four 6-bar phrases, and the melodic
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figure finishes each time in the fifth measure. After
the varied repeat, the second period gives us three
four-bar phrases, and the same structure occurs in
the second period of the trio. With both slurs and
decrescendo marks at first, it will be fully evident that
in addition to the longer bits of shading, each measure
must soften on the last beat. The short slurs indicate
that this must be kept up in all the six-bar phrases,
though it may be given varying emphasis to avoid a
mechanical effect. Make the repeat of the first period
increase in force, though it is marked mf as before.
The contrasts of the second period must be made very
striking, and the same is true of the trio, though in
less degree.

The second dance is made up of three-bar phrases.
Be sure to respect the accents, as they help to divide
off the phrases, as well as adding the variety of a
syncopated effect. Let these accents relieve the gen-
erally soft and mysterious character of the work,
which is quiet except for the second period of the trio.

The third dance begins with an extra period as in-
troduction. Notice that the consequent of this is
formed by the repeat of the four-bar antecedent, and
that in such cases the omission of the repeat dots
would spoil the symmetry. Here the period need not
be completed, as it is merely introductory; but com-
posers sometimes use this device as part of the form.
Make the first actual period of the dance divide into
two-bar groups, as well as longer phrases, and vary
the force in the third line as well as the others. Mark
also the two-bar structure of the second period (p.
505), the last two measures seeming almost like a
returning passage. The first period of the trio (lines
1-4, p. 506) shows odd rhythmic divisions, due to the
16th notes, and must be played almost as one long
phrase. The left-hand 16ths of the second period must
be kept very light, to prevent their overbalancing the
higher notes.

Taken together, the three dances form a most at-
tractive study in rhythm and accent.

THE FLATTERER—CHAMINADE
[“World’s Best Music,” Vol. I, p. 109.]

Cécile Chaminade has become known all over the
world, as well as in her native France, for the dainti-
ness and piquancy of her music. Famous through her
songs and piano pieces, she has written larger works
also—ballets, a piano concerto, and chamber music.
If these longer compositions are sometimes unequal,
and if her fresh and individual style is too melodic for
the classical forms, it is still true that all her compo-
sitions are tuneful and attractive. Her harmonic
changes are captivating in their originality, and her
work marked with a grace that is extremely indi-
vidual, and at the same time distinctively French.

Chaminade took to music naturally. At an age when
other girls would talk to their dolls, she gave her
confidences to the piano. At the age of eight she
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composed pieces that were praised by Bizet. When
she wanted to follow a musical career, her parents
hesitated ; and Rubinstein, who saw some of her early
manuscript works, told her family that the pieces were
very good, but that a girl should not take up com-
posing. At length some of her compositions were suc-
cessfully given in the church at Vesinet, and she was
afterward allowed to adopt her natural career.

The opposition to women composing seems very
strange now, in the time of female lawyers and doctors
and militant suffragettes. But it was strong enough
in the first half of the nineteenth century, and even
later, as Rubinstein’s remark showed. Yet there have
been women composers nearly all the time. In an-
cient Greece, where poetry and music were called a
single art, Sappho heads the list. In Rome there was
less originality, and women kept in the background.
In the Dark Ages, when women were frequently car-
ried off, and female slaves could be scourged to death
for trifling offences, they probably did not feel much
in the humor for composing. But the troubadours
numbered many women of noble birth in their ranks,
among vhom Eleanor of Aquitaine and the Countess
of Champagne were the most prominent.

When the great schools of counterpoint reached
their maturity, there were many women composers,
Francesca Caccini in Italy, Bernarda de Lacerda in
Portugal, Clémentine de Bourges in France, and Ma-
delka Bariona in Germany, were a few among those
who achieved real fame. In early classical times
Maria Theresa von Paradies was an interesting figure.
Wholly blind from childhood, she became a great
pianist through the aid of her marvellous memory, and
had a repertoire of about sixty concertos, to say noth-
ing of smaller pieces. She composed in many forms,
both large and small. Another famous woman com-
poser of that time was Marianne Martinez. In the
nineteenth century, women began to compose in nearly
every civilized country, and if the women have not
yet given a genius of the first rank, the future is be-
fore them, in its usual place.

“Lisonjera” is a Spanish word meaning flatterer, or
cajoler. The piece should be played with a humorous
allurement hard to put in words, but necessary for
the true interpretation. The work should be made
very rhythmic, as Chaminade herself says, with full
attention to rubato and all changes of tempo,; and the
pace should not be too languid. The form shapes it-
self plainly into a three-part affair, with 16-bar theme
and countertheme, and coda. The contrast between
the first and second period is most marked. The flat-
terer speaks with the most sympathetic charm in the
first period; but in the second, the hollowness of the
situation is made evident. Bring out this humorous
contrast fully. Make the rising melodic figure of the
beginning swell out with convincing fulness, and hurry
the last two bars of staff 2 as if the flatterer were
heaping up honeyed assurances. After the light double
bar, make the marcato very clear, almost as if the
phrases were an incisive and angry reply to the viva-
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cious chatter of the first period. Give full promi-
nence to the staccato effects, and give the rubato as
directed. Make the repeat of the first theme even more
insistent than before, and let the coda die away gradu-
ally. The humor of this piece is very captivating,
and its beauty would justify the remark that Ambroise
Thomas made about Chaminade—“This is not a
woman who composes, but a composer who happens
to be a woman.”

PIERRETTE—C11AMINADE
[“World’s Best Music,” Vol. I, p. 260.]

The French have a saying that “one cannot be grand
from morning till evening,” which finds its exemplifi-
cation also in their light and vivacious drawing-room
music. It is so, too, with regard to conversation; we
cannot always be talking on serious subjects, so it is
often a relief to lapse into small talk. Mme. Chami-
nade is a notable instance of woman making a name
for herself as a composer, and her playing of such a
piece as “Pierrette” reveals all the best French charac-
teristics of elegance, airy sprightliness, gayety and
“chic.” Some of the modern French drawing-room
pieces are very thin and poor, although always elegant,
but her work seems influenced by the German school,
especially by Schumann. In this piece there is a quaint
and modish cleverness which national peculiarity has
been turned into good account by the composer; it is
full of quips and cranks, unforeseen turns and sur-
prises, which were perhaps embodied in the person of
Pierrette herself. It is said that Schumann, when a
boy at school, was great at musical caricature, and
possibly Mme. Chaminade may have followed his ex-
ample. This Air de Ballet is one of her most popular
pieces. '

It begins with a kind of patter with the emphasis
on the second eighth of the bar; this accent is kept
up in the melody all through. You will notice of what
small bits the theme consists—mostly of three notes.
At bar 11 a longer phrase of twelve notes appears,
which you had better begin with the second finger.
At bar 8, right hand, the second finger should be used
on D, not the thumb; the accompaniment at 8 is not
easy on account of the jumping. Pedal each bass
note here. Make the pretty triplets, right hand (bar
22) separate from the chords in left hand. At the
end of bar 26 make the chord of three notes melt
away into the next, which is only a sixteenth. The
little connecting passage is original, but if you thor-
oughly look where your fingers go on the keyboard,
and study the consecutive fourths which are so unwel-
come to the finger, you will learn the trick. There is
another such curious movement of the fingers to learn
at bars 50 and 54. The double ending is witty at 59.
If you analyze the piece, you see it is in the usual “song
form”; the middle part beginning at 60, being in the
dominant as usual. The roll of the drum, held
through by the pedal, is not the war drum, but the
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pantomime effect for chic and naiveté—it is instantly
followed by the unusual passage of forbidden fifths
and octaves which is intentionally piquant. At bar
77 the half-notes must be legato, left hand, and the
tonic first subject gently brought back at 84. At the
Coda in bars 112 and 113 the fingering should be the
same in cach bar. Bar 119 is a chord of B major, an
abrupt proceeding very much affected by the French.
The triplets should run sparkling up to bar 123, and
if you prefer not to use the left hand, it matters little,
so long as you are correct. The descending pp is best
played with a finger staccato touch.

Having carefully studied all these details and mas-
tered the fingering, play the “Pierrette” as a coquet-
tish French girl would; not in our stolid Yankee
manner.

NOCTURNE, OP. 37, NO. 2—CHoPIN
[“World’s Best Music,” Vol. I, p. 241.]

A German critic wrote: ‘A beautiful sensuousness
distinguishes this Nocturne, being luscious, soft,
rounded and not without a certain degree of languor.”
He warns us “not to tarry too long in this treacherous
atmosphere—it bewitches and unmans.” One can see
at a glance that the passage in sixths in bar 3 is
difficult. These descending passages run in pairs. The
first pair both begin on C, and, as a rule, they all
end in the other mode, that is, if one begins major it
ends minor, and vice versa. The second pair is an
exact transposition of the first and begins at bar 9
on G-flat. The third pair, both alike, begin and end
in the minor mode, starting, however, from C, and
the fourth pair at 23, starting from A-flat, are like
the third pair except that at 25 an IE-flat creeps in to
form another ending. Thus we may say the first two
pairs are alike, and the second two pairs also alike.
The only others are at 71 and in A major at bar 80.

How many have opened the book to play at least the
soothing middle portion of this Nocturne, and have
been pleased to find it so playable. The earlier tech-
nical difficulties are so great that the middle movement
is generally played too fast (being so much easier).
Do not shorten the eighths, or their smoothness will
vanish. The sostenuto justifies an almost sluggish
tempo for each phrase of the rocking melody. No-
tice the descending octave so characteristic of this
particular tune (this is why the quarter bar 31 is not
dotted), and I would further point out there are no
tied notes in the upper voice in bars 33 and 37. Al-
though marked p, most pianists love to extract a full
round tone, but the bass notes should be soft like
velvet. Each little nuance is not necessarily printed,
but every one would make a calando in bar 52, and
use the soft pedal to begin the theme at 53; so every
one will “dwell” on the first melody note in bar 64.

At bar 69 the opening theme returns, and this is
perhaps the place to speak of the unbroken continuity
of the left hand part, which can only be obtained by a
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skilful change of finger on the same note and a loose
wrist action; it had better be practised alone. In the
bar before the hold, near the end, which must be a
silent pause, the bass notes descend in perfect fifths.
Chopin has added lento, which is often missed by
the editor; the closing bars should be almost reluc-
tantly played.

WALTZ—DuraNDp
[“World’s Best Music,” Vol. 111, p. 557.]

This composer’s music fills up a vacant place in the
young pianist’s repertoire most welcomely; it paves
the way for Chopin as no other can. Although
extremely thin and airy, almost like diluted Chopin,
it is not surprising that Paderewski played this charm-
ing little Valse for an encore.

Like many introductions, this has a difficulty all its
own, and for young players who can play the Valse
very creditably, it forms a stumbling block at the
threshold. This may be evaded by a judicious short-
ening of the second and third chords; they are too full
for any but large hands, and as young people mostly
play the valse, I erase the thumb notes of each hand,
namely, the C and B flat of the chord in bar 5 and the
D and B flat in bar 9. This sounds just as well.

First practise the three chords, with pedal, without
the intervening passage, and note the top of each is B,
C and D respectively; when you “know” them, then
learn the three passages without the chords, until the
introduction is conquered. In that little link of three
bars before the double bar, make the two voices divide,
one stationary, the lower gliding down to G, and
please note the eighth is tied. The fingering for the
three halves is 3, 1, 2, and in the wavy figure of the
valse keep your second finger on B-flat and the thumb
on A-flat. The charm of this subject arises, from the
equidistant top notes (four eighths apart) ; the same
applies to the still more beautiful subject of the
Chopin Valse which begins with a trill.

We who teach almost expect certain mistakes;
indeed sometimes the right note struck when we expect
the wrong one, gives us quite a shock. So at bar 37,
we invariably hear the wrong time, four in the bar
instead of three. The eighth rest is misleading; if
you will play the usual valse accompaniment here until
the rhythm is correct, it will save you much time and
your teacher much impatience. The new subject at
the double bar should be quietly played, the duet in
thirds fingered 4-2, 3-1, to gain smoothness—at the
staccato bar use the fifth finger three times—at the
long note use 4-2, the two lower notes are tied and
when the C goes to C-flat, shift your second finger,
keeping the octave firmly tied down. All these points
are plain to see, but the percentage of young people
who play it as written is very small indeed. The
detached subject in F minor should be very light and
the marks of coloring adhered to. Just before the
duet enters again, you will notice the inharmonic
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change, the E-natural becoming F-flat (same note);
this is where we hear, nine times out of ten, the inevi-
table “boggle,” which can be so easily averted. The
slurred subject in the coda needs a special fingering,
2lways 3-2, and as a special study play the scales, up
to three sharps and flats, with these two fingers, both
up and down on this figure. Pencil the odd quarter
for the right thumb, do not mind the old-fashioned
objection to placing it on a black key! At bar marked
“brillante,” pencil it, fifth finger on G, the thumb on C
and draw the slur down to the B-flat; then begin the
slur at the top with the fourth finger; the same a bar
later, and the ordinary scale fingering follows. In
the group of seven notes, last line but one, keep the
second on F and finish again with thumb on the black
note E-flat. For the ascending scale in chords, I know
no other course than a patient piecemeal study; it is
distinctly the most difficult passage in the whole valse.

NOCTURNE—FiELD
[“World’s Best Music,” Vol. 11, p. 444.]

John Field was an Irishman who lived in Moscow
and St. Petersburg at the beginning of the nineteenth
century. He played in a rather suave and elegant
style, though musical enough. He studied with Cle-
menti, and carried on the best traditions of his art.
Field was another of the unfortunate children who
were forced to practise incessantly. Once he ran away
from home, returning only to escape starvation. With
Clementf, however, he met more kindly treatment, and
the latter helped Field in many things besides music.
But the harsh treatment of his boyhood made him
prematurely aged, and subject to much nervousness.
He never liked applause, as the noise disturbed him;
and he played best when perfect silence was observed.
His nocturnes, by which he is best known, served as
models for Chopin, and showed much grace of their
own.

Field lived in St. Petersburg from 1804 to 1823,
much admired as pianist and teacher. The esteem in
which he was held is shown by the story of Hummel’s
first visit to him. The German master came unher-
alded, and as Field did not recognize him, he pretended
to be a teacher from a little country town, anxious to
see and hear the great Field. The latter received the
unknown visitor kindly, and played for him with due
excellence. Finally an idea struck Field, who, per-
haps, thought he might get some amusement at his
visitor’s expense; and he said, “It’s your turn to play
for me now.” Field expected to hear the stumbling of
a fourth-rate country teacher, but instead of this he
was treated to a most brilliant virtuoso performance.
When he recovered from his surprise, he shouted,
“You must be Hummel.”

Field originated the nocturne. It was sometimes
defined as a light and agreeable piece for evening use,
but Field meant the title in its true sense, as the work
was to echo some phase of the varied beauty of night
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itself. Schumann’s “Nachtstiick” illustrates the same
feeling. Longfellow voiced the idea beautifully in his
“Hymn to the Night.”

I heard the trailing garments of the Night
Sweep through her spacious halls!

I saw her sable skirts all fringed with light
From the celestial walls!

I heard the sounds of sorrow and delight,
The manifold soft chimes,

That fill the haunted chambers of the Night,
Like some old poet’s rhymes.

The nocturne may be in almost any form, though
the freedom of the rondo is best suited to its expres-
sive needs. Field has given a free shape here, based
largely on song-form periods, but varied with much
art. The first section, after the five bars of introduc-
tion, consists of a three part song-form, with episode,
ending in bar 5 on p. 446. The next section, ending
in bar 7 on p. 447, is repeated with varied melody, and
ends on bar 13 on p. 448. A section of mostly new
material ends in the last bar of p. 449, but there is not
nearly enough of the first part for this to be called
a return. The last page shows a changed style, in
true coda fashion.

The left-hand work must be smooth always, with
pedal in short bits when possible, and with the “pre-
pared” touch for the most part (see article on Les-
chetizky method). This changes only in the piu moto
of the coda, where an emphatic B-flat comes with each
three-note group. Make a marked crescendo with the
B-flats of the upper staff in bar 5, and a very slight
pause before beginning the theme that follows. The
latter may be started clearly, softening on beat 3 in
bar 7, and swelling in bar 8. Bar 9 softens a little
for the consequent to begin clearly. Give prominence
to the crescendo in staff 2 on p. 445, and let the left
hand share in the dynamic changes. On p. 445, bars
7 and 8 are to be clear, shading off in the first half of
bar 9. A stronger style begins with the f on p. 446.
After 8 bars of reminiscence, there are some ques-
tioning two-bar phrases that may be worked up from
the p to a fine climax, though they need softer treat-
ment in their altered shape at the top of p. 448. The
new section (p. 448, bar 14) may have even more
“singing tone” than the earlier parts, and the 16th-
notes must be clear, though light. Bars 7 and 8 on
p- 450 have increased speed, and bar 9 may have a
still further increase. This nocturne is well worth
while, and will prove that it is not Field’s fault if he
is neglected by modern performers.

LA TZIGANE MAZURKA—GANNE
[“World’s Best ‘M usic,” Vol. IV, p. 1081.]

Louis Gaston Ganne is a Frenchman, born 1n the
unpronounceable town of Buxiéres-les-Mines (Allier).
He studied in the Paris Conservatoire, and was one of
the many pupils of that admirable teacher, César
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Franck. But unlike D'Indy and some other Franck
pupils, Ganne has not tried to invent complex and
austere harmonic effects, but has kept to rather popular
and straightforward music. He has composed several
operas, which have been well received in France, and
even in Germany.

The title “La Tzigane” means “The Gypsy Maid.”
The piece has some of the freedom of the Hungarian
Gypsy music, so finely echoed in the works of Schubert
and Liszt. This Gypsy music is not the only Hun-
garian folk-music, but it is full of spirit and passion.

The Mazurka (or Masurek, as it is sometimes
called) is a 3/4 dance in rather free style. Usually
it has a syncopated accent on the third beat, though
Ganne puts this accent on the second, as is frequently
the case in the chief theme. Sometimes the Mazurka
is written with a continual drone-bass in the left hand.
At times it is composed without a final cadence, so
that it may be repeated mdeﬁmtely The reader will
find one of these endless forms in Chopin’s Op. 7,
No. 3.

The Mazurka, however, is not a Gypsy dance. It
had its origin in the Palatinate of Masovia, in Poland.
There it was usually danced by four or eight couples.
The syncopation on the third beat was usually accom-
panied by a dainty little kick on the part of the dancers.
But the Mazurka is one of the freest of dances, and it
is often permissible for the dancers to improvise fig-
ures in it. Different versions of it may therefore be
as far apart in style as the (geographical) Poles. The
freedom of the dance in its musical interpretation may
be realized from the statement that Chopin never
played any one of his Mazurkas twice alike. Some-
times, when Chopin did not feel much like playing,
he would sit down and rattle off his own pieces in
strict tempo, with a dry style and a total lack of
expression that made them very funny. But even
when in the mood, he gave as much freedom to his
Mazurkas as the form permitted—and that was a great
deal. The student may, therefore, play this piece of
Ganne’s with as free a style as he desires, and with
much spirit.

The shape of this work is the familiar song-form
and trio, with the song-form abbreviated in its return
by the omission of its third period. The trio (scher-
zando) is in three-part form, as well as the earlier
section. The student will note that the famous
Rakoczy March of Hungary is used in the introduc-
tion and the coda, but in the transformed style of a
3/4 rhythm. The true (4/4) rhythm of this great
march can be found on p. 194, Vol. I, where Liszt’s
more faithful transcription will be found.

In the first period of the Mazurka, the accented
second beats are to be made fully prominent by giving
the preceding note in each case a crisp staccato. Note
that the two different kinds of staccato are used, es-
pecially in the second period (p. 1082) and the trio;
and remember that the wedge is more crisp and
emphatic in effect than the dot. Yet the tone of the
high notes (8va) on p. 1082 will die away equally
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quickly in either case, as the short and tight strings
do not sustain a note long enough to have dampers
at all. The short slurs of the little returning passage
(bars 18-20, p. 1082) must have an accent on the
second note, and the first note shortened almost to a
short grace-note. In the trio (scherzando) bars 2, 4,
10, and 12 have the true Mazurka accent on the third
beat. Give the second theme of this trio with the right-
hand staccato fully marked, but that in the left-hand
not quite so sharply cut off. Make the final reminis-
cence of the Rakoczy March, in the coda, as fiery as
possible.

L’ANGELUS—GopARD
[“IWorld’s Best Music,” Vol. V, p. 1329.]

Godard’s “Angelus” may be considered a companion
piece to his “Au Matin,” which is explained and
analyzed in this set of brief descriptions. It is, how-
ever, a less varied picture.

The Angelus is really a prayer to the Virgin, so
called because it begins with the words, “Angelus
Domini nuntiavit Marie” (the Angel of the Lord
announced to Mary). It was instituted as part of
the service by Pope Urban II, and it is offered in
Catholic countries at morning, noon, and evening. It
is given at the sound of a bell, which is also known
as the “Angelus.” Generally the evening bell is meant
when the word is now used, and Millet’s famous
picture carries out this idea. The evening suggestion
has been alluded to in the description of Lefebure-
Wély’s “Monastery Bells.”

In this work there is no such definite bell-ringing
as in Lefebure-Wély’s piece, or even in “Au Matin.”
Instead of being a definite tone-picture, “L’Angelus”
is a contemplative evening piece, almost like a prayer
in mood. It is a charmingly melodious picture of
eventide, such as Longfellow described in these lines
from “Evangeline”:

“Then came the laborers home from the field, and serenely
the sun sank

Down to his rest, and twilight prevailed. Anon from the
belfry

Softly the Angelus sounded, and over the roofs of the village

Columns of pale blue smoke, like clouds of incense ascending,

Rose from a hundred hearths, the homes of peace and con-
tentment.”

Some such picture must be kept in mind while play-
ing the work.

The piece is in three-division song-form. The first
period lasts 16 measures, there is an episode of the
same length, and the theme returns with rapid 32nd
notes in the right hand. There is a short coda, con-
tinuing the style of the return.

The work is entitled ‘“Meditation,” which gives a
good clue to its style. It consists largely of a thumb
melody in the right hand, with chords added above
the song. Great care must be taken to bring out this
melody, not only making it a little fuller than the
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accompaniment, but keeping it strongly legato as well,
and properly shaded. The tempo is so slow that
four beats may be counted to the measure. The use
of the pedal will help the legato in some degree.
Both theme and episode are divided into eight-bar
phrases, but a very slight further division into groups
of two measures will not be out of place. The epi-
sode is to be less tranquil and more emotional than
the chief theme, subsiding at the end into the return.
The dynamic marks and accents are to be followed
very carefully here. In the return of theme, the
lightness and delicacy of the broken chords in the
right hand must be made very marked. The melody
is to sing itself again as much as possible, with its
notes kept sufficiently prominent. There is an altered
consequent here, and in the usual fashion in such
cases, it is made noticeable by increased power. The
coda begins at the end of bar 4 on p. 1332, and con-
tinues the melodic idea. It must soften gradually at
first, and end with another extreme softening after
the swell in the third staff on the page.

This piece is melodious enough in character, but
fairly conventional for Godard, who frequently rev-
elled in the attractiveness that comes from unusual
harmonies. “Au Matin” is decidedly more character-
istic, and the Berceuse from his opera “Jocelyn” is
still more striking in its originality and strangeness
of effect. Like Jensen, Godard was at first inspired
by Schumann; but he developed a most marked indi-
viduality of his own, especially in short pieces like
the two just cited.

AU MATIN—GobpArD
[World’s Best Music,” Vol. V, p. 1309.]

Always get the full meaning of any title that a
composer chooses to attach to a piece, for he gen-
erally desires the performer to carry out a little tone-
picture. This piece, “In the Morning,” should call
up the picture of a fresh spring morning in the coun-
try, in France. The balmy air is scented with lilacs,
and from some little church in the valley comes a call
to matins. Let the bell effects (on Bp, at first) ring
out clearly, but not loudly, as they seem to come from
some distance. The whole effect is one of freshness
and beauty.

The form of the work is an unusual one. It is a
three-division song-form, with chief theme, counter-
theme (and two chords of returning passage), chief
theme, counter-theme again, and chief theme again.
The last period ends in the proper key, but a closing
theme is added and repeated, followed by a coda.

This is an example of the musician’s use of the
word andantino. It means really slower in motion
than andante, which signifies “‘going,” but as the latter
is now used for slow instead of steady motion, the
andantino is now taken as less slow. With nine eighth-
notes to the measure, the pace is really almost a
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moderato.
able here.

In the four measures of introduction, the pedal may
be carried from each measure to the next, in order
to give the effect of the sustaining of bell tones. In
the main part of the work, the pedal needs to be
released very quickly, to prevent such blurring. But
if the piano has a “bass damper pedal” (raising the
dampers of the bass strings only), it may be held
for a longer time.

The chief theme has some animation, though it is
still fairly calm and quiet in character. The stringendo
and rallentando measures (hurrying and retarding)
are to be given with full effect, increasing the speed
more and more in one bar, and slowing it gradually
in the next. A good effect is obtained by making the
introduction almost mf, then beginning the theme softly
and making a little climax in bars 7 and 11. Notice
the lively character of the rhythm, and the cleverness
with which the composer has avoided conventionality
by alternating phrases of four and five measures in
this theme.

The counter-theme can be made much more animated
in style, as the composer’s directions advise. It is a
lively passage, suggesting the brightness of the morn-
ing. Pay close attention to the dynamic marks in bar
15 and bar 19, and make the crescendos after them well
marked. The slowing at the end of this theme must be
so great that the resumption of the theme will seem a
noticeable increase in speed. This is shown in bar 17,
where the first six beats are slower than the tempo
of the piece. The last appearance of the theme (p.
1311) has the melody altered in part into sixteenth-
note groups, and care should be taken to bring out
those notes that correspond to the original melody with
a little more clearness than the other notes receive.

The closing theme has more swing and more power,
and seems almost like a little morning song in itself—
a suggestion of the compelling beauty of nature, per-
haps. It must be worked up to a very broad climax.
The accented notes of the coda (beginning with bar
10, p. 1312) seem like fragments of another song, but
this soon dies away in the peaceful quiet of the morn-
ing, and the work ends in hushed softness.

There is much unusual beauty in this piece, and its
great popularity is wholly deserved. It should be
played, too, with much individuality of expression.
First imagine the picture, then carry it out in tone and
shading, using considerable freedom of tempo.

Considerable freedom in tempo is desir-

NOVELLOZZA—GopArD
[“IVorld’s Best Music,” Vol. 111, p. 626.]

Benjamin Louis Paul Godard was born at Paris
in 1849. He studied the violin at first, and harmony
and other subjects after he entered the famous Paris
Conservatoire in 1863. He competed twice for the
Prix de Rome, but without success. This prize must
be won in competition by some meritorious composi-
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tion, and gives the winner financial aid and a free
residence for a certain period in Rome, where he must
continue composing. Perhaps Rome is not now the
Mecca of composers, but the prize is still worth win-
ning. It is amusing, however, to note how many of
the great composers failed or went unrecognized in
their early efforts. Berlioz was not liked at the Paris
Conservatoire when Cherubini was its director. Both
Rubinstein and Liszt, when young, were refused by
this school. Massenet had his troubles with the same
institution, which was glad to recognize him after-
ward. Verdi was refused by an Italian institution,
but studied privately and excelled the students there
in a competition.

Godard left the Conservatoire, and played viola in
several string quartets. At the same time he kept on
composing. He was a great admirer of Schumann’s
music, and set the Kinderscenen very beautifully for
orchestra. He soon became known by his songs and
piano pieces. He wrote also a piano trio (with
strings), a string quartet, a piano concerto, and two
violin concertos. In 1878 he and M. Dubois won the
municipal prize of Paris, his work being a dramatic
symphony entitled “Tasso.”
other symphonies, but they show a rather informal
style, like the suite. He wrote rather too quickly,
and some of these compositions show hasty workman-
ship. He wrote operas, too, but, except for “La Vi-
vandiére” these were not very successful. He was
a poet also, and sometimes set his own words to music.
His style is bold and original in modulation, though
his larger works do not show the greatest inspiration.
He died in 1895.

The Novellozza illustrates the necessity of under-
standing titles. A Novellozza is not a Novelette, or
romantic narrative, but is a humorous story in tones.
Brightness is therefore an essential quality in per-
forming this piece, and fulness of little “effects,” al-
most to the point of exaggeration.

The piece divides clearly into periods, with repeats
and altered consequents. The second period begins
after the double bar, and the first one returns on p.
628. Give the first theme with grace and daintiness,
and do not overdo the staccato. Let the accents sug-
gest mild syncopation, and give the light, skipping
grace-notes their full effect. The crescendo in bar 7
may be made rather sudden and sharp. Let the
change to minor in bar 13 be very soft and plaintive,

and defer the next crescendo to bar 15. This again

must be abrupt, with sharp contrasts of force later
on as directed in bars 17 and 18.

Brightness and humor must be put into the first
theme, but the second begins more mysteriously. Give
this with more legato. Let the fourth measure after
the double bar seem like an echo of the preceding
one, and repeat the same effect in bars 6 and 10 on
p. 628. Let the rallentando effects be always fully
noticed. Make the bass notes clear in bars 11 and 12
on this page, with a slight accent on the D. Give

strong contrasts in bars 15 and 16, just before the

He composed several’

return of the chief theme. Play the latter this time
with more marked effect than at first, and try to let
humor be present in every note if possible.

THE LAST HOPE—GOTTSCHALK
[“World’s Best Music,” Vol. IV, p. 1053.]

Louis Moreau Gottschalk was born in New Orleans
in 1829, and probably inherited musical talent from
his Creole mother. At the age of three he would beat
time to her music, and at four he touched the keys
himself. At nine he made his first public appearance,
in a concert at the Orleans Theatre. When he grew
to twelve he was sent to Paris to study piano, and
at seventeen began to compose. In 1847 he wrote his
effective “Bamboula,” reproducing the weird hurly-
burly of that negro dance. The next year or two saw
many of his most popular works, including “Le Bana-
nier,” “La Savane,” and the rhythmical “Banjo.”
Gottschalk travelled a good deal, giving concerts of his
own and other compositions. At Madrid he composed
a piece called “The Siege of Saragossa,” for ten pianos;
and the popular military effects in this won him a
tremendous ovation.

When he returned to his own country, New York
received him well. One critic of 1853, who had heard
Thalberg and Liszt, classed Gottschalk as even great-
er, and said of him, “He is not a mere mechanical
strategist, like De Meyer, nor a faultless crank like
Herz. He is a Prometheus who communicates the
spark of vitality and soul to that most unresponsive of
instruments, the piano.” His trill was held to be
marvellous, his chromatic scales dazzling, and his left
hand remarkably strong and skilful.

He met with a cooler reception in Boston, for John
S. Dwight, who published a Journal of Music there,
seemed always ready to attack Gottschalk. After that
artist’s first concert at the Hub, Dwight belittled him
very decidedly, saying that trifles like the “Bananier”
or the “Savane” were not enough to base a reputation
upon. But even Dwight could not help doing justice
to Gottschalk’s ability as a performer. His touch was
the “clearest and crispest” that Dwight ever heard,
and his rapidity in octaves and other passages pro-
digious. He earned more praise from Dwight by in-
cluding some sonatas in his second Boston programme.
But he need not have felt bound to do that. His own
compositions, even if not showing the variety and
power of utterance of a Chopin, were yet interesting
and remarkably characteristic. Gottschalk had a vein
of tropical exuberance that enabled him to picture the
spell of the South in very successful fashion. He
leaned toward the popular and sentimental style, but
that was a fault of his time.

Gottschalk used to play “The Last Hope” for him-
self nearly every evening, as a memorial to the lady
who inspired it. She had lived in the Antilles, and
Gottschalk was recommended to her as a guest. The
two soon became very well acquainted, and the lady
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used to take the greatest pleasure in Gottschalk’s play-
ing. She was much worried at the long absence of
an only son, and one night she begged of him, in pitiful
fashion, a little melody to represent her last hope.
Gottschalk improvised this piece for her, and she
seemed comforted for a time.
a two days’ trip to give a concert, and on his return
he heard bells tolling and was just in time to witness
her funeral. This story was printed in the 1856
edition of the piece.

If the work is somewhat over-sentimental, the sub-
ject justifies the style; and even without this excuse,
it is superior to the Thalberg variations on “Home,
Sweet Home,” which set the fashion at that time.
Gottschalk leaned to the emotional side of music; but
his pieces always fitted their subjects admirably. His
two ‘“Ossian” numbers are most strikingly poetic.
“Ojos Creolas” and other such works display a ro-
mantic style. It is much better for a man to write
excellent works in the vein of which he is master than
for him to struggle after classical sonatas or sympho-
nies for which he would have no real inspiration.
Gottschalk was fully understood in the Latin coun-
tries, and always well received. His last work was
called “Morte” (Death), and it is said that he fell
dying while playing it on his last South American
trip.

In the introduction to “The Last Hope” are some
phrases that foreshadow “Tristan and Isolde.” The
cantando effect on p. 1054 is still in the nature of a
prelude. Care should be taken to keep the time rea-
sonably steady; the 32nd notes are shown in their
place in the measure, but the 16ths are short grace-
notes. On p. 1055 (end of bar 4) we find a definite
melodic period, which has been used in hymnals. This
has two 8-bar phrases, and some preluding brings a
repeat of the same period on the next page. The

chords must be clear, though the higher echoes of any |

chord, as in bars 5, 7, 8, and 9 on p. 1055, must be
softer, and the embellishments light and feathery al-
ways. An arpeggio such as that in bar 11, p. 1056,
begins with the lowest note in the left hand; but in
cases where the arpeggio mark does not run across
the space, but is in two parts, the lowest notes of the
left and right hands would come at the same time.
The first chord in bar 12, p. 1057, ends the repeated
period and begins another, with two 8&-measure
phrases and an extended cadence ending in bar 1, p.
1060. Use the alternative notes if preferred, but make
little crescendos before the 32nd-note runs, and have
these runs clear. The coda brings more trouble, in the
shape of trills that die away gradually. The piece is
a good example of Gottschalk’s technical style, and
valuable as a study in delicacy and lightness.

In conclusion, one may give to Gottschalk a full
meed of praise for his nationalism. If the American
school is to become at all distinctive, it must not merely
echo the technique of Europe, but must show some
especially national traits; and Gottschalk’s music cer-
tainly does this.

But he had to leave for:
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FUNERAL MARCH OF A MARIONETTE—
GouNoDp

[“World’s Best Music,” Vol. 1, p. 265.]

The great composers did not always go about
wrapped in a mantle of austere seriousness, nor did
they always dream frowningly of the Olympic heights
that they were going to scale in their next work.
They were all very human, and many of them had a
most captivating sense of humor. Many are the witti-
cisms recorded in their biographies, all the way from
Handel's defence when charged with musical theft
from Moffatt (he said, “That pig doesn’t know how
to use a tune”’) to Weber’s joke against royalty, at
the Wurtemburg Palace, when some one asked for
the royal washerwoman, and he directed the inquirer
to the room of the King of Wurtemburg, whom he
thought too fond of “washing dirty linen” in fre-
quent gossip.

Many composers have tried to show their humor
in music as well, with much success in some cases.
In the seventeenth century, Froberger wrote comic
tone-pictures of a rough trip across the Channel and
other misadventures. Many of the early tone-pictures
had their share of amusement, as “The Hen,” by
Rameau (cited elsewhere in this volume) will show.
Bach wrote a “Coffee-Cantata,” in which a wilful
daughter insists on going to the daily “Kaffee-
Klatsch.” She will not give up her passion for coffee
(and for the feminine gossip that went with it) until
her father promises to get her a husband. Bach
wrote also a comic “Peasants’ Cantata.”

Mozart wrote an amusing “Musical Joke,” in which
he parodied the efforts of a young and untrained
composer to write an ambitious work. The flimsy
style of the themes, and the fearful and wonderful
attempts at development, are skilfully portrayed; but
the climax comes with an attempt at a fugue finale.
Subject, answer, and countersubject ring out pom-
pously, but when the real intricacy of the fugue should
begin, the music flounders about in dire confusion,
until finally the whole is covered up by a despairing
blare of the horns.

Beethoven did not lack humor, in spite of his shy
and retiring nature. His wit often became sharp and
biting, and it was usually brusque rather than delicate.
He was the first to replace the symphonic minuet by
the scherzo, or playful movement; but his scherzos
are vigorous rather than gay. That in the sixth
symphony, however, has a humorous touch. One of
the themes represents the playing of a village band,
and in it is a broken-down bassoonist. His instru-
ment, like himself, is old and battered, and will give
only three notes; but he comes in with these on every
possible occasion.

Gounod’s piece is one of the very best of these
examples of humor, as the drollery comes from the
clever humor put into the music itself. Even without
title and sub-titles, this march would be noticeably
comic. The sharp crack of the breaking puppet, and
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the (legato) sighs of the mourners are best for or-
chestra, but the procession-figure goes well enough
on the piano. Bring out the pauses in the introduction
very dramatically. In the march, make a strong con-
trast between legato and staccato. Make the theme
proceed in tempo, but with a jerky motion that will
suggest the awkward movements of the marionettes.
Make strong contrasts also between the loud and soft
notes at the top of p. 266. Give a more rollicking
swing when the mourners go into a tavern, in old
European style, to refresh themselves after the burial.
Let the music have a steady rhythm, and a little
touch of Bohemian jollity. It may even grow a little
wilder on p. 267, and the returning passage (last two
staffs) may be given with a little unsteadiness and
confusion as the procession, now perhaps a little bois-
terous, prepares to march back home. The end must
die away very softly. This piece, which is a song-
form and trio, may be readily analyzed by the student,
and is not difficult to play.

BUTTERFLY—GrIEG
[“World’s Best Music,” Vol. V, p. 1339.]

This is an example of so-called “Programme Music.”
In the “Papillons” of Schumann his creations present
us with the characteristics and foibles of his personal
friends, which he hit off in such a marvellous manner.
In Grieg's “Papillon” he represents the flight of the
insect without any reference to the human butterfly.
Every movement is full of erratic uncertainty. Even
its suddenly remaining stationary seems depicted in
bar 15, from whence, in bar 16, it flits up, let us say,
to a higher branch or blossom. Some might even find
in bar 8 an illustration of that curious feint, when the
butterfly, although stationary, stirs its wings.

There seems always a difficulty in keeping the time
in this piece. May I urge you to count the sixteenth
notes in fours, that is in quarter bars. In the first
two lines, each of the sixteen divisions is present,
but in bars 5, 6 it is not always evident; it is mostly
here where the time is spoilt; perhaps the slightly
squeezed appearance of the printing incites to hurry.
The bars are long; make the second dotted eighth
as long as the first one that is worth three sixteenths.
There is also a difference between bar 1 and bar 17—
in the first instance the A in the melody goes with
the fourth left hand note, but at 17 it is differently
set. After getting the fractions of the bar right, you
must first look well after the second quarter beat, and
then the third beat of the bar.

Three bars from the end there is half a bar rest,
which should rather be lengthened than shortened.

The harmonies are also as erratic and unexpected as
the rhythm; note the G major chord at the double
bar, and the chords in the second half of bars 9 and 13.

The melody, ever present in the right hand, must be
as finely played as the butterfly’s wing is painted, and
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- at bar 10 the ascending accompaniment should be like

gossamer. Every variety of time and “nuance” must
be exhibited, or the piece will miss its mark.

NORWEGIAN BRIDAL PROCESSION—GRIEG
[“World’s Best Music,” Vol. 11, p. 516.] ‘

In this humoresque, which is taken from scenes of
country life, you may imagine yourself within hearing
of a carriole cavalcade passing over the mountains.
All is jollity, noise and festivity; the “perky” violin
melody is proof enough of this. At the double bar
another violin joins in and the left hand accompani-
ment is that ever-present figure of unceasing vitality
which dominates the whole piece. Drum beats, or
explosions of some kind, perhaps firearms, are also a
feature of the music, as they really are on such occa-
sions. “A wedding cortége in Norway was, long after
the introduction of Christianity, a party of armed
men, and for greater security marriages were generally
performed at night. In those turbulent times every
church had a rack in the porch for holding the axes
and spears of the congregation, and we thought we
could trace the influence of tradition in the wedding
which we attended, when the shouts and excited rush-
ings, with the firing of guns and pistols, raised all the
din and confusion of a real battle for the bride.”
Technically, the piece is much more difficult to play
than people think.

First, I cannot help saying, that being a march,
strict time is absolutely necessary, so I would urge
you to study it with the metronome at two slow
quarters in the bar. The most common fault is the
entrance of the first thirty-second. Try to make
it very short, and almost a part of the fifth bar;
another way of putting it is to draw your attention
to the double dotted note, which is nearly always too
short. Insist upon the second quarter in each bar
being marked, as Grieg indicates. The two sextolets
(bars 7, 11) are very uncommon, excepting in music
of this composer, and are correspondingly hard to
manipulate. Difficulties appear now, thick and fast:
bars 13 and 14 to wit. The thirds, struck exactly
together, are very difficult, but besides this, the first
is ornamented by a grace-note which will repay the
nicest attention, and a real legato for the three slurred
eighths is only attained by a good fingering. The two
drum notes should all through the piece be played
without the thumb being used. See bar 23, where
the right thumb could not reach the deep note. Nor
is this all, for the jerky accompaniment must be
added; it is in itself difficult, but much harder with
the right hand work.

At bar 33, where the double dotted note 1s eliminated
from the melody, and a new figure of accompaniment
occurs (opposite motion in each hand), the technical
difficulty is great. See that the initial thirty-second
of the melody fits its fellow note in the accompani-
ment.
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At bar 42, the figure is inverted (turned upside
down) and this is very important to notice when
committing it to memory. The style of the passage
(bar 52) should be very solid, so lift the hands well
off at the dot, and accent the first note of each slur;
never mind the bar accent. At bar 58 the subject
re-enters, this time with new treatment in the bass,
another crucial test. At bar 68 the melody is in the
left hand and the cranky figure of the accompaniment
in the right. Use the pedal here just as it is marked
and let those explosive fifths be fired off like pistol
shots in the left hand—*"sostenuto” means here “molto
ritardando.” Last of all we come to the unison pas-
sage at 82, which is very uncomfortable to play. I
find a fingering as follows good—try fifth right hand
finger followed by second ditto at end of bar 83 and
the similar place at 86. The fading away in tone
toward the end suggests the procession passing be-
tween the mountains, which so hinder the sound that
only the merest fragments are intelligible.

PEER GYNT SUITE—GriEc

{“World’s Best Music,” Vol. 11, pp. 474, 478, 483; Vol. III,
p. 549.]

When Ibsen wrote to ask whether Grieg would
<compose incidental music for his play, “Peer Gynt,”
the latter was much taken aback. Grieg could not
see at first why such a symbolic and philosophic play
needed any music. For some days he went about in
a restless state, but finally he saw his way clearly,
and started work. Solveig’s Song came first, then
Ase’s Death, and the latter, with the Morning music,
was held by Grieg to be the best of the set. Grieg
kept steadily at his task—so steadily, in fact, that an
acquaintance told Grieg’s wife that she ought to be
thankful that he worked so faithfully instead of going
to the club and playing cards.

Ibsen’s drama, “Peer Gynt,” to which Grieg wrote
this music, is a wild and fantastic affair. The hero
becomes infatuated with a bride-to-be at a rustic wed-
ding, and carries her off to the mountains. This epi-
sode inspired Grieg’s first number (Peer Gynt and
Ingrid). Then comes the Troll Dance (In the Hall
of the Mountain King). Peer (which is Norwegian
for Peter) returns to find his mother dying (Death
of Ase). After this he becomes a wanderer, and the
music follows him into Arabia (Arabian Dance). He
is taken for a prophet, and Anitra, the chief’s daugh-
ter, attracts his attention. He promises her a soul,
and she dances for him (Anitra’s Dance). The scene
.changes, and we see Solveig, the first and only worthy
object of Peer Gynt’s love. Though now grown to
middle age, she is still faithful to his memory; and
as she spins she sings of her belief in his ultimate
return (Solveig’s Song, see Vol. III, p. 549). Then
follows a sunrise in Egypt, with the wandering Peer
watching the statue of Memnon. This statue was
supposed to give forth music when touched by the
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sun’s first rays, and Grieg makes it do so (Morn-
ing). At last Peer Gynt returns on a ship to his
native land (Storm). This finishes the instrumental
music, but Grieg wrote another lyric for Solveig, who
welcomes Peer with a sort of lullaby (Wiegenlied)
bidding him rest in peace under her care. The play
is more or less a series of episodes, but through it all
runs the idea that the true love of a good woman
is the most powerful influence to redeem a man from
error.

Morning, which begins the well-known suite of
Grieg, is worked up to a glorious climax. Its first
section (it shapes itself much like a first rondo) is
built on one four-bar phrase, which comes back in
the left hand in the middle section, and finishes the
work in somewhat altered form. The piano cannot
equal the glowing color and broad sweep that the
orchestra gives, but it may still be made to show
much expression. The whole first page works toward
the climax, which reaches its fullest power at the first
ff- In the new material that follows, very careful
attention must be paid to the dynamic marks, and the
pianist need not be afraid to indulge in the most
extreme swells and subsidences. The quieter mood
returns with the first theme, which, however, must
be kept clear enough to be recognized in its left hand
position. The pedal may be used freely, except when
its limits are definitely marked.

Ase’s Death shows Grieg at his best. The form
is simple enough—an eight-measure period repeated
three times to make a rising climax, and a second
such period repeated twice for a return to softer sad-
ness in the extended cadence. Both sections are made
of a single three-note figure. But what power of
expression! What depth of unrelieved gloom is
sobbed out by the simple phrases that form the two
sections! Again the piano is handicapped in the por-
trayal, but if crescendos and diminuendos are suffi-
ciently well contrasted, the music will speak for itself.

Anitra’s Dance is more pianistic in style, and goes
with a graceful lightness well suited to the keyboard.
All must be made very rhythmic. The six measures
of introduction may be ended very softly, so that the
first period, starting on the last beat of bar 6, may be
more clearly emphasized without becoming loud.
Notice the left-hand staccato, and respect it accord-
ingly, while making the right hand join in the effect
as directed in the eighth-note passages. The period
(16 bars) is repeated. In each case there should be
a swell and subsidence in the two bars just before the
closing crescendo. In the episodical section that fol-
lows the repeat dots, bars 1—4 and 9—12 should
receive a more poignant expression than the p
would show. The introductory material is then to be
mingled very softly with snatches from the chief
theme, which have more marked emphasis, and should
be worked to a little climax that softens only for the
return of theme, on the last half-beat of bar 8, p. 485.
It will be noticed that the cadence in the key of the
piece is brought about by an extended antecedent
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instead of an altered consequent, the last half of the
antecedent being repeated a fifth lower down.

Grieg was a master of unusual modulations, and
if he worked much in the smaller forms, he still
treated them with the originality of true genius. His
songs, too, will be found to have marked and unusual
beauty; and the student who develops a taste for
Grieg’s music is proceeding along the right path.

HARMONIOUS BLACKSMITH—HANDEL
[“World’s Best Music,” Vol. 1, p. 175.]

Handel’s music is distinctly adapted to the instru-
ment of his time, the old-fashioned spinet or harpsi-
chord. His “Suite de Pieces” is full of the graceful
ease and highly ornamental style of the times in which
he lived, in fact, while listening to it, one can imagine
one’s self being ushered into a drawing-room of Queen
Anne. The suite contains the exquisite piece known, in
this country, as “The Harmonious Blacksmith.”

The anecdote associated with it is as follows.? “One
day Handel was making his way to the chapel at
Cannons, near Edgware, and was overtaken by a
shower of rain, which compelled him to seek shelter
in the shop of a blacksmith, who was also parish clerk.
While here, he caught the melody the smith was hum-
ming at his work, to which every stroke of his hammer
made an agreeable bass. On returning home, Handel,
it is said, made out of it this Air and Variations.

This air is easy to listen to, being of the “hammer
and tongs” order ; each variation adheres strictly to the
same diatonic harmonies of the theme, the added in-
terest being given by a new figure which is inverted in
Var. 3, and similarly the triplets of three and four, the
finale being made of scale passages.

Embellishments and grace-notes were a special feat-
ure of this antique style, but there is only one here
in the second variation, which is very curious. Those
of us who are old enough may remember hearing old
ladies invest their psalm singing with “tweedles.” The
old teacher, Mr. John Farmer, used to say it was
when they felt particularly “good.” I have, in his
company, heard these impromptu grace-notes. It is
interesting to read that Emanuel Bach in 1752 speaks
of the great value of these “agremens”—*“they serve
to connect the notes, they enliven them and when neces-
sary give them a special emphasis; they help to eluci-
date the character of the music; whether it be sad,
cheerful or otherwise, they always contribute their
share to the effect an indifferent composi-
tion may be improved by their aid, while without them
even the best melody may appear empty and meaning-
less.” So evidently thought the old ladies of my
younger days. .

With regard to the playing of this set of Variations,
extreme neatness of execution is to be aimed at, the

? Though with little or no foundation in fact—A. M. in
“The Musical Standard.”
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part-writing exact and the tied notes valued; all this
is only attained by diligent separate hand study, then
they always sound effective, at whatever speed you take
them. If you have a good finger staccato, the triplets
may all be played with this touch, and the traditional
way is to play each repeat “pianissimo.”

LARGO—HANDEL
[“World's Best Music,” Vol. V, p. 1298.]

Handel, like Bach, was born in 1685, and lived until
about the middle of the next century. Like his great
contemporary, Handel wrote many works in contra-
puntal vein; but he had a more dramatic spirit, that
showed itself in opera and oratorio. Nowadays the
operas are out of date, with their conventional person-
ages and arias. But in their day they had a tremen-
dous influence. The costume of Rodelinda, for in-
stance, in the opera of that name, was adopted through
England as a national uniform of youth and beauty.
Buononcini came to London while Handel was there,
and there resulted a great rivalry between the two
composers’ adherents, and an operatic war that ruined
Handel ; though he soon made another fortune. Han-
del thought little of Gluck, too, and said that the latter
knew no mere of counterpoint than his cook ; but this
was not so harsh as it might seem, since Handel’s cook
was really a good musician.

Handel’s oratorios are now better known than his
operatic solos, though some of the latter are famous.
The oratorios, which came in the last ten or twelve
years of his life, are still as fresh and beautiful to each
new generation as when the composer penned the
“Hallelujah Chorus” in lonely exaltation, and seemed
to see the whole of Heaven opening before him.

The Largo, perhaps the most popular of all the
Handel selections, was originally one of the operatic
numbers. Handel’s tunes often experienced many
changes, being used in new forms by him. His steal-
ing of tunes from others (he was called “The Great
Robber”) was certainly reprehensible, but he was sure-
ly entitled to do what he liked with his own creations.
His famous song “Lascia ch’ io pianga” is an example
of such odd “sea-changes.” Danced as a Sarabande
in “Almira,” it became a song in another Handel opera,
with the words “Cogli la rosa, lascia le spine” (take
the rose, but leave the thorns), before it reached the
setting known at present. In like manner the Largo
was at first a song in the opera ‘“Xerxes.”

The operas of Handel had always about the same
number of regular characters (usually six), and each
of these had a prescribed number of solos and en-
sembles of different sorts. The solos were duly clas-
sified by their style. The Aria Cantabile was smooth
and legato; the Aria di Portamento, a little more va-
ried, as “O thou that tellest,” in “The Messiah;”’ the
Aria di Mezzo Carattere still more varied in style; the
Aria Parlante (or Agitata) a passionate and almost
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declamatory number; and the Aria di Bravura a bril-
liant piece of technical display.

This “Largo” was an Aria Cantabile, beginning with
the phrase “Ombra mai fu.” There were only ten
words altogether, in praise of the shade of the plane-
tree under which Xerxes rested. They ran, “Never
was shade of a blessed and welcome plant more pleas-
ing.” The simplicity of this statement will show how
little the words mattered in the old days, and the rou-
lades of “Every Valley,” in “The Messiah,” will illus-
trate the same point. In the old contrapuntal days the
composers cared still less about the words, and they
often set to music the first 16 verses of the Matthew
Gospel (the genealogy of Christ), which were about
as inspiring as a city directory would be to-day. But
Handel set his simple words to a most striking and at-
tractive melody. The form is free, but that is perfectly
correct in a song transcription.

There is little that needs to be said about the play-
ing of this work. It must lead from softness to a
broad and noble climax in two places, first in the
third staff on p. 1299, and then at the end. In order
to make these fortissimo effects more striking, be sure
to Begin softly, and to notice that new crescendos start,
after a little subsidence, in bar 6 on p. 1299 and bar
11 on p. 1300. The melody must be made to sing
out clearly in the first half of the piece. The piano
cannot swell the holding notes as the violin can, but
they may be struck a little more strongly than the
melody would indicate, to keep them resonant. In
the last half of the piece, the chords carry the melody
and if the hand cannot manage them fully, the pedal
must help out in arpeggios. The arpeggios marked at
the bottom of p. 1299 start on the lowest note in each
hand at the same time. Give breadth and dignity to
the work, and let the melody ring out with convincing
effect.

TARANTELLE—HELLER
[“World’s Best Music,” Vol. IV, p. 1089.]

Although Stephen Heller’s name is German, he was
a Hungarian by birth (Buda-Pesth, May 15, 1815),
and his parents were born in Bohemia. His grand-
parents, however, were German. Heller was a child
prodigy, and could improvise remarkably during his
boyhood. Schumann helped him in his earliest efforts
at composition, and caused his first works to be pub-
lished in Germany. In Paris Heller came under the
influence of the much over-rated Kalkbrenner. The
latter’s terms were these: Twenty pounds a year,
instruction to be given by one of Kalkbrenner’s pupils,
and Heller to publish nothing without obtaining Kalk-
brenner’s consent. Naturally this arrangement soon
fell through.

The Tarantelle (Tarantella) is a dance of southern
Italy, and probably got its name from the province of
Taranto, where it was popular. It is a very rapid 6/8
piece, with much castanet and tambourine accompani-
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ment. It was usually danced by a man and a woman,
but sometimes by two women. At times it was sung
as well as danced. Heller wrote seven Tarantelles,
of which the one here described was the fourth. Hel-
ler wrote also more than 200 piano studies.

The story of the Tarantelle being named because
it was used to induce dancing for the cure of taran-
tula bites is probably fictitious, but has some plausible
foundation in fact. In the Gentleman’s Magazine for
September, 1753, the English musician, Storace, gives
an account of being urged to play a certain Tarantelle
for a spider-bitten patient. There was an Italian va-
riety of the tarantula, but its bite was no more danger-
ous than that of a wasp. The summer months often
saw an epidemic of so-called “Tarantism” (taking its
name from the province of Taranto), in which some
patients were strongly affected by different colors,
while others had a wild longing for water, and even
threw themselves into the sea. This was a species of
St. Vitus Dance, common in southern Italy from the
fifteenth to the seventeenth centuries, for which danc-
ing was used as a cure. This probably helped to spread
the spider story. Bands of musicians would travel
about to play for the afflicted ones. The pace of the
Tarantelle was gradually increased (even as it is in
this work of Heller’s) until the dancers dropped from
exhaustion.

Heller’s piece is a first rondo form, not clear enough
in its middle section to be a song-form with trio.
There is a ten-measure introduction, a first section in
three-part song-form with 16-bar periods, a second
section that echoes the introduction-figure, a return of
section 1 with last period altered, and a long coda
con brio. Begin the introduction brusquely, but not at
full speed. Play the first period (and its repeat)
lightly, to contrast with the more forcible episode that
follows, in the fifth staff on p. 1090. This latter must
be played with some force, and a high finger-action.
The side-section, after the double bar on p. 1091, needs
arm-action alternating with heavy finger-work at first.
The stringendo (hurrying) passage that follows is a
true tarantelle effect and one must press on with con-
tinually growing excitement. Pay close attention to
the short slurs here, making the second note strong
when it coincides with the accent of the measure, and
giving the first note almost the effect of a short grace-
note. The introduction used as returning passage (top
of p. 1094) may be a little slow, as at first. The open-
ing section returns as before, except that in the last
recurrence of the first period there is new matter,
with another crescendo of force and speed, the theme
ending in bar 9 on p. 1096, after which the coda
affords still more excitement. In the latter, one can
use full force, even including the martellato effect.
The tempo must be rapid all through, but literally
racing in the stringendos and the coda.

Another dance of similar character to the Taran-
telle is the Saltarello, a more skipping movement in
6/8 rhythm. Mendelssohn wrote a Saltarello for the
finale of his Italian Symphony.
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“IF 1 WERE A BIRD”"—HENSELT
[“World’s Best Music,” Vol. 111, p. 630.]

Adolf Henselt was born near Munich in 1814, and
studied the piano at that capital. When seventeen he
was sent by King Ludwig of Bavaria to \Weimar,
to study with Hummel; but he disliked the latter’s
methods, and soon went to Vienna to practise in his
own way. He worked very hard, and soon became
a great virtuoso. Mis practice of Bach, on a piano
whose strings were muffled by feather quills, has been
already mentioned in this volume. He gave concerts
for a while in Germany, but at last settled in St.
Petersburg as court teacher, and left the (much dis-
liked) concert stage altogether. This was a pity, as
he was a great performer. Schumann called his work
superb. Liszt, on hearing Von Lenz speak of llen-
selt’s progress, replied, “Henselt is always an artist,
and doesn’t need to progress.” He practised con-
stantly. Mendelssohn said that “he used to play wide-
spread chords, and play them all day while stretching
his fingers on prestissimo arpeggios.” Henselt invent-
ed stretching exercises for the hand, and used to de-
vote an hour a day to them himself.

Von Lenz calls Henselt a true German in the rugged
sincerity of his style. He is placed midway between
the delicacy of Chopin and the showy brilliance of
Liszt. Henselt’s sterling work put an end to the
superficial brilliance of the Hummel-Field school. His
admirers said that he “sang like Thalberg, poetized
and dreamed like Chopin, and strode along heroically
like Liszt.” He made a specialty of Weber, and
would give piano arrangements of the latter’s over-
tures with the most delicate nuances. He played
this study in F-sharp (“Si Oiseau J-Etais”) “like an
eolian harp hidden under wreaths of flowers.”

As a composer he inclined toward the sentimental
and romantic side of music. If Gade was called
“Mrs. Mendelssohn,” then Henselt can well be nick-
named “Mrs. Chopin.” But his two sets of Etudes
are beautiful as compositions and valuable for prac-
tice. Henselt used the pedal very sparingly, sustain-
ing his tones almost wholly with the finger. He
could get a most full and rich tone in the soft pas-
sages, combining tenderness and force in most effect-
ive fashion. These two points should be remembered
by the performer when he plays this work.

Noticing that M. S. means mano sinistra, or left
hand, we see that the second beat in each measure,
consisting always of two chords, is to be played by
that hand. As the piece is light, and legatissimo at
the same time, it follows that the performer must
join the work of the two hands with as perfect smooth-
ness as possible, and that this smoothness and balance
must be kept up even in crescendos and diminuendos.
If Henselt’s other Etudes demand as much care as
this one, it is no wonder that the piano teachers think
highly of them.

The first period of 16 bars divides into phrases of
eight, and even four, bars. The very slightest of
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diminuendos may come with each downward figure,
while each is made to begin with nearly the same
degree of force. These differences have to be made
stronger, and perhaps a very slight retard added, in
the con espressione of the next period, in G-flat. We
then find (in F-sharp) a short development of the
opening figure of the second section. This grows
louder to its end, and is the climax of force in the
entire piece. The first period returns very softly in
contrast, but now this theme also works up to a cli-
max before dying away. Notice that due corde means.
“soft pedal”; and, strictly speaking, it is more accu-
rate than the usual una corda, as the soft pedal throws.
only one string out of action. The last page, of coda-
like character, has its swift increases of power too.
The arpeggios, of course, start with the lowest note
in the left hand, and mark a close in which the bird.
flies away.

BRIDAL SONG—JENSEN
[“IVorld’s Best Music,” Vol. IV, p. 932.]

Adolf Jensen was born at Konigsberg, in East
Prussia. He studied with good masters, and soon
became proficient in composing. He was devoted to.
the classics, reverencing Bach and Beethoven, and pay-
ing attention to the music of the former’s sons as well.
Friedemann Bach wrote in clear and interesting style,
though his fugues seem tiny beside his father’s.
Karl Philipp Emanuel Bach composed orchestral
works, as well as piano pieces, that foreshadowed the
strength of Beethoven, and were even more striking
than the rather suave symphonies of Haydn and Mo-
zart. But Jensen was chiefly influenced by Schumann,
whom he reverenced greatly, and with whom he cor-
responded for many years. He was intimate with
Gade also, whom he met in Copenhagen.

Like many other composers, Jensen was never wholly
free from the struggle for existence. His career was
hampered by physical illness, in the shape of consump-
tion. He had chances enough for work, and in 1866
he was teaching at the Tausig Conservatory in Ber-
lin. But two years later ‘his lung trouble forced him
to travel in search of health. It may have started from
an Alpine cold, but the unlucky combination of a
restless spirit and a frail body was bound to cause
some bad result. Jensen was an enthusiast, and could
hardly stop when he once began to sing or play. But
he paid for this enthusiasm in later life, especially
after a session of the inspiring Wagner music, with
many hours of pain. From 1868 to his death, 11 years
later, he could compose only intermittently, and was
constantly longing for the health that would enable
him to work.

He is chiefly known by his songs and piano pieces,
though he wrote several larger works. Among the
latter are the posthumous opera “Turandot,” the can-
tata “Jephtha’s Daughter,” and a “Gaudeamus” set to
words of Scheffel. Jensen's songs are perfect gems
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of the German Lied school. His piano works are
beautiful, but they are fluent rather than forceful.
Their composer was gifted with delicate melodic and
romantic feeling, in which he resembled his idolized
Schumann ; but he did not possess that master’s great-
ness and breadth of effect.

The charming “Bride Song” is from a set of four-
hand “Wedding-Music,” which includes also a Wed-
ding March, a “Reigen” (almost the motion of a
dance) and a Nocturne. The first 17 bars of the
“Bride Song” are introduction, after which comes a
16-measure period. On the next page is a second
period, repeated with alterations. On the page be-
yond, 18 bars of returning passage bring back the
first theme. This would seem all that the form needed,
but unfortunately the cadence is in the dominant key,
and all forms should end in the tonic. Richard Strauss,
to be sure, does not confine himself to any such arbi-
trary rule. His orchestral works modulate as they
please. He even wrote a song once in which the
last occurrence of the theme ended in a foreign key;
but he softened the blow by stating that if this shocked
the performer, the theme could be transposed to the
right key. Jensen, however, was no such radical. As
he did not alter the consequent to make a cadence in
the tonic, he found himself obliged to write an extra
period, or closing theme, to get back to the tonic be-
fore starting the coda. This theme will be found on
p- 939, with an antecedent of 8 bars and a consequent
ending in bar 27.

In playing, notice that in the introduction the phrase
of the first two bars goes from the left to the right
page. The 8-bar halves of the first period give an
unusually ecstatic effect in groups of two, four, and
two bars. Staccato and legato may be strongly con-
trasted here. Notice the short slur in bars 4 and 20,
p- 935, which causes the two notes to join with the
following figure, and make a slight pause after bar 28.
The short slurs in bars 12 to 14 of the returning
passage (p. 937) must produce a syncopation, the
second notes being softer in spite of their position on
the first beat. Make the extra theme very rhythmical,
with two-bar divisions for the most part, and with a
mellifluous legato. The two-bar phrase beginning the
coda should begin with fair strength, but grow softer
in each repeat, after the delicato.

In general, duet playing needs strict attention to
ensemble (keeping together even in changes of tempo),
accuracy in shading, prominence of melody, and a
proper subordination of accompaniment.

THE MILL—JENSEN
[“World’s Best Music,” Vol. V, p. 1202.]

This piece beautifully illustrates that happy demon-
strative mood one feels in rambling alone, humming
a melody along a brookside, on a glorious summer
morning when the dew is still on the grass. Recall
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the pleasant sensation on hearing the faint clatter of
the wheel, and then on turning a corner, seeing it
before you peeping out from the alders, with the dusty
miller sunning himself at the door.

When pupils are asked, on taking up this piece,
whether they have been inside a water-mill, or even
seen one, they nearly always reply in the negative.
This piece illustrates the noise of the mill, and is a
most beautiful example of genre painting.

One may, as a young student, find plenty of mate-
rial in this apparently easy piece for technical advance-
ment. The group of three thirds in the second bar
will claim attention if you would get them clean and
substantial, also the three smooth quarters in bar 4.
The clack of the mill is made in the left hand, perhaps
arising from the dominant G, the lowest and therefore
strongest note being on a weak beat.

In bar 17 use no thumb for the eighth, keep the
fourth on G, the third on F. The group of seven
slurred notes, and, still more, that at 43 suggest the
sight of cog-wheels in motion. Bars 23 and 24 must
be studied over and over again, with the eye watching
the behavior of the two thumbs on one note. The
repeated single note at 27 must be played by the fifth
finger, but from the wrist, and here again let the eye
observe how the two thumbs cross each other.

This continuous reiteration reminds one of the
vibration which one always feels inside a water-mill.

The passage of broken chromatic sixths in contrary
motion, bar 43, may represent grinding; begin it
strongly and make the first four notes rather longer.

The Coda begins at 67, and is written on an inverted
dominant pedal; see how that knocking G is kept up
all through. The fingering at 71 is fourth on G, so
that the second on E may sing on till the next note F
is struck by the fourth finger. You require a firm,
well-trained hand here, or the keys will seem to push
your weak fingers off. You will notice how the two
melody notes A are differently harmonized with such
pretty effect. The chord at 76 is the augmented triad,
and at 68 we have the same chord with a minor seventh
added. The device of augmentation is used in the
last two lines, it sounds as though the water had been
turned off and the great wheel came gradually to a
stand.

To get the local coloring of this pretty piece, one
should visit a mill, and if he finds the good-humored
miller in, and is shown around, he will remember
the noise, the shaking, the white flour dust and the
cobwebs.

THE BUTTERFLY (LE PAPILLON)—
LAVALLEE
[“World’s Best Music,” Vol. 111, p. 587.]

This piece was heard by the writer on the mechani-
cal piano player, which, of course, gave every note
with enviable precision and ease. Still, there was a
“woodenness” in the chord accompaniment which one
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can obviate with his fingers. The pretty perpetual
fluttering like that of the insect hovering round and
round, yet never settling, makes an excellent finger
exercise with “thumb under.” Begin with 3, 2, 1, 3;
nothing is worth noting particularly except bar 15;
but at the lowest notes of the left hand roulade, bar
21, finishing with the fifth finger on the raised key,
special care will repay one; similarly at bar 26. The
long cadenza on the first inversion of consecutive
triads is made easier by the assistance of the left hand
fingers, 3, 2. The triplets on page 5 descending in a
broken chromatic scale must each begin with 2, until
the dominant chord is reached with thumb, four bars
before the return of the subject. The left hand chro-
matic thirds may be played staccato with almost any
fingering, but one must look where he goes on the key-
board and not worry the eye with the maze of acci-
dentals, for it is all built on the chromatic scale.

The broken octave cadenza, page 5, needs a solid
pedal till the forte. Here we have an arpeggio of E
minor with the supertonic F sharp interposed—begin
it with 4, which finger always comes on G.

The last two pages in the major will only go if one
thoroughly masters the left hand part, which must
sound as well as if he played the accompaniment
with both hands instead of one; indeed it would be
useful to play it so a few times over. The additional
sixteenths in the left hand add brilliance as well as
difficulty, but a slight ritardando will be excusable to
make them clear. The step-like arpeggio at foot of
page 6 affords variety to the broken scale passages.
The arpeggio on the last line is the common chord of
the tonic with the addition of the sixth, C-sharp, so
trust your memory and look well at the keyboard.
The first full chord (last line) is the dominant seventh
of the relative minor C-sharp; the third chord in the
dominant seventh of the tonic. Use pedal to each
chord. Fluency is the desideratum in playing this
piece, but before you complain of the technical diffi-
culties, you must thoroughly assimilate every note
mentally. Perhaps the reading of the music in the
armchair after study at the keyboard would be use-
ful to some few pupils. We have heard of some pian-
ists who would digest a piano solo during a train
journey and play it for the first time in public on his
arrival ; this is, of course, an exceptional feat.

LES CLOCHES DU MONASTERE—
LEFEBURE-WELY

[“World's Best Music,” Vol. 111, p. 710.]

This piece has become widely popular in the mu-
sical world, although it has not the depth or impor-
tance of the Chopin Nocturne in religious style (Op.
15, No. 3), nor of Rubinstein’s “Kammenoi Ostrov”
selection, which also includes church-bells. This is a
simpler tone-picture, with its meaning frankly evident
in nearly every measure.

Louis James Alfred Lefébure-Wély was the son of
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a composer named Lefébvre, who altered his last name
as above. Though he wrote in almost all the large
musical forms (opera, symphony, string quartet, etc.),
he was best known as an organ composer, and he be-
came a celebrated performer on the instrument. His
skill in playing the smaller harmonium helped to make
that instrument more popular in France than in any
other country. He composed much for the harmo-
nium, and was alsg well known for his “O Salutaris”
and other church music; but his “Monastery Bells” is
the piece by which he is most widely known.

A free use of pedal is marked at the beginning of the
piece, and the damper pedal may be used even more
continuously than in most pieces, for bells have a
jangling effect that may be reproduced by the blurring
of dissimilar harmonies. The bells chime through the
first eight measures in very marked fashion, and when-
ever this theme occurs the pedal should be very freely
employed, though discontinued in the runs and octave
passages. By limiting the pedal chiefly to the various
bell-themes, the performer will bring out their effects
clearly by contrast with the other passages.

A religious feeling must predominate. The piece is
andantino, and should be given with the calm that one
would feel on a summer evening with the Angelus
ringing. The mood should be the same as in Millet’s
famous picture, which might well be reproduced as a
title for this piece.

At the outset, the pupil may find himself in doubt
about the notation of the first seven measures. Tak-
ing the first measure, the six beats are filled by the two
quarter notes (F) followed by the two eighth notes
(E-flat). This brings the lower notes (G-flat) just
before the third and sixth beat, upon which the eighth-
notes come. The dots go with the two E-flats in their
capacity of sixteenth notes, and the A-flats above come
on the last quarter of the third and sixth beats. The
rhythm would have been clearer if the composer had
put a doubly dotted eighth rest beneath each quarter
note, to show when the G-flats should sound.

Bells are in the chief theme of eight bars. A new
bell effect begins with the signature of F, with the
accents to be plainly marked in the left hand. Still
another bell-phrase comes after the return of the first
theme, though here the runs make it advisable to give
the effect by accent and holding instead of pedal. On
the last page the pedal may be used constantly, and
the bells made to die away gradually. The damper
pedal must always be released when the harmony
changes, except when the jangling effect is intended;
but the soft pedal must of course be held entirely
through the last repeat of the chief theme, being re-
leased only after the second ending, which brings the
coda of this dainty little rondo. It is permissible to
use the soft pedal again in the coda, toward the end.
It is not called for by the composer, but will help the
effect of having the bells die away to an almost inaudi-
ble softness.

Delicacy of touch is wanted, and the chief theme
should be played as much as possible in the “prepared”
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style, by keeping the fingers in constant contact with
the key-surface. Wrist action may come in the staccato
octaves, the forearm may be used for the chords, and
the fingers in the runs; but the piece is most impor-
tant as a pedal study.

FIFTH NOCTURNE—LEYBACH
[“World’s Best Music,” Vol. 111, p. 648.]

Leybach was a Frenchman who wrote in the agree-
able and melodious style known as drawing-room
music. As he studied with Chopin, it is only natural
that he should have written nocturnes, though his are
not so strongly expressive as those of his master. He
studied also with Kalkbrenner, who was at one time
so famous that even Chopin planned to take lessons
from him; but fame is a fickle damsel, and Kalk-
brenner did not hold his reputation.

The nocturne divides itself readily as a song-form
with trio. There is an introduction, a three-part song-
form, a two-part trio with partial return, a repeat
of the song-form with some variation, and a coda.
The introduction should be made crisp and clear,
Measures 5 and 6 are legato, and those who cannot
reach large intervals may take the last four upper
left-hand notes in measure 5 in the right hand.

The melodious theme that follows is found again
three times, though it recurs only partially for the
last time. This theme must therefore be given the
most prominence, and played with fullest expression.
It should be made legato, with as much “singing tone”
as possible, and must not be taken too softly. It
affords a good chance for the use of some tempo
rubato, though the melody is so clean-cut that this
varying of tempo should not be overdone. The first
time through, the theme may be played about as writ-
ten. If any change is needed here, it may consist of
a slight quickening in the first part of the measures,
in which the left-hand arpeggio runs take part, and
a slight retarding of the remainder of each bar. Ru-
bato may be used more freely in the second appear-
ance of the theme, just before the animato section;
and the 8th notes ending every second measure may
be shortened a trifle. By reserving new effects for
later appearances of a theme, it is always possible
to minimize the chance of monotony, and make the
hearer see that the melody may be made more and
more expressive in each reappearance. After the
trio (animato) the theme is given an accompaniment
of right-hand chords instead of arpeggios. Here, of
course, the theme may be started mf instead of p, to
make it more prominent than the chords above it.
Because of these chords there is little or no chance
for rubato now, but the player must make up for this
by giving a full amount of shading and expression.
Emphasize the accents a little; let the melody swell
to the fortissimos, which the composer has wisely
inserted ; and do not let the theme grow too soft to
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be clear in the diminuendos. Also carry out the same
ideas in the coda, which continues the rhythm of the -
theme, and should have great breadth.

In the side-theme of the song-form (pp. 649 and
652) the composer has been careful to mark the
proper power for each hand at the start. The right
hand has repeated two-note chords, played softly,
while the melody, now in the left hand, must be
given due power, but without exaggerating the f put
there as a guide. It should be noticed that after
four bars the melody shifts from the left hand to
the repeated chords, and the p between the staffs is
now intended for both hands. Here, as all through,
the composer has indicated the power very fully, and
his marks are to be closely followed, though the
melodic line must be always kept clear. The re-
peated notes may be given with a light wrist action,
and the contrasts of force in the side-theme strongly
emphasized.

The trio (animato) is still in the singing style, but
must be made a shade louder than the chief melody,
and more brisk in style and clear in rhythm.

Expression is the keynote of this work—nuances
of power, bits of rubato, and smooth fulness of mel-
ody. The true nocturne is perhaps more contem-
plative, while this one has more of melodic appeal;
but the title is still accurate enough, and the piece
frankly attractive.

BERCEUSE—Liapow
[“World’'s Best Music,” Vol. 11, p. 434.]

Anatole Constantinovitch Liadow was born at St.
Petersburg in 1855. He came of a musical family,
his father and grandfather having been music teachers.
His father gave him his first lessons, and later on he
went to the St. Petersburg Conservatory, where he
studied composition under Rimsky-Korsakoff. He
graduated with brilliant attainments, and became a
teacher there in 1878, and afterward Professor of
Harmony and Composition. He also taught at the
school of the Imperial Chapel. With Balakireff and
Liapounoff he was appointed to make a collection of
the Russian folk-songs, which are very numerous and
attractive. He wrote a movement in the composite
string quartet which gave homage to the publisher
Belaieff by the use of the notes B, La, F. He has
attempted the larger forms, but his best works are his
piano pieces, which are usually interesting and often
decidedly Russian in effect.

This piece shows the first rondo style, the theme
that begins in bar 13 returning in bar 9 on p. 437.
The first four bars show a rhythmic left-hand figure
that is kept up almost all through the piece. In the
return of theme, and at the top of p. 436, other left-
hand notes are added. If the hand cannot take the
skip from G-flat to B-flat (a tenth) put the pedal
down for an instant, play the two notes arpeggio, then
at once start holding the lower one, and release the
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pedal later. After four bars comes a simple right-hand
- figure that is used to mark the beginning of the second
section and the coda later on. Keep the first theme
soft and gentle, as it is the most cradle-like part of the
work, except perhaps the coda. The middle section,
beginning in bar 9, p. 435, is divided into two parts,
the first of which has triplets in the right hand. The
melody-notes here need careful attention, as there is
some syncopation. In the first part a few melody-
notes start on the second note of the triplets; but in
the next part the melody occurs on the third note of
each group of four sixteenths, and some practice will
be needed here to get the right effect. The crescendo
on p. 436 marks the climax of the piece. The return
of theme continues the 16th notes, but the style here
must be soothing as at first, givirig the melody only
enough emphasis to make it stand out clearly. The
coda dies away gradually, except for the two short
swells that the composer has indicated.

There is in this work an originality of harmony that
is almost impressionistic in effect. While often pleas-
ing, it is sometimes too marked, and may seem like an
unsuccessful search for novelty. The Russians are
now doing much experimental work, under the lead
of Scriabine; so the student need not be surprised at
the novelty of effect here and there, but should strive:
to give every passage due expression.

THE MUSIC BOX—Liabow
[“World’s Best Music,” Vol. V, p. 1280.]
THE MUSICAL BOX—LiEBICH
[“World’s Best Music,” Vol. V, p. 1246.]

Liadow’s “Music Box” is really entitled “Une Ta-
batiére a Musique.” This makes it a tone-picture of
one of the smaller music boxes, called “Snuff-Boxes”
in Germany, which may be held in the hand and
pressed against the ear. These give faint and high-
pitched tunes. The title “Valse Badinage” means a
playful waltz, and the piece is a dainty bit of musical
humor, as well as a study of the light staccato touch.

The shape is a plain song-form with trio, the latter
having two periods (in D) while the former consists
of theme, counter-theme, and theme again in broken
octaves instead of chords. The style must naturally
be light and tinkling, with a clear enough staccato
to suggest the short tones of the music box. Soft
pedal is called for throughout, but of course abso-
lutely no damper pedal. Let the piece be mechanical
in style, as well as tinkling in effect; for this is im-
plied by the absence of all expression marks. The
same degree of lightness is needed for the whole
piece, and the pupil may play it with added joyful-
ness because there is no shading or expression for
him to worry about. The tenuto marks on the upper
melody notes in the chief theme give those notes a
little prominence, as if the melody were very slightly
stronger than its accompaniment. Try not to grow
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loud in the trills on p. 1282, and keep the runs as
even as possible. Give a very slight suggestion of
waltz rhythm, which is 6/8 instead of 3/8, and some-
times lets a theme finish in the 15th bar instead of
the 16th, as if it were the first beat of the 8th double
measure. Light staccato, dainty style, and mechan-
ical evenness are the chief requisites in playing this
charming musical jest.

Liebich’s “Musical Box,” on p. 1246, is one of the
more ambitious sort of boxes, that might stand on
a table and occupy some space. This work is almost
like a song-form and trio in its clearness, but pp.
1248 and 1250 are so much alike that they may be
considered as one side-section, making the work a
first rondo extended by repeat. The periods are all
8 bars in length, except for the extension of the
chief theme in its last appearance. It would not be
wrong to consider p. 1250 as different from p. 1248,
and call the piece a second rondo.

Here much the same effects are needed as in the
Liadow Valse. Soft pedal is wanted, also staccato
and daintiness of style. But once in a while the
damper pedal is required by the composer. This is
because the larger box has tones that will last longer
than those of the little “snuff-box.” There may even
be little accents here, as called for, since the tones
of the larger music box may be caused by the pluck-
ing of a vibrating tongue by different sized pins.
Thus the bass notes of the side-section (or sections)
may be made marcato, as directed, without spoiling
the accuracy of the tone-picture. In the last return
of the opening section a new effect is found. The
music grows slower and slower, until finally it stops
altogether at the hold—and the box has run down.
We must imagine that it is wound up again, as it
starts off brilliantly after the pause, and ends with
a lively altered consequent and extended cadence.
The winding-up might have been pictured by a few
well-placed trills or glissandos ; but the picture is clever
enough as it is, without the need of our asking for
more realism.

AT THE LAKE OF WALLENSTADT—Liszt
[“World’s Best Music,” Vol. 1, p. 8]

Franz Liszt was undoubtedly the greatest pianist
that ever lived. He was to the piano what Paganini
was to the violin—a virtuoso so incomparable that
future performers find it very difficult, if not impos-
sible, to do what he did. Liszt was born in Hungary
in 1811. At the age of nine he played in a concert,
giving a Ries concerto and a little Fantasia of his
own. Hummel asked a prohibitive price for lessons,
so Czerny was chosen as Liszt’s teacher, and he
charged decidedly less for his tuition. In 1822 Liszt
played at Vienna, where he was considered the equal
of other great pianists. His father then took him to
Paris, where he developed his powers still more.

Imitating Paganini, Liszt soon became technically
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a marvel. Some say his hands were abnormally large,
but in reality his great speed at a skip or arpeggio
made it seem as if he were actually spanning the large
intervals used. Liszt was not always perfection, and
one of his pupils speaks of his missing the right note
in some cross-hand work with the left hand. To
atone for this blunder, Liszt then extemporized for the
pupils who were present, until he brought them back
to their usual mood of amazement. But such slips
were few and far between.

Liszt is known in the various capacities of pianist,
teacher, composer, and conductor. In the last accom-
plishment he was not very good. Few composers are;
for, like Schumann, they begin to dream about the
music when they should be paying strict attention to
their beat. But Spohr, Mendelssohn, and Wagner were
exceptions to this. As a teacher Liszt was very great,
his Weimar home becoming a Mecca for all who
wished the best lessons that the world afforded. The
teaching brought forth many witty remarks from him.
If any aspirant played in muddy style, Liszt would
advise him to “wash his dirty linen at home.” When
some pretty girl played for his inspection with more
ambition than ability, he would ignore the performance
and say “Marry soon, dear child.” But he met with a
surprise when Ingeborg von Bronsart came to take
lessons. This 18-year-old girl seemed like a vision
with her fair Northern beauty, and Liszt expected one
more case of spoiled and petty incompetence. But
she played a fugue for him in masterly fashion. “You
don’t look like that,” he cried in surprise. “I should
hope I didn’t look like a fugue,” was the instant re-
sponse.

Liszt as a composer is only now being accorded his
proper rank. During his early life his piano-playing
made him known as a virtuoso, and the public did not
recognize his greatness as a composer. As late as
the Bayreuth days he was still unrecognized. Wagner,
then his son-in-law, had borrowed some of Liszt’s
thematic material ; and at a rehearsal he said, “Here
comes one of your themes, Papa.” ‘“Very good,”
replied Liszt; “the public will now be able to hear it.”

Liszt’s piano works, both the original ones and the
transcriptions, became known through his perform-
ances. In these he showed a style that has been well
called “the orchestration of the pianoforte.” There
are great antiphonal effects; melodies that sing with
telling expression ; and accompaniments that bring out
the very fullest possibilities of the instrument. His
sacred works (he became an Abbé of the church) are
little known even now ; but his great symphonic poems
have led the way to the free and powerful orchestral
utterances of the present. Berlioz developed the pro-
gramme symphony, and Wagner gave the complex
modern style gloriously in his operas, but we owe the
symphonic poem to Liszt.

The “Années de Pelerinage” represent a series of
wanderings between Germany and Italy, with Rome
as the usual goal, and the Countess D’Agoult or some
other much-smitten woman as companion. There were
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three sets of these pieces. The first year (9 pieces)
pictured Switzerland, the second (9 pieces) Italy, and
the third (7 pieces) Italy and Religious Memories.
Lake Wallenstadt brought the composer on the track
of the poet Byron. The piece portrays a mood of
almost religious calm, as of a lake mirroring the beauty
of sunset on a quiet evening. The constantly recur-
ring figure in the left-hand (basso ostinato) must be
kept soft, but at the same time made clear and rhyth-
mic, as if one were portraying the gentle swing of the
wavelets on the lake. Against this is set an expressive
melody, repeated in octaves, and returning in altered
and syncopated form after a modulatory episode. The
long coda begins in bar 13, p. 11. The expression will
be mostly in the right hand. Give a little swell in
bars 5 and 6, p. 8, and a larger one at the consequent
in bars 13 and 14. Take the dots under the slurs as
meaning only a very slight portamento, or detached
accent. Make the episode (um poco marcato) more
animated, until the end of line 2 on p. 10. The
phrasing of the next 8 bars is shown by the pedal
marks, and when the left-hand figure is repeated its
second appearance may be made softer than the first.
Clear right-hand work in the return of theme is
wanted, and the start of the coda should be slightly
emphasized. In the long right-hand skips on p. 12,
the pedal may be used as an ever-present help in time
of trouble.

RAKOCZY MARCH—Liszt
[“World’s Best Music,” Vol. 1, p. 194.]

While not all Hungarian folk-music is of Gypsy
origin, and some composers even make the mistake
of not holding it a part of the real national school,
the Rakoczy March is a true Gypsy piece. Prince
Franz Rakoczy II, who lived from 1676 to 1735, once
made an entry into Eperges, bringing with him his
young bride, Amalie Karoline, daughter of the Duke
of Hesse. For the occasion Michael Barna, leader
of the Gypsies and court violinist to the prince, wrote
a processional march. This was the original Rakoczy
March, and Barna had it played by.his Gypsy band
of musicians. The piece was then bright and lively in
character. But the prince was about to revolt from
the House of Austria, and when Barna heard this he
rewrote the music and made it more earnest in style.
He approached his master with tears in his eyes, be-
wailed the fact that the prince was giving up the
pleasures of life for such a hard struggle, and played
the rewritten tune to soothe him. It is this rewritten
version which forms the basis of the march now
known, although many Hungarians liked the original
form. This piece has become of national significance,
and has been for many years a sort of Hungarian
Marseillaise. The prince did not succeed in his re-
volt, but died an exile in Turkey, to which place the
faithful Barna had followed him.

The “Rakoczy Song,” as the piece was called, re-
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mained popular with the Gypsies as well as the Hun-
garians. It was first put into notation by Karl Vaczek,
toward the end of the eighteenth century. He had
learned the work from a grandchild of Barna, a cer-
tain Panna (Madame) Czinka, who was renowned
through the whole of Hungary for her beauty and
her violin playing. Vaczek gave the manuscript of
the piece to a violinist named Ruzsitska, and the latter
elaborated it into its larger form of march and battle
piece. Panna Czinka went about playing her version
with her husband and her two brothers, and their
performance was extremely spirited. In her old age
the band was composed wholly of her sons. She
owned a fine Amati violin, which she ordered to be
buried with her.

Berlioz has set this march in his “Damnation de
Faust,” in the place where the mystical hero finds
himself on the Hungarian plains, and sees an army
marching by. Liszt’s piano version is much the same,
being built mostly of the true “Rakoczy Song,” but
having some of Ruzsitska’s battle music also.

The march is to be loud nearly all through, as
marked, and played with as much fire as possible.
When Berlioz had once led his version in Paris, a
Hungarian rushed up to him and cried enthusiastically,
“You understand us. The enemy, cut his heart out!”
This will show the spirit needed for the performance.
The real march begins after the six bars of introduc-
tion, and consists of a 16-bar period (8 bars repeated),
10 measures of episode, and 14 of somewhat altered
period. The trio has a 10-bar period with 6 meas-
ures of antecedent and 4 of consequent, which should
be shown in the phrasing. There are few shading
marks in the piece, but the apt pupil will follow the
themes for suggestions. In the 8-bar phrase, after
the introduction (which should work up to the theme),
give full power on the first four, with a slight soft-
ening on the next four. The episode (after the third
double-bar) may start with full force, while the soft
passage on page 195 may swell a little in its last
bar (16th notes) to bring back the first theme. The
first two bars of the trio may be made fairly soft, the
next two louder, and the third two very soft. Then
two fairly soft bars, and lastly two a little louder.
Repeat the 10-bar theme with a little more force,
but make a strong contrast at the ff. The octave and
sixth work needs some practice. In the coda (which
really begins at the end of bar 3, p. 197), wrist action
may be used for the rapid octaves, with the arm re-
lieving the wrist whenever possible.

HARK, HARK! THE LARK!—ScHUBERT-LiszT
[“World’s Best Music,” Vol. IV, p. 1098.]

Schubert, most naturally melodious of composers,
was also one of the most rapid. When a musical idea
suggested itself to him, it came practically complete,
and he never stopped to polish and repolish his works
as Beethoven did. If he had the materials at hand,
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the idea would be put in writing at once. Schubert
would even get out of bed at night to jot down any
of the melodic gems that arose so spontaneously in
his brain. Once this procedure led to a slight accident.
He had gotten up to write the music of his well-known
song, “Die Forelle” On completing his work he
reached over absent-mindedly for the bottle of sand,
which was then in use for blotting purposes; but he
captured the ink-bottle instead, and emptied its con-
tents liberally on the manuscript before discovering
his mistake.

“Hark, Hark! the Lark!” was written in still more
unusual circumstances. Schubert was returning from
a Sunday morning walk with some of his usual com-
rades, when he discovered his friend Tieze sitting in
the little open-air restaurant “Zum Biersak,” at
Potzleindorf, a suburb of Vienna. A halt was then
made at this convenient (and no doubt attractive)
resting-place, and a reunion took place at one of the
tables. In the ensuing talk, Tieze showed to Schu-
bert the words of the famous lyric, “Hark, Hark!
the Lark” in Shakespeare’s “Cymbeline.” At once the
music suggested itself to Schubert’s active brain. He
exclaimed with enthusiasm that he had the song all
planned out ; but music paper could not be found, and
apparently was not down on the bill-of-fare. Doppler,
however, who was one of the group, noted that the
back of the menu cards was bare of writing. He
seized one of them, drew some staff-lines on its back,
and handed the improvised affair to Schubert, who at
once wrote down his famous lyric in complete form.
The whole procedure occupied not more than twenty
minutes.

But if Schubert could create easily, he could also
forget readily. Once he wrote a song and gave it to
his friend Vogl. The latter, finding the melody too
low, wrote a transposition of the piece. Some days
later Vogl handed this transposition to Schubert, with
other manuscripts. The composer looked through the
song (now, of course, in a strange handwriting), and
finally exclaimed, “That’s not bad ; who wrote it?”

Shakespeare’s lyric is an anbade, or morning song,
such as the early Troubadours employed, in contrast
to the serenade. The word comes from “aube,” the
dawn, derived in turn from the Latin “alba,” meaning
white, or bright. Such a song is imbued with the
freshness and charm of early morning. Schubert felt
this spirit at once, and his truly remarkable setting
shows a most captivating enthusiasm in its style.

Liszt has made this work into a piano solo, as he
did with other famous Schubert songs. Most wonder-
ful of all pianists, Liszt developed a style of composi-
tion, suited to display his powers, which has been well
called “the orchestration of the pianoforte.” Because
of his ability to play rapid notes in literal showers of
tone, Liszt could give both melody and accompaniment
with what seemed real orchestral breadth.

In playing this transcription, as in any, one must
know the original music and words, as a guide for
accent and emphasis. Armed with this knowledge, the
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first consideration is to bring out the melody properly.
Then the accompaniment, although always subordi-
nate, must be given due clearness, and made to follow
the original setting as far as possible. The first 8 full
measures form the piano introduction to the song.
The words are wisely given with the piece, and a
fairly full version of the melody appears. The
groups of repeated chords (two 16th notes and
one quarter) should be crisp and clear, but not too
loud. A climax must be made for the words, “My
lady, sweet, arise.” In the sempre marcato section the
repeated melody is more masked by right-hand pas-
sage work, so the left hand must mark the melodic
values all the more carefully. It must also be noted
that a few measures of interluding chords divide the
repeated stanza into two sections. The climax is
made again, and due attention must again be paid to
keeping the chords of the melody more prominent than
those of the accompaniment, in all cases.

WITCHES’ DANCE—MacDoweLL
[“World’s Best Music,” Vol. 111, p. 660.]

Witches generally dance with considerable vehe-
mence and a large number of runs and skips, if we
may trust the composers who have allowed these
nimble personages to caper about in their compositions.

MacDowell is no exception to this rule, and we find .

his version of the witch revels a most active and rapid
affair. Naturally it is to be played with all the speed
that can be employed, while reserving even a little
more for the prestissimo of the coda. Schumann once
wrote a sonata (Opus 22) in which the first section
began with the direction, “As fast as possible.” This
looked reasonable, but a little farther on he wrote
“Faster,” and afterward “Still faster.” The explana-
tion of this apparently impossible feat lies in the fact
that the music had grown a little simpler, and so could
be taken at a greater speed than any effort could have
produced at the beginning. Perhaps the same may be

true of the quast trillo in the coda, which avoids skips; -

but the running cadence after it must go clearly as well
as quickly.

And now for the piece itself, which is a first rondo,
with the left hand having all the rapid work that oc-
curs in the middle section. The first four bars are
introductory, the figure being used again in transitions
and returning passages. At the bottom of p. 662 the
measures are clearly divided between right and left
hand, and care should be taken to give the figure equal
strength from each hand. But at the start, as on p.
666, we are forced to keep the figure wholly in the
right hand, if the fifth in the left hand is held.

The left-hand staccato, beginning in the fifth bar,
must be clearly marked (with light wrist action), as
it adds much to the effect, and almost suggests a weird-
ly grotesque accompaniment to the witches dance.
Saint-Saéns’ used the xylophone in his “Danse Mac-
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abre,” to picture skeletons’ bones knocking together;
and while MacDowell’s staccato is a less striking touch,
it may still be made noticeably bizarre at times.

The right-hand runs may be kept very light at first
to make the staccato prominent as well as to prepare
for the crescendo ending with the third staff on p. 661.
The effect of this crescendo may be aided by having
the left hand give a full and gradual increase of power
(wrist staccato), while the right hand may reach its
climax a trifle quicker, so that more attention may be
reserved for keeping the rapid notes even. The abrupt
contrast to the ensuing pianissimo must not be lessened
at all, though one may, if he desires, shorten the last
loud note a trifle and give a suspicion of rest after it.
The soft passage brings new material, and after eight
bars comes another gradual crescendo, less prominent
than the first.

On the fourth page of the piece comes the side-
theme. The witches are now comparatively quiet (at
least those in the right hand part), as if they were en-
joying a ghostly intermission between dances. The
soft pedal may be kept down ‘“until further orders”;
but the damper pedal may be raised for the briefest
instant when the harmany makes a radical change.
The martcllato passages should be given with arm mo-
tion. The word means “hammered,” and may be
taken literally on the piano, although the violin mar-
tellato is a heavy tone cut short by pressure of the
bow on the string. Before the second martellato the
right hand has its turn at wrist staccato. The scales
in thirds, just before the first section returns, are to
be divided between the hands—unless the performer
wishes to indulge in a dazzling bit of display. But
he will have troubles enough without hunting for ex-
tra ones. The speed alone makes the piece an en-
durance trial; the long crescendos must be well bal-
anced; the staccatos often light as well as rapid; and
the sixteenth notes clear and even. Everything should
be a rush of brilliancy, and the witches’ dance, as
usual, seems more like a witches’ race.

DEATH SONG—MENDELSSOHN
[“World’s Best Music,” Vol. I, p. 121.]

Mendelssohn adopted a motto in connection with
his work, which few people do; more than this, he
lived up to his motto, which still fewer succeed in
doing. His guiding phrase was “Nulla dies sine linea,”
or no day without its line, at least, of composition.
Sometimes this did not work any too well, and we
can see that on some of the composer’s “busy days” the
highest inspiration would not always com=. Mendels-
sohn was a genius, as his wonderfully graceful Scotch
Symphony and “Hebrides” overture will show ; but he
wrote so much that not all of his compositions were
works of genius.

For this reason it has become fashionable to sneer
a little at the “Songs Without Words.” But if some
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of them are rather conventional in style, they are still
well-balanced examples of musical form; while some
among them have the material, as well as the shape,
of real musical gems. Among the latter the “Death
Song” stands preéminent.

This little funeral march, like most of Mendels-
sohn’s works, is readily analyzed, and found to be a
clear three-part song-form. There are four measures
of introduction. The eight-bar period that follows
(beginning on the last beat of the fourth full measure)
is equally divided into antecedent and consequent, eight
bars being ample for a period in slow tempo. This
is then repeated. An eight-bar episode follows, with
two four measure groups, but no cadence. A sugges-
tion of the introduction figure serves as a hint of a
returning passage. The return of theme is complete,
but we find the cadence evaded twice before the period
ends. The introduction figure is used as a coda.

The form is apparently simple, yet it is worth while
to notice the little embellishments that the composer
has given it. To begin with, the theme has richer and
richer harmony in its successive appearances. Then
the evading of its final cadence twice (the “third time
never fails” to bring it) serves to heighten the climax.
The use of introduction material in the midst of the
actual form is another interesting touch that is espe-
cially characteristic of Mendelssohn.

But the music—it unites simplicity with massive
grandeur in a way that makes analysis and criticism
lose themselves in enthusiasm. Tor its length, this is
surely the most impressive funeral march ever written.
It formed a fitting lament at the composer’s own
funeral, where it was played in the band version ar-
ranged by Moscheles.

In playing this piece, let the introduction figures
ring out clearly, with a significance like the trumpet-
calls on the Day of Judgment. The theme may then
begin in accurate time, as for a march, and with mod-
erate power, so that it may be repeated more strongly
later on. The expressive swell in its third full measure
should be fully given, with the proper subsidence to
the softer style of the second phrase. There is pro-
test at first, then lament, and resignation to the in-
evitable in the cadence. The theme should repeat
with a little more strength in all its parts, although
marked no louder; but the cadence may still be kept
very soft, to allow for a rising tide of expression in.
the first four measures of the episode. There may
be a very slight diminuendo (not marked) to the force-
ful outburst of the trumpet-call figure, now poign-
antly mournful. Then the theme returns with fullest
power, and gradually dies away. But the dying away
should come slowly, so that the notes are not really
faint until the last two-bar cadence of the theme.
Then the coda is made the faintest echo of former
power. All through the work the maestoso style
must be remembered, and all rubato avoided except
for a little permissible emphasis of the evaded ca-
dences by a slight hold, and perhaps a slight free-
dom at the end of the introduction and of the episode.
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HUNTING SONG—MENDELSSOHN
[“World’s Best Music,” Vol. 11, p. 424.]

When Mendelssohn wrote his “Songs Without
Words,” he gave very few names to them. The
“Hunting Song” is one of the few that he christened
himself, and the music is so appropriate that we can
hear the horns of the hunters echoing through the
piece. A few others, such as “Gondellied,” “Duetto,”
“Volkslied,” etc., were named by the composer. Such
names as Spring Song and Spinning Song were given
by others, but received his approval. But the fre-
quent names of recent editions are entirely unau-
thorized by him. Stephen Heller was responsible for
a number of them, and he was rather too sentimental.
Sometimes the titles fit, as with No. 9, now widely
known as “Consolation.” But at times they seem rather
inappropriate. Thus No. 20 rejoices in the attractive
name of “Fleecy Cloud”; but the piece is more full
of loud crashes and sforzando effects than almost
any other in the complete set. Certainly no “fleeciness”
is in evidence, and if there is any cloud at all, it must
be a thunder-cloud in the midst of an extremely
active session. No. 33 is called the “Pilgrim’s Song.”
But it is so full of syncopations that we are forced
to imagine a pilgrim of rather unsteady voice and
gait.

Sometimes Mendelssohn included some of his gifted
sister Fanny’s compositions with his own, and this is
true of the “Songs Without Words.” He lived at a
time when it was held a reproach for women to com-
pose, although women composers have been in con-
stant evidence ever since the Middle Ages. Mendels-
sohn met with a deserved punishment when Queen
Victoria tried to make him feel at ease by admiring
his song “Italy,” as he was forced to confess that
his sister had written it. Fanny Mendelssohn shone
as a pianist, even if suppressed as a composer. Both
she and her brother had finely moulded hands, and
were said to possess “Bach-Fugue fingers.” But the
reader will find women composers frowned upon even
as recently as in Chaminade’s girlhood.

But although Fanny probably wrote some of the
“Songs Without Words,” we may feel confident that
the virile “Hunting Song” is by Mendelssohn himself.
Even in the introduction we hear the joyous horn-
calls, and they resound with recurring beauty during
the piece. The form is three-division, with the chief
period having a four-bar antecedent and a much longer
consequent in both appearances. So the first phrase,
after the introduction, need not be started too loud,
as there are several climaxes coming. The first one
occurs in the antecedent (bar 8 from beginning of
piece). Then there is a shading off to softness until
the horn calls enter in the left hand (bar 15). These
little fanfares are to have the strongest emphasis.
Then the song resumes its progress, working up
through the crescendo to a climax five bars before
the repeat dots, and this climax should be more em-
phatic than the one in bar 8 Now come more loud
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horn-calls, alternating between the hands in the epi-
sode on p. 425. Then the episodical matter continues
to the brief suggestion of horns in the third staff, and
octaves (wrist action) lead to the return of theme.
The latter begins in the left hand, and must be fully
brought out. Both hands then bring the altered con-
sequent to a close in the first bar on p. 426. The
coda, bringing in a bit of the introduction in skilful
Mendelssohnian style, soon changes to rapid broken
chords in the right hand, which need not be made too
loud, as the left hand keeps suggesting the song. But
in the last eight bars of rapid work, the right hand
may be kept prominent, and shade off gradually, like
the rustling leaves of the forest, ceasing their murmur
as quiet resumes its sway. There are thus three sug-
suggestions to bring out—the joyous song, such as
hunters might well sing of the free forest life ; the horn
calls that “set the wild echoes flying” ; and the gradual
silence of the forest.

NOCTURNE. MIDSUMMER NIGHT’S DREAM
—MENDELSSOHN

[“World’s Best Music,” Vol. 111, p. 692.]

Many of the great composers have been child
prodigies. The most famous case is that of Mozart,
who played at four, composed at six, and went on a
concert tour at nine. Weber was trained early by
his father, who hoped to make him a prodigy of the
Mozart type, but hardly succeeded. Schubert was nat-
urally gifted, and one of his teachers said that he
seemed to know everything before he was told; but
he did not know that bugbear of students called coun-
terpoint, and just before his death he arranged to take
a full course in it. Beethoven, like Weber, was forced
into childhood practice by a rather worthless father—
a man so dissipated that his death was called “a great
blow to the tax on liquors.” Mendelssohn had no
such trials, but he developed rapidly, and at the age
of seventeen he wrote his overture to the “Midsummer
Night’s Dream”—a work of such grace and humor
that no composer of the same age has come anywhere
near to equalling it. When Mendelssohn was 34, the
King of Prussia ordered him to write more music to
the play, and he composed twelve numbers, including
the famous Wedding March. These pieces were given
at Potsdam on Oct. 14, 1843, and the musicians at the
private hearing were charmed with them. Four days
later Berlin heard the work, and the music was well
received, though strangely enough the play was thought
vulgar by some. This Nocturne came at the end of
Act III, in the scene where Helena, Hermia, and their
lovers are bewitched by Puck and put to sleep. The
music begins after Puck has applied to their eyes the
magic herbs that will make them false to their vows.
At the trill beginning near the end of the piece, a
bower opened and disclosed Titania, Bottom, and the
fairies.

Some teachers indulge in the mistaken habit of telling
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their pupils to imitate certain instruments on the piano.
While this is a bad procedure, and the imitations large-
ly imaginative, yet in this piece it is not unfitting to
think of the original instruments. The rich harmo-
nies that begin the theme are scored for horns, sup-
ported by clarinets and bassoons. The tranquil and
mellow tone of the horns is the most perfect medium
of expression for such a full richness of harmony.
Strings and oboes enter later, the former being able
to give the arpeggios with more ease than a pianist
can hope to attain. At the end there are some piszi-
cato effects, given as repeated chords for the piano.

Play the opening theme, then, of 16 bars, with as
much legato as possible, and with full, sympathetic
tone. The same style continues through the ten meas-
ures of episode that follow. When the arpeggio enters,
it must be made as light as a feather, while the left-
hand chords continue firm and smooth. During all
this left-hand work the pedal should be used, to sus-
tain the harmony whenever the hand is called away
for a low note of accompaniment. This time the
period is extended, and we find new material on p.
694. Here a more powerful style may be adopted, and
the crescendo worked up with full force. There is an
apparent cadence in bar 7 on this page, but it is not
very marked, and the new material continues, in spite
of a seeming recurrence of the theme in right-hand
octaves. In measures 3 and 4, on p. 695, the right-hand
chords must not be made too soft, or the left-hand
arpeggios will obscure them; but the crescendo that
follows may be made very marked. The last ten bars
form a small coda, in which a little crescendo is in
place when the harmony changes, in the two measures
before the trill begins. Arm action is wanted for the
chords, though the finger action in the runs will be
the greatest difficulty. But almost any difficulty would
be worth overcoming for the sake of such a richly
melodious piece.

THE SPINNING WHEEL—MENDELSSOHN
[“World’s Best Music,” Vol. 111, p. 684.]

The “Bees’” Wedding” is a pretty title for this little
“airy-fairy” piano piece, but the idea of spinning as
the accompaniment to the voice has appealed to so
many composers, that this was also probably in Men-
delssohn’s mind. It is a good specimen of so-called
programme music. In olden times the well-to-do peo-
ple had a spinning room where their ladies and maids
would sit together, and very probably sing to the
whirring accompaniment of their wheels. Like most
of the “lieder” in this collection, there is here no con-
trasting thought—just a homely humming ditty such
as a young girl might indulge in, when well pleased
with herself and the world at large. The charming
homely melody is borne upon the incessant rush of
sixteenths, which you may take for the whirring of
the spinning wheel.

To play the piece well, you must have a light finger,
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a still hand and above all a loose wrist. The advisa-
bility, or shall we rather say, the necessity, of a sepa-
rate study of each hand’s part should be apparent to
the most casual student, and the longer continued, the
better ; even after years of playing, this separate hand
practice is absolutely necessary to make it “go,” or
shall we say “whirr!”

All the sixteenths in bar 3 must be equal and con-
tinuous; do not mind the staccato dots here, they are
ideal, but, of course, the staccato eighths in bar 5, for
instance, must be as crisp as possible. In the left
hand, bar 3, the extended eighths, and still more the
sixteenths in bars 5-6, require the most persistent
and searching practice; look well at the keyboard for
each note.

There are several different fingerings current; no
two editions agree, and the best course is to take that
most suited to the individual hand. For instance, bar
3 may have thumb on F or E, bar 10 may begin as an
alternative fingering with 35, 3, 2, all the descending
figures in broken fourths may be played with thumb
on each under note and this procedure will probably
repay you in bar 16. The style in bar 17 is all-impor-
tant; in slow practice dwell on the first of each of
the slurred notes and lift the left hand clean out at
the rests; so many young players allow their fingers
to “dawdle” on the keys.

At bar 26 we came to the two slurred chordlets
which form such a feature in the piece; whatever fin-
gering you use, note the cross accent on the first. At
bars 60, 62 do not let the extra notes worry you, but
keep them all quite equal, unless you are playing with
metronome.

The four bars from 73 are very difficult, chiefly
owing to the hand becoming fatigued. Particularly
weak is the fourth finger on G, bar 75, which is
unavoidable ; perhaps it would be well to pencil in a
“tenuto” mark over it, so that in slow practice,
“rubato,” this fourth finger may be on its best behav-
ior. At bar 76 we have a broken chord which, easy.
enough in itself, must not be “rushed”; I would even
recommend in slow practice a slight “retard” at the
end of each, see bars 12, 14, 41, 43, 45 and 76.

It is amusing to hear how often the tired fingers
“cook” the left hand figure, bar 83, for hardly any
amateur plays the sixth note correctly; but perhaps
Mendelssohn himself would be lenient, if the rest
were well and cleanly played. Mind the tied note in
88. The “roulade” at 92 should be practiced with a
still hand, and the left hand chords lifted out crisply.

SPRING SONG—MENDELSSOHN
[“World’s Best Music,” Vol. 11, p. 486.]

. The story that the accompaniment for this song was
the outcome of the invasion of young children upon
the privacy of the composer at the piano bears upon
the surface the impress of probability. You may
picture him pushing away his little tormentors first
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with one hand and then the other, and yet, either by
finger or pedal sustaining the new born melody.

“Spring Songs” are always blithe and full of hope
and promise, and this one is no exception. It is diffi-
cult to say how this impression or feeling may be
present more in one melody than another, but you have
the composer’s own title that it is “programme-music.”
Besides this we all agree that in the gentle flow of
melody there is a certain open-air feeling of warmth,
perfume and sound of birds which others besides the
sophisticated may appreciate. This feeling arises per-
haps more from the pretty arpeggio accompaniment
than from the melody.

As in most of the other “Songs Without Words”
you are asked to play a melody, and to partially accom-
pany it with the right hand, without disturbing it in
the slightest. The left hand work is divided between
the bass octave and the little broken chords of four
notes. Try to hear in every bar three distinct parts;
the melody, the bass and both arpeggios combined
forming the accompaniment. The cantabile cannot be
too full of tone, the arpeggio cannot be too
brilliantly played, the octave cannot be too lightly
touched. A small hand is handicapped in the attempt
to hold down each note, for instance, in the first bar,
the first inversion of A major, as the fifth finger
on the black key is risky; it is apt to slip off, but the
pedal may come to the rescue. Besides this, you
should change that finger to the third, so that no break
is made in the melodic group of five notes. It is little
use doing this if the tone be disturbed, and therefore
eye, ear and touch must be critically brought to bear
upon the question. Think of each little arpeggio as
having equal notes, not the larger printed final eighth
as being any more important than the small thirty-
seconds. So, however slowly you begin, let the ac-
companiment be brilliant and plucked sharply out like
a harp. A steady hand is requisite, or the melody
note will be shoved off. It is a good plan in separate
practice to play the left-hand chord of each bar, say
four times, then three, twice, and finally all chords
consecutively, without bass note.

This may be done quite broadly and firmly; and if
you can identify each particular chord, for instance,
bar 3 is the supertonic, bar 5 the dominant seventh,
so much the better will you play it, and the sooner
and safer will you commit it to memory. There are
certain chords which small hands will be glad to
shorten, as at bars 1, 27, 29. Make the pretty orna-
ment at 24 sparkle. The different accompaniments to
the same melody, bars 29, 33, must be compared and
understood ; the D sharp at 29 is a melodic passing
note; the first time it is accompanied with the tonic
chord of E, the second with the diminished seventh
chord. Again at 36 the melody is over a pedal note E,
but at 39 it is enriched with moving chords and the
phrase elongated. At 43 the four sixteenths are
“developed” until they become eight in the dainty
“cadenza,” which you must play prettily. At 58 a
seventh makes its appearance. Compare it with bar
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9, and the bass note is stationary. All these points
are useful if you would play it from memory. The
pedal is necessary all through, but I have said so much
about its “clean” service, that I would refer you to
other “notes.” Only one observation: that the last
chord at bar 39 be pedaled into the next, without any
detriment to the second chord of the slur.

GONDOLIERA—MO0SZKOWSKI
[World’s Best Music,” Vol. IV, p. 855.]

Moritz Moszkowski, now living in Paris, was born
in Breslau, of Polish parents. After the usual youth-
ful studies, he began to compose, and soon became one
of the most graceful of melodists. He has won suc-
cess with operas, ballets, and orchestral works, but is
best known by his smaller pieces. The latter are
extremely characteristic—that is to say, they give the
desired atmosphere in most marked fashion. Such
pieces as the set “From Foreign Lands” will show this
clearly. Germany, Russia, Italy, Spain, and Hungary
are pictured in most inimitable fashion.

In person Moszkowski seems like a typical Parisian,
though brought up in Germany. He is elegant in ap-
pearance, and bright in conversation, even becoming
sarcastic at times. He chooses his pupils with some
fastidiousness. An American lady, unaware of this
fact, wished to engage him to give lessons to her
daughter. After the young lady had been duly pre-
sented and allowed to show her ability at the piano,
the mother became cautious and inquisitive. “What
method do you teach?’ she asked. “What method?”
echoed Moszkowski. “Yes, I would like to know
something of your style of instruction before we be-
gin.” “My dear madam,” replied Moszkowski, “As
we are not going to begin at all, I am sure that
my method will not be of the slightest importance to
you. Good morning.”

A Gondoliera is a Venetian boat-song, a species of
Barcarolle that is supposed to be sung by the Gon-
doliers. It is necessary to say “supposed,” since the
gondoliers of Venice do not sing nowadays while at
work. Their nearest approach to song is a musical
cry that serves as a warning at canal crossings. They
have also a dance, formerly very popular, called the
“Forlane” or “Furlana.” This is a rapid 6/8 affair,
as may be seen from the example that Wolf-Ferrari
wrote in his “Donne Curiose,” which has its scene laid
in Venice.

The Gondoliera rhythm is 6/8, like that of the
Barcarolle. Rhythm has a powerful effect on style,
and certain kinds of music demand certain rhythms.
The 4/4 admits of most variations in style. But for
bright and snappy effects, a rapid 2/4 or 6/8 rhythm
is needed. 3/4 is generally expressive and tender,
unless it is played so quickly that the 6/4 effect of
waltzes results. 9/8 is very mellifluous. 12/8 may be
the same (see Field’s Nocturne, p. 444), or if taken
with some speed it will make a lofty processional (see
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Meyerbeer’s Coronation March, p. 520). A moderate
6/8 is the most soothing and dreamy rhythm, so we
will find cradle-songs, swing-songs, boat songs, and so
on, in 6/8. 5/4 is a restless and uneasy rhythm, and
we will never find such songs in this rhythm, or the
baby would never get to sleep, and the boat would
jerk about in a way that would hint at an early upset.
Yet Tchaikowsky, in his Pathetic Symphony, wrote
an entire movement in 5/4 time, and managed to make
it graceful and melodious.

The Moszkowski work is in rondo form, with its first
section consisting of a single period, repeated, and
ending in the 11th bar on p. 856. In the D. S, the
theme really continues on p. 860, after the skip to the
coda. It has become customary to mark the last sec-
tion “coda” in such cases as this, but as the coda does
not always begin with the page, some other name,
like “finale,” would be preferable. The middle sec-
tion is made up of 8-bar periods, the first being prac-
tically a transition, while the others make up a two-part
song-form with partial return, repeated and varied.
Bar 11, p. 858, starts the returning passage. Play the
first section with much delicacy of touch. Keeping
everything soft, make the first right-hand figure have
some emphasis, the last half of bars 4, 8 and 9 very
soft, and bar 11 the climax of the theme. In the oc-
tave repeat, keep fairly soft still, until the final cres-
cendo. The arpeggios (starting up from the lowest
left-hand note) must soften considerably as they go on,
to let the dolce section start quietly. Make this all very
rhythmic. The repeat (dolcissimo) may start a trifle
louder, but must end very softly. Bars 11 and 12, p.
858 (also bars 15 and 16) give a clever suggestion of
the boat riding over a big wave. Bar 11, therefore,
must be loudest at its end and bar 12 soften a little.
Emphasize the last five notes on p. 859, to show that
they belong with the first theme. Make the coda (last
line, p. 860) a contrast to the strong finish of the
theme, expressing plainly the slight rocking figure in
-the last bar, p. 860, which also must be made gently
rolling on pp. 858 and 859, after the passage of the
two big waves.

RONDO—MozArT
[“World’s Best Music,” Vol. 111, p. 576.]

Almost all the old rondos are light and genial in
character; and this one, although in minor, is no
exception, as its rhythmic style and many major con-
trasts will show. Bach said that the piano was “only
fit to play rondos on” ; and it is true that the light clavi-
chord tone had more expressive power. Mozart was
not especially fond of trying new effects, though he did
write a piece, it is said, which took the hands to the end
of the keyboard, and left a note in the middle to be
played by his handsome nose. This rondo, then,
like many others of its period, was most probably writ-
ten for the spinet or the harpsichord, on which the
tones were bright enough, but of short duration. These
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tones were less powerful than the piano notes, and the
plucking of the strings made a true pianissimo im-
possible; so in playing this piece the dynamic changes
must be moderate. The old tempi, also, were moderate
—the slow ones less slow, and the quick ones less
quick, than at present. Therefore the andante should
not be dragged, but played at a metronome mark of
about J = 63. This rondo relies mostly on the
fingers, for which it is a good exercise. The earlier
instruments did not demand wrist or arm action.

Play, then, with a light, elastic touch throughout.
When possible, introduce an expressive melodic style.
This is prominent only in small passages here and
there—in the chief theme when possible, at the begin-
ning of the dolce section, and so on. The rest must be
technical ability, with shading made clear but not
overdone.

This piece is an excellent example of the older style
of ornamentation in music. The frequent embellish-
ments in such works are the most doubtful legacy we
have received from the old composers. Many teachers
disagree as to their execution. Even the authorities of
early times differ from one another. Carl Philipp
Emanuel Bach, for instance, and Leopold Mozart (the
composer’s father and teacher) sometimes contradict
each other absolutely.

Referring to the section on turns in the article on
Doubtful Points, it will be found that most of the
turns in this rondo are clear enough in intention.
Turns after dotted notes, which give the note half its
value, a descending triplet with the note in the middle
filling the other half of the value, and the note again
taking the value of the dot, will be found on p. 576,
bar 17, p. 577, bar 11, and in later appearances of the
same theme. The turn on p. 576, bar 7, becomes a
quintolet of 32nd notes, and the three on p. 577, bars
8 and 9, quintolets of 64th notes. The last three, with
the turn over the note, might be quadruplets, but as
they begin little three-noted figures, they may be held
important enough to have the quintolet shape and be-
gin on the note printed. But on p. 585, bar 4, we find
a turn over a note that is to be taken as a quadruplet.
Turns like those in bar 4 of the dolce section cause
the note to be held for half of its value, and followed
by four 32nd notes. The turn after the long note in
bar 14, p. 576, should be given as four 64th notes,
if possible.

The little trill in the measure before the last on
p- 583 may consist of five or seven notes, beginning
and ending on E. The mordent near the end of p.
585 (an upward mordent, or Praller type) must be
given as a triplet of 32nd notes. The various grace-
notes (as always with short grace-notes) must start
on the beat, and not before it. The portamento at the
top of p. 580 is the usual pianist’s portamento—not a
staccato, but a linking of the two E’s in which both are
given a slightly pressing accent, and very slightly sep-
arated from each other. The staccato effects in the
dolce theme must be given by the finger, which should
be lifted as much as the speed will permit. Clearness
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is the chief requisite in performance; and if this is
present, the clean-cut form of such a work becomes
fully evident.

Gounod, Elgar, and others consider Mozart incom-
parable, and for his time he was a master of clear
expression, if not a radical pioneer. This rondo can
hardly show the balance of his later symphonies, or
the brightness of his opera scores, but a light and
accurate style of playing will make it a solo of suffi-
cient charm and delicacy.

MELODIE—PADEREWSKI
[“World’s Best Music,” Vol. III, p. 697.]

This piece is one long mellifluous strain, constructed,
if we may use so prosaic a word, in the familiar “song
form.” Melody here comes as readily to the com-
poser as the song of the nightingale which pours forth
its golden notes unbidden with artless ease. The form
is, an eight-bar phrase, with enriched repetition, a mid-
dle section still more rich in imitative work, lasting
to the cadenza, and the theme again at 37, with a
highly developed coda which may be said to begin
at 53. The touch required for the opening cantabile
is that “kneading out of the notes by the fleshy part
of the finger with the keys pressed as though with a
boneless hand and fingers of velvet; the keys should
be felt rather than struck.” So wrote Thalberg, who
himself possessed an extraordinary rich and full tone.

First the student must appreciate the careful and
painstaking way in which the work has been fingered,
leaving nothing in doubt, although in one or two
places, for instance, bar 19, it is only fingered for a
large hand. Yet the fingering of this bar is instruc-
tive—the object is to permit the upper slurred notes
of the left hand to be legato. The melody is marked
“sonore,” and may be played with a big sonorous tone
such as described above, taking care to phrase it
according to the long slurs. The accompaniment all
through is difficult and deserves to be studied alone,
with the pedal from start to finish, until it sounds as
free and easy as though you had three hands, one
for the melody and two for the accompaniment. At
bar 10 an obbligato part appears, taken from the ninth
bar. The function of bars 10-11 is not easy. The
sliding fingering in the melody, bar 13, shows you
again how all important is the carrying forward of the
tone. The second strain begins at 19, with the same
rhythm as bar 3, showing no great contrast; but the
added interest is in the canonic imitation a bar later
in the left hand; this is no mere accompaniment but
an additional melody, albeit the same. If one marks
the first quarter, respectiveiy, of bars 19, 20, also
23-24, preferably with a red pencil, he will see the
meaning, and imitate the first theme. Make a ritard
at bar 22. The following passage of eleven eighths
is thrice sequentially treated but not this time in imita-
tion ; instead there appears a new accompanying theme
in bar 27. The left hand of these bars is particularly
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hard to play smoothly, with equal prominence to the
upper theme. Do not slacken or lose your hold of
the tone in bar 33, but keep it up strong till the melody
returns afterward with full forte tone. At bar 41
the music again shows how careful one must be not to
break the legato melody ; slide the two thumbs on the
tied note without striking again. At bar 43, a good
command of the keyboard is necessary; one “must
know his way well about.”” The left hand chords,
marked with a wavy line, at bar 49, are difficult; also
the “con passione” bars will require practice before
freedom and strength are obtained. When the leap-
ing accompaniment has been made comfortable in bar
75, the final melody at the “calando” must be played
with Thalberg’s touch.

WITCHES’ DANCE—PAGANINI
[“World’s Best Music,” Vol. I, p. 213.]

Nicolo Paganini was born in 1784, and died in 1840.
He became the greatest master of violin-playing that
the world has ever seen, and wrote pieces so difficult
that his successors have been unable to play some of
them. His boyhood was saddened by the harshness
of his father, but, as in Beethoven’s case, this did
not turn him away from music. After leaving the
parental roof he spent much time and money in gam-
bling, and was almost compelled to sell his violin.
Retiring from this pursuit, he spent three years at
the castle of a noble lady. She was a great admirer
of the guitar, and we find Paganini writing for that
instrument. Some of his quartets for guitar and
strings have been rediscovered recently, and found
very interesting. After this period he stayed at the
court of Princess Eliza of Lucca. Here he took up
the violin again, and began to work on the single
strings. This habit arose from his admiration for a
certain lady, as he wrote for her a love-dialogue be-
tween two of the violin strings. This sort of work
gave him great facility on the G-string. Some years
later the breaking of an E-string in a concert found
him fully prepared to play the most difficult pieces
on three strings.

Paganini was a strange personality—tall, thin, and
cadaverous, with luminous eyes. His great technique,
combined with his weird appearance, led to the story
that he was aided by the devil; and many of the
credulous Italian auditors believed that they had seen
the Evil One standing with the performer. Other
calumnies pursued him, too. It was said that his
facility on the G-string came from an eight years’
stay in prison, where the dampness made all his violin
strings break except the lowest one. The reason as-
signed for his imprisonment, according to the story,
was the murder of his rival in the presence of his
mistress. From the date usually given for this event,
we find that it must have taken place when Paganini
was seven years old. In reality, he lived with his
father until fifteen, and after that was constantly
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before the public except in the guitar period. These
stories, however, must have had much advertising
value, of the press-agent variety.

Paganini’s skill was almost beyond belief. When
he came to Naples, for instance, a number of musi-
cians, jealous of his fame, tried to set a snare for °
him. They engaged the young composer Danna to
write a piece filled with passages of the utmost diffi-
culty, which Paganini was asked to read at sight. He
understood the trap, but so great was his skill that
he needed only the merest glance at the work, after
which he played it with perfect ease. Many people
thought he must have some “secret”; and it is a fact
that he imparted to his fifteen-year-old pupil, Cata-
rina Colcagno, a brilliance of style that astonished all
Italy. The thin strings used by Paganini enabled him
to reach very high harmonics; and he would some-
times tune the instrument a semitone too high, and
finger a piece a semitone lower than written, getting
the same pitch as printed, but a much more brilliant
tone. Except for little tricks like this, hard work
was probably Paganini’s only secret. When he was
once stopping at a hotel, his neighbor in the next room
tried to peep in upon the genius, and see if the devil
were really giving him aid and comfort. The looker-
on saw no evil vision, however, but merely a tall,
thin man practising incessantly certain difficult finger-
ings, without using the bow at all.

The Witches’ Dance, then, will be found full of
technical difficulties, hard enough for piano, though
much harder for violin. The maestoso must be made
impressive, as if introducing us to some majestic
scene where the dance is to take place. The larghetto
is broken up by rapid 64th notes, as if the witches
were having little preliminary try-outs. Then comes
the theme and variations, with the dance starting in
slow and measured style, but growing wilder and
wilder. This piece is a constant study in runs and
arpeggios, which should be given in as striking a
manner as possible. The strongest contrasts are in
place here, as part of the requisite diablerie. In spite
of the violin origin of the work, the little snatches
of melody are not to be made legato, as that would
not suit the subject. Let everything be as brilliant as
possible, and all the variations (except the piu lento
and minore sections) full of the liveliest motion.

SERENADE—PIERNE
[“World’s Best Music,” Vol. 11, p. 349.]

Henri Constant Gabriel Pierné was born in Metz in
1863. He studied at the Paris Conservatoire, his
greatest teacher being César Franck. The latter had
many famous men of the present as pupils, and the
new French school, with its variety and delicacy, is
largely the outcome of Franck’s teaching. Debussy
followed independent and unusual paths, and was not
very amenable to Franck’s influence, although he wrote
in the older and even more conventional style of Mas-
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senet when trying for the Prix de Rome. Debussy
won this with his “Prodigal Son,” which proved that
he could write melodious music in spite of his later
style of rather vague and involved tone-pictures.
Fauré was another of the group. D’Indy has achieved
a high position, perhaps the highest among Franck’s
pupils ; but Pierné is not behind him in popularity.

Pierné wrote a very graphic “Nuit de Noél,” pictur-
ing Christmas Eve in a war-camp. The soldiers cease
fighting, and think of the old Noéls (Christmas
Songs) that they used to sing at home. The picture
of the battle-field, covered by snow, is very pathetic.

Another unusual piece is “L’An Mil’,” or the year
1000. In this he pictures the anticipation of the sec-
ond coming of Christ, which was predicted for that
year. He introduces the medizval “Fools’ Mass” and
the religious “Feast of the Ass,” a sort of sacred
comedy.

But his first great success was his “Children’s Cru-
sade.” This pictures an actual event, the uprising of
the children in an attempt to march to the Holy Land;
and it is full of beautiful and dramatic effects. This
work took high rank in Paris, and won success in
many countries. Pierné is also an organist. He suc-
ceeded Franck at the church of St. Clotilde in 1890,
but resigned eight years later. The success of the
“Children’s Crusade” led Pierné to write “The
Children at Bethlehem.” In this work there is a
peculiar scene in the stable, a duet between the ox
and the ass, in whicl1 the ox is bass and the ass tenor.
It has caused many jokes at the expense of asinine
tenors. On the whole, these singers fare rather badly
at times, for Von Biilow once said, “The tenor is not
a voice, but a disease.”

In the Serenade, Pierné has given the work its true
song-like character. The rhythm of the left hand,
which is carried entirely through the piece, is exactly
that of the Polonaise, and will be found in Chopin’s
“Military Polonaise;” but here it is used in a softer
and daintier fashion, and lacks the fire and passion
of the stately Polish dance. The phrases are clean-
cut enough in style, but are extended and altered here
and there in a way that causes the most pleasing va-
riety of effect.

After the four bars of introduction, keep the theme
clear, as if it were voice against instrument. Notice
the staccato over the fourth note of the little opening
figure, as it adds much to the piquant effect whenever
it occurs. In bars 12 and 13, p. 349, bring out the
short imitation of the figure in the left hand. On
p. 350, give full effect to the crescendo in bar 3; let
the next crescendo begin at the middle of bar 9, cul-
minating on the first note in bar 11, and then diminish-
ing. Give some emphasis to the modulation in bar
18, and the subsequent new material. Avoid much
legato in the scherzando on p. 351, but give sudden
little contrasts of power. In the five bars before the
a tempo, make the first two distinct, and the last three
successively softer, even to pianissimo, so that the re-
turning theme will come in clearly. This is played
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as before, with the close a little strong at first and then
very soft. The modulations and figures in this piece
are remarkably attractive, and should be given with
as much delicate brightness and expression as possible.

POUPEE VALSANTE—PoLpINI
[“World’s Best Music,” Vol. V, p. 1186.]

Eduard Poldini was born June 13, 1869, in Buda-
Pesth, Hungary. Among his compositions is an opera
in one act, “The Vagabond and the Princess.” This
is based on a story by Hans Christian Andersen, in
which the princess gets into trouble by refusing a
prince while he is disguised as a vagabond. It was
given with some success at Buda-Pesth in 1903.
Poldini has written several piquant little fairy operas,
of the juvenile order. His melodic style is rather
simple, but in exquisite taste, and often remarkably
original.

The Waltzing Doll (which is a translation of the
title of this piece) is a dainty little tone-picture, which
might be a companion piece to Liadow’s “Musical
Box.” Like the latter, it represents automatic motion,
and must be played in a mechanical and rhythmic

“style. It has not much variety in the bass at first, but

tinkles away merrily in the upper register. Yet the
bass part must not be neglected, and on part of p.
1189 it even carries the melody.

The piece may be regarded as a first rondo, ex-
tended by repeat dots. The chief theme, swingy in
style, comes after four bars of introduction, and is
repeated. Then comes the side-section, after the
double-bar on p. 1187. This runs its course in
smoother style, and leads back gradually into the chief
theme. The coda (line 3, p. 1189) is rather long for
such a small work, but as it is made up wholly of
reminiscent material, we can hardly make the piece
into a larger form.

The automatic character of the dance is well indi-
cated by the staccato phrases in the chief theme. The
legato of the true waltz is not wanted, for the mechan-
ical character to be suggested makes the work more
like the German hop-waltz. The accents after the
grace-notes should be bright, but not too heavy. As
the theme is marked scherzando, which means jest-
ingly, little exaggerations of effect here and there will
not be out of place.

The side-section does not seem to divide itself into
any regular periodical structure, or the work would
become a simple three-part song-form. The phrasing,
however, is quite clear, as the music separates very
definitely into groups of four measures each. Here
we find a more legato style, though it is still not to be
made quite so smooth as the true waltz. The tempo
must be kept rather quick all through. Waltzes in
long-held notes, like the popular selection from “The
Chocolate Soldier,” for example, may be made rather
slow; but this piece needs no languishing expression,
nor is it to be kept slow for dancing purposes. Be



WELL-KNOWN PIANO SOLOS

sure to bring out the melody-notes of the right-hand
part, which are duly marked with upward stems.
Notice that the long-held A at the end of p. 1187 is
carried over to the next page as the first note of the
four-bar phrase there. Make these phrases always
expressive, swelling in the first two bars and softening
off in the third and fourth measures. The use of the
pedal should help to give expression.

In the first theme, the use of the wedge-shaped
apostrophe may be taken to imply accent as well as
a quick staccato.

In the coda (cantabile) be sure to bring out the
four-bar phrase of the side-section, noting that the
melody is now in the left hand. Here, as also in the
preceding appearance of the side-section material,
make a little climax in the third and fourth of the
four-bar groups. After the softening that begins in
bar 14 of this passage (bottom of p. 1189), the right
hand takes the melody again. Let the pretty little
two-bar figure here ring out fairly well the first time,
but a little softer in its transposed position on p. 1190.
Then work up to the climax (the only f in the entire
piece), and shade off to the final suggestion of the
chief theme, which must now die away to the utmost
softness.

PRELUDE—RACHMANINOFF
[“World’s Best Music,” Vol. 11, p. 439.]

This piano piece is an instance of the “barbaric
revelry” with which the young Russian school blends
its Western thought in such a fascinating manner.
I have never been in Russia, the land of bells, but I
have heard the Cathedral bells of Cologne on a festi-
val, when the streets and lanes seemed inundated with
glorious bell-music. Perhaps owing to their enormous
weight and size such bell-ringing has a greater dignity
and splendor than our own. In this Prelude one feels
instinctively the vibrating hum of bells. Glinka re-
lates in his memoirs how the great religious ceremonies
of his church filled his heart with poetic enthusiasm.
He says, when a boy, he was above everything rav-
ished by the sound of the bells, and imitated their
tones by pounding with all his force upon the brass
and copper vessels in his father’s house.

The string tone of the piano, an instrument of
percussion, dies away like a bell, and the deep notes
of the modern piano, with its full resonance, may have
suggested this medium to the composer. When spell-
ing out the difficult chords, may I plead for the poor
instrument—do not let your vigor run away with
you as it did with Glinka pounding his brass vessels,
and make it cringe. When you have mastered the
Prelude then you may occasionally give your enthu-
siasm full play. Of course, the pedal must be used
for each of the first three bell notes, for when the pedal
is down all the strings are free to vibrate, and in a
well tuned instrument the richer are the resultant har-
monics ; even if you strike but one note more strings
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than one will actually vibrate in sympathy. There-
fore see that your pedal is down before you strike each
“clang.”

The eighths which begin bar 3, may, if you like, be
considered resultant harmonies from the underlying
bell notes, just as I heard them fill Cologne with their
music. At bar 7, that dignified movement of the
eighths (perhaps representing the swaying crowds in
the streets) need not disturb your equilibrium, al-
though the pedal will be down throughout the bar; in
bar 8 pedal four times, or else it will lose breadth.
Notice the forbidden consecutive fifths, bar 7-8, which
give it such a barbaric touch. At bar 12 make a real
legato in the sixths, which is for the first time feasible.
The middle section is mostly on a tonic pedal and very
agitated. Why so agitated? Well, for the sake of
contrast! Perhaps it is the turbulence of the popu-
lace on some stirring occasion. The outburst beginning
bar 36 is tremendous (count the quarters aloud, it is
a fine preventive). At bar 44 the great bells clang out
the theme once again, and before you can play this
four-stave score, you must become familiar with cer-
tain chords. The fourth chord, bar 46, is easier read
as containing C-natural repeated in the next bar; but
the most difficult chord to find is the similarly placed
chord in 47, which consists only of black notes. So
many young players shorten the quarter rest, bar 54;
it is worth two eighths, which should be “counted”;
and in the last bar but one the rest is a half, worth
four eighths.

The Prelude is full of fiery exaltation, in the usual
Russian minor key, drawn in big outlines and gor-
geously colored.

CACHOUCHA CAPRICE—RAFF
[“IVorld’s Best Music,” Vol. 11, p. 454.]

Joachim Raff was born near Zurich, in 1822. He
was very bright as a child, and could translate Homer
at the age of seven. In his youth he became a Latin
tutor, as his parents opposed a musical career; but
when Mendelssohn ‘came through Zurich on a tour,
that master praised some of young Raff’s composi-
tions, and helped to get them published, after which
Schumann reviewed them favorably. Raff soon settled
in Cologne, and made music his life work.

Many composers, like Raff, broke into music as a
profession after being trained for something else. The
Bach family inherited music as a profession, but
Handel met with some parental opposition at first. It
is said that Handel, while still a child, concealed a
small spinet in the attic of his home, so that he
might play in secret. When his father went on a visit
to the court of the local duke, the boy ran after the
carriage until taken in; and at the court he played the
spinet so well that the duke advised a musical career
for him. Schumann was intended for a lawyer before
his musical nature made him forsake legal studies.
Berlioz was marked for a business career, too. Many
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of the Russian composers took up scientific pursuits,
following music only as an avocation. Thus Rimsky-
Korsakoft held the rank of Admiral in the navy, and
Moussorgsky filled several government posts in his
roving career, and Borodin was a famous chemist.

Raff was very poor in his early days. His metro-
nome was broken down and slow, so that his early
tempi became too rapid on good metronomes. He had
to work hard always to keep the wolf from the door.
That was the reason why he wrote a great many works,
and he sometimes published rather conventional ones
for the sake of the cash involved. He seemed pur-
sued with bad luck, too. Just when he was invited to
receive some free help from Mendelssohn in compo-
sition, the latter died ; and when Raff was recommend-
ed to the publisher Mechetti, the publisher died also,
before he could help the composer. Raff settled in
Weimar, where Liszt aided him. Dr. Wm. Mason
spoke of Raff at Weimar as a steady worker and a
remarkably brilliant conversationalist. Raff was still
poor. Once he was arrested for debt, but as Liszt
and Mason helped him in prison, he was really more
comfortable than in his own poor quarters. They
sent him pens, ink, and music paper, and “saw to it
that he had good fare.”” Raff married in 1859. In
1863 his first symphony, “The Fatherland,” won a
prize. “Im Walde,” in 1869, and “Lenore,” in 1872,
were other famous symphonies by him. In 1877 he
became director of a conservatory at Frankfurt. He
died in 1882, well known for his melodious works. If
his music was too smooth and facile for the highest
flights, it should not be too readily condemned. As
with Mendelssohn, he should be judged by his best
works ; and such pieces as his famous Cavatina show
a marvellous beauty and richness of melody.

The Cachoucha Caprice is free in form, as its name
would suggest. It starts like a song-form and trio,
with theme and side-theme of 16 bars each, making
up a three-division song-form extended by repeat.
The trio (p. 458) consists again of two 16-bar themes.
But instead of a complete return of the first part,
there are merely sections and suggestions of it, alter-
nating with reappearances of the trio. Variety of
effect is wanted in every repeat, to some extent, and
the composer gives this in many cases by altered mu-
sical shape of accompaniment, embellishments, and
so on.

After the strong introduction (13 bars) the first
theme goes clearly. The next (p. 455) must have its
syncopated accents well marked, and be full of little
swells and subsidences, the former usually on rising
notes or figures. Chords and octaves mark the two
returns of the first period, given respectively with
arm and wrist motion, though the arm may help in
the latter case. In the trio (p. 458) use the pedal a
little in each bar, unless otherwise marked, and let
the first note of each left-hand arpeggio sound with
the right-hand chords. The return on p. 459 should
be made almost like one long crescendo. On p. 460
the soft trio returns, and the melody notes should be
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made to stand out clearly from the others. The same
is true of the first side-theme, on p. 461. Give a
bolder style on p. 462, followed by the quieter style on
p. 463, and soft bell-effects on each G above the lower
staff on pp. 464 and 465. The piece must end with
fullest force on p. 467. Make it always rhythmical,
as the Cachoucha is a Spanish dance, much like the
Bolero.

LA FILEUSE—RAFF
[“World’s Best Music,” Vol. 11, p. 332.]

This is a piano piece, pure and simple, and seems
to have been suggested by the genius of the instru-
ment. Like a “Song without Words” there is here
no contrasting thought. It is just a pleasant melody
hummed by a girl over her spinning-wheel; the whir-
ring of the wheel is produced by the graceful arpeggio
divided between the hands, and the song is “sung” by
the little fingers of the right hand, the whirring going
on unceasingly, but the voice part intermittently. Raff
had a great gift of melody, and even in his figure of
accompaniment he is melodious. Be sure you lift your
left hand well up aloft in this figure (bar 16) after it
has played its three notes. Never mind if it looks
showy, so much the better here. Try and run the
hands into each other until you can do it with zest and
relish, then, at bar 14, they will fly off in “bravura.”
The effect aimed at should be great smoothness and
distinctness, both so well knit together that it sounds
as though played by one hand. At bar 16 the left
begins and ends the bar, but the right hand has the
additiona’ task of carrying on the melody.

The difficulty is to make the melody “shine,” and
yet, with the same hand, to do justice to the moving
accompaniment. What makes it still harder is the
wide stretch sometimes demanded, but we will see
which bars must be altered later. In this particular
study, I have always recommended the use of what I
call a “wheel,” by which is meant a difficult technical
section to be repeated over and over again (which it
may or may not be necessary to alter), until by con-
stant repetition, the discomfort, or the trick (which
probably Raff could do to perfection) may be over-
come. For instance, in bar 16, pencil a ring round the
eight notes which begin on D sharp, and repeat them
over many times. Other “wheels” at bars 18, 26
(more difficult), 30 and 32; but you will experiment
yourself and find the remainder. The novelty of the
motion is the curious call on the pointing-finger to
move its tip to the next scale note.

The notes you will probably have to omit are the
fourth from the end of bar 24; similarly 27. Keep
the pedal well down for six bars at 49, for it is all one
chord, the diminished seventh, and it should terminate
at bar 55 with a sudden quietude.

Those few notes at 90 which form a connecting link
are mostly hurried and spoilt, but the “boggle,” mostly
with amateurs, takes place at the passage at 104. If
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you will measure off six and four notes alternately
from the thumb it will help you. All are black keys
here, and therefore give little fingerhold, but the dis-
advantage is repaid by the beauty of this rare key.

ZIGEUNERWEISEN—SARASATE
[“World’s Best Music,” Vol. 1, p. 247.]

Pablo de Sarasate was born in Spain in 1844. He
studied at Paris, with Alard, and soon became a great
violinist. He travelled at least as much as any musi-
cian, visiting places as far apart as Moscow and Portu-
gal, Great Britain and Italy, and even much of North
and South America. His tone was very sympathetic,
and he literally “sang on the instrument.” He did all
his practising in the summer, and would play almost
nothing. on his tours, except his concert programmes.
He used to poke fun at those who had to be “scraping
the strings” all the time, and he would burlesque them
by playing with grimaces and pretending to make hard
work of it. He would never teach, but devoted him-
self wholly to playing. He died in 1908.

Lalo’s violin concerto and Symphonie Espagnole are
dedicated to him, also Mackenzie’s violin concerto. He
went over the latter with the composer, and in spite of
his short-sightedness read it off perfectly. He stopped
only twice to comment, in spite of the composer’s fear
that he would ask for many alterations. Sarasate was
absent-minded in a way, being concentrated wholly on
whatever attracted his attention. This got him into trou-
ble when playing the Mackenzie concerto informally
for some students at the Royal Academy of Music.
He started the work an octave too high ; the composer,
at the piano, said nothing but smiled at the pupils.
Sarasate kept on, but found things more and more
troublesome, until at last he found something that
proved impossible, and stopped. The students had a
good laugh, after which he started over on the proper
pitch. He met a somewhat similar mishap in playing
the same composer’s “Pibroch” for an English festi-
val. This time he began with the second section, and
kept on until some one showed him the manuscript.

Zigeunerweisen means in Gypsy style. The Gypsy
music, mentioned in the description of the Rakoczy
March, is most striking and effective, and although
Sarasate may have had the Spanish Gypsies in mind,
the Hungarian Gypsy style is found in the piece, as the
two settlements of this wandering tribe have about
the same music. In Hungary the Gypsy bands are well
worth hearing. The leader will play his violin most
expressively, and the rest, familiar with the tune, will
improvise an accompaniment, if they do not know it
already. The music begins slowly. It drags along
more and more sadly, until it seems almost ready to
stop for very anguish. This section is called the
Lassan. Then suddenly a rapid, spirited theme flashes
out, and from this point on the music grows more
and more fast and wild, until the end is reached. That
part is the Friska. Sarasate has made such a contrast
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(after the page of introduction) between the lento and
allegro sections. The Gypsy scale is particularly strik-
ing (that in A minor being A, B, C, D-sharp, E, F,
G-sharp, A), as it has two augmented seconds. Many
examples of these augmented intervals are found in
the piece, as in bar 5.

This composition is a good study in cadenza notes
and other rapid runs. In measure 4 we find a 21-note
group, which, however, does not divide by 7’s, but by
6’s, with three extra notes added. In bar 9 the 9
against 8 need practice, and here, as elsewhere, the
sextolet should not be played as two triplets unless
so marked or obviously demanded. The lento, in spite
of its disjointed appearance, divides into 8-bar periods.
The rapid notes prevent much “swing,” but the rhythm
may be kept fairly noticeable. In the still slower sec-
tion, note the odd, improvisational form of the first
12-bar passage, and also the dying away at the end in
true Gypsy fashion.. The allegro, too, is a little im-
provisational in style. It is practically a song-form
with trio, the latter being in the key of A; but the
song-form consists of four short themes in succession.
All of these go very rapidly, and the dynamic marks
show clearly the contrasts intended. But in piano -
playing almost no passage is to be taken at an un-
changing degree of power. The late conductor Gustav
Mabhler illustrated this for orchestra, giving a continual
series of little changes and variations of power instead
of keeping a fixed degree of force. This process made
familiar works seem new and interesting. In this
movement there are contrasts enough to guide the
player for the most part, but the third theme (and the
one that replaces it later on) should be relieved of
monotony. Little swells on the upward scales in the
first case, and subsidences on the downward run, will
be sufficient. In the return (the third theme starts
with the last staff on p. 254) the accents will break
the monotony, and the fifth and sixth bars may be
taken a little louder than the others in the phrase.
But the pace is so rapid that these changes need not
be very strongly marked.

POLISH DANCE—SCHARWENKA
[“World’s Best Music,” Vol. V, p. 1344.]

There are two Scharwenkas who are celebrated as
composers, Francis Xaver Scharwenka (he has now
dropped the first name) who composed this piece, and
his brother, Ludwig Philipp Scharwenka. Both have
written in the largest forms, but Xaver has achieved
the greater number of successes. His first piano con-
certo (he has written four) is a very striking compo-
sition ; his opera “Mataswintha” is highly spoken of ;
but among his smaller works the Polish Dance has
gone all over the world.

Xaver Scharwenka is himself a brilliant pianist,
and both he and his brother are successful teachers.
They founded a Scharwenka Conservatory in Berlin,
which was afterward united with the Klindworth
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Conservatory. The two brothers came to New York,
and founded another Conservatory there in 1891, but
afterward went back to teach in Germany again. They
are of Polish birth and parentage, Xaver having been
born in the province of Posen on January 6, 1850.

The present writer met Xaver Scharwenka in Co-
penhagen, where the composer was stopping during
part of a concert tour; and the great popularity of the
Polish Dance was mentioned at that time. Schar-
wenka was told, “You will hear the sounds of your
Polish Dance as you approach America, for all New
York is playing it.” The writer recalls the fact that
when Scharwenka had found this work constantly
played in our country, he said, “At any rate, the
Americans cannot say that my works lack Polish!”
After he had been in New York a year, the present
writer asked him what he thought of the American
pupil. “Excellent here,” he replied (pointing to his
fingers) “but very poor here” (pointing to his head).
This criticism may be taken to heart by many an
American student. The theoretical education must
go hand-in-hand with the technical, or a poor result
will be attained.

The work is somewhat in the Mazurka vein, with
its many syncopations and accented structure of ac-
companiment. In shape it is a song-form and trio,
with one striking exception in the guise of an inter-
polation. The student will readily find the three-
division song-form filling the first page and the first
two lines of the second. Play this with considerable
forearm action on the syncopations in the chief
theme, but give a smoother finger-action in the sec-
ond theme, making a good contrast between the two.

The trio is in two-period form, with partial return,
each period being repeated. The phrases here are
each four measures long. The little introduction of
four bars plays an important part. Give it sweetly,
and in rather free tempo at first. When it comes back
slightly changed (top of p. 1346) let it be like a pleas-
ing memory, pensively played.

Then the whole first part returns. But while the
countertheme is in full swing, it suddenly becomes slow,
pauses a little, and then stops (bottom of p. 1346), but
without a cadence. Now memories of the trio come
back, and must be played in a far more dreamy and
irregular manner than before, until another pause is
reached (end of line 3, p. 1347). Then suddenly brush
away all dreaming, plunge into the chief theme, and
play it to the end with more spirit and resolution than
ever.

The contrasts of pensive dreaminess and bold in-
souciance are immensely effective, and the simple de-
vice of interpolating parts of the trio in the return of
the first section gives splendid opportunity for a strik-
ingly poetic style of performance.

As a rule, the young composer should not take lib-
erties with form, though he may vary it, within
judicious limits, and obtain excellent effects thereby.
Many great musicians have disregarded rules, but in
such cases the results justify their action.
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IMPROMPTU—SCHUBERT
[“World’s Best Music,” Vol. 1, p. 156.]

This tender little lyric remains in my memory as
played the last time I heard that grand old master
Charles Halle perform. It just suited his quiet, in-
effusive style of playing. Amateurs so often exceed
the speed which this leisurely moving piece will bear—
even in the Trio there is no necessity for brilliance.
What bountiful melody and lovely transition! We
hear to-day so many wonderful transitions, but the
fount of melody seems somewhat dry.

The accented second beat is very characteristic of
Schubert, but it very often disturbs a young player’s
idea of triple time. If in doubt I would advise you
to strike the teror note three times in each bar, as
in bar 3, until you are satisfied you feel the correct
time. It is surprising how many can find a wrong
time—and yet they do. As a general rule dotted
notes do not receive their full value; indeed, in many
cases, they may be held down, if anything, rather
longer than their value.

Take the melody notes in bar 3 specially under your
care and lengthen the E-flat in bar 7 somewhat. The
turn, bar 15, consists of five equal notes. The pedal
is very effective for the repeated chords at the double
bar, but its absence is quite as effective in bar 19.

The Trio, like the Allegretto, has the left thumb on
the dominant which should sound like a horn note,
suggested by the accent over each. The difficulty is
one of part-playing, one part overlaps the other. Al-
though the bass notes are not slurred they should last
one until the other, the horn note in the tenor being
quite independent and a prominent feature of the
music. It will be well to compare the third and fourth
bars after both double bars; the difficulty here is not
great, but lies in the constant change of note. Perhaps
a slight ritard on the fourth bar-in each case will assist
you. Keep the pedal down for six bars during the
A major arpeggio, the first inversion of which is difa-
cult, having the thumb on the black note.

The trill on two black keys must end with a grace-
ful turn before the inharmonically changed note.
What bungling and rumbling have we not heard at
this passage? Start with thumb on A, and in groups
of thirty-seconds and a ritard on the added E-sharp
you will run round neatly on to the same note, G-
sharp, otherwise A-flat. When you have mastered
this, make a melting trill, but do not forget the ritard
at the finish.

SLUMBER SONG—SCHUMANN
[“IVorld’s Best Music,” Vol. V, p. 1284.]

Probably one of the oldest forms of music came
from a mother’s voice as she rocked her infant’s cradle.
A collection of the cradles of each nation would be
interesting, and so, too, the words of their lullabies
not necessarily set to music. Several beautiful modern
examples arise in the mind as we recall the “Berceuse”
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of Chopin, the “Wiegenlied” of Henselt, the little song,
“Guten Abend Gute Nacht” of Brahms, the ‘“Ber-
ceuse” of Grieg and the “Schlummerlied” of Schu-
mann. The two last named have each a contrasted
middle section; Grieg portrays a turbulent young
viking who breaks out in a violent temper that will not
be easily lulled; Schumann only slightly changes the
mood, but alters the figure; thus his crooning is like
all the others in its soothing repetition.

In playing it try to keep the two component items,
the voice of the mother and the rocking of the cradle
quite distinct in your mind. This is not so easy to do
at bar 11, which, compared with bar 3, has part
of the accompaniment in the right hand, and is there-
fore more difficult to play smoothly. As previously
pointed out, 6/8 time often troubles those young
players who are wanting in rhythm; if they would
count and feel three eighths, and, if necessary, strike
the tied note so that each half bar becomes alike in
rhythm, the tied note might be adhered to eventually,
then the even rocking motion would not become a
wriggle. But to refer again to bar 3, small hands
had better use five on the first sixteenth note of the
group, and thumb on the corresponding E-flat, making
an octave under the fingers in each case; a similar
method may be useful in bar 9, so as to disturb as little
as possible the first note of the melody, which must be
the finest “cantabile” you are capable of. At bar
13, the eighths with flags turned down must also not
disturb the melody of the four long notes under one
slur. In bar 19 you may play the second melody
eighth with the last of the group beneath, but if you
are a ‘“stickler for propriety,” place it with the six-
teenth note immediately beneath it, then it will sound
as Schumann intended.

We now come to the middle section; the four bars
in the key of the mediant, which bears a minor third,
are followed by four bars in the dominant, and then
returns to the tonic, G minor. At the second bar we
have a little point of imitation which is seldom absent
in Schumann’s music, and very pretty it is, although,
being beyond an octave, young players mostly bungle;
it is best played by three thumbs running, and if you
wait a little longer on the dissonant note, so much the
better.

The coda, on a tonic pedal, with its reminiscence, in
the inner parts, of the bar 3 of the “lied,” is so often
spoiled that you may need reminding that a good be-
ginning may have a bad ending; let us hope not in
this case.

REVERIE—ScHUTT
[“World’s Best Music,” Vol. III, p. 680.]

Although Edward Schiitt’s name sounds German,
he was born in St. Petersburg, and studied in the great
Russian conservatory in that city. He afterward stud-
ied at Leipsic, in Germany. He has composed a good
piano concerto, as well as other large works, but he
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is most widely known by his shorter pieces. In the
article on The Dance in Music, attention is drawn to
the fact that modern dance music is not usually ot a
high standard; but Schiitt has written dance music
of the best character. Ilis Valse Mignonne, Valse
Bluette, Valse a la Bien Aimée, and other dances, are
not only attractive in melody, but harmonious, well-
contrasted, and altogether interesting in style. His
work should be a model for those who wish to elevate
the more popular style of dance music.

The Reverie is a notable study in harmonic variety.
Schumann’s Tratimerei is a reverie, and both words
mean a dream-effect; but while the harmonies are
simple and straightforward with Schumann, in this
piece they are varied and blended with the most strik-
ing originality. In consequence the Reverie should
be played with every note clearly sounded, although
the melody in the right hand must naturally be given
full prominence. The little two-note figure that ap-
pears at first in the left hand (in the G clef) is also
to be slightly emphasized. This figure, which is put
against the melody, is found with more or less clear-
ness in almost every measure. The first of the two
notes should be given with a full tone, almost like a
syncopation, and firm pressure of the finger; while the
second note is to be made lighter and shortened a little.
This figure adds much to the expressiveness of the
piece, and must be given full effect when against the
whole notes of the melody.

The form of the piece will be a guide to the phras-
ing. The first period is made of two eight-bar ideas,
that divide off into groups of two measures each. The

.same two-measure effect persists for a while in the

episode that follows, though the crescendo ed animato
passage is more free. The four measures calando form
a returning passage, to be given in the style of the first
theme. Then comes an abbreviated return, the second
of the eight-bar phrases being lengthened to ten; and
the coda continues in the same style.

The melody of the first period is to sing itself very
smoothly, and its notes must have the chief emphasis
whenever they come against the two-note figure. The
whole-note in measure 2 is to be a little lighter than
the preceding whole-note, shading off for the crescendo
in bars 3 to 6. In general, the differences in power
must be made very marked, for the sake of the expres-
sion, as the tempo is too slow to permit of rubato.
Bars 7 and 8 are soft again, though the crescendo in
them must not be omitted. Bars 13 and 14 should each
be clear on the first note, soft on the next three, and
swelling on the last four. The evaded cadence in bar
16 (and in the later recurrence) must be made clear
as well as retarded.

The episode may be quite animated, for contrast,
and should sink almost to a whisper, to let the next
animato make another contrast. Now we reach the
climax of power, and full force, with even a little
acceleration, is needed at the top of p. 682. Then
comes a gradual relaxing of power and speed, sinking
into the return of the theme. In the coda, the two-

.
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note figure may be begun with some emphasis, and
allowed to die away gradually.

This piece is simple in style, but its varied modula-
tions are masterly, and the contrasts of style, power,
and expression make it a real musical gem.

RUSTLE OF SPRING—SINDING
[“World’s Best Music,” Vol. V, p. 1348.]

Sinding is a Scandinavian composer best known in
our country by this charming piece. In the North of
Europe the coming of spring is very sudden, the snows
melt fast, the meadows become green all at once, the
song of birds, like the river, bursts forth in full flood,
and once again men forget the “long and dreary win-
ter” and look forward to the warmth of summer.
Just as the rustling silk skirts of a lady’s dress in
approaching a room announce her coming, so before
spring comes, there seems a curious lull in Dame
Nature, as though she yawned before awakening;
there is a dreamlike rustling in the air, before men
can say “Spring is come” !

From experience I find few young players able to
play this piece in time, and therefore recommend that
great corrector, the metronome. It is all very well to
grumble and object to its use, but until you can keep
strict time with its four eighths in the bar (at a slow
pace if you like), you are never quite sure of the
relative values. And this uncertainty spoils all.

Another feature is the ample use of the pedal which
gives effect to the aforementioned rustling. Of
course, it must be governed by rule; never make a
chord unclean by bringing over even a part of the
* preceding chord. In this edition there are no direc-
tions, except the general one, but each bar should
have the pedal down once, perhaps twice. There are
two exceptions, bars 45, 46.

It begins beautifully in an exceptional manner, not
on the tonic chord, but on the relative minor which
gives a somewhat wistful effect. Bar 1: hold the
second melody note down with the fourth finger to its
full value and observe the last note of the arpeggio
is missing. Strive to make the left hand melody inter-
esting and coherent, and play it as a ’cello player
would, with enjoyment. We pianists rarely get hold
of the art of melody playing, and this is why even
the partial study of a stringed instrument is so good
for a pianist.

Make the ascending passages, bars 4 and 8, become
louder as they approach the initial note of the melody.
Bar 10 provides a “ticklish” bit of work; see that the
scale ends quite undisturbed on C, which is all impor-
tant. Perhaps it will be well to let the arpeggio of
seven notes finish a little before its time, so that the
three consecutive C’s may come out clearly—the first
C ends the arpeggio, the second finishes the melody
scale and the third begins the new arpeggio. Beware
of a cramped way of treating the passage, and try to
separate the two things mentally, the tune and the
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accompaniment. Bar 15: make each short note in
the left hand fit in exactly with its right hand
fellow, and pedal twice in the bar. Bar 18: let the
tied note fit the C in treble and the two last thirty-
seconds in the next bar, also, fit their right hand
fellow-notes (test it with the metronome). Bar 31:
reverse the procedure and study the subject in right
hand, also note the C-sharp in 33 and the C-flat in 37
if you would play it from memory.

A few more remarks on the “time”—in bar 31, make
up the group of five notes of two and three and see
how slow is the bar 33; the seven of 40 may be three
and four; but the most frequent defect is in bar 49,
where the dot is neglected, thus robbing the first note
of the bar, which should have, when rightly played, a
curious halting effect, coming as it does twice. The
cadenza at 45 may be very broad “ad libitum.” Slide
the fifth finger (tied note) at 50, 54 over to the fourth,
and see that, notwithstanding the naturals in 51, it is a
minor chord. Lazy ones mostly repeat A in bar 56
instead of a new note G. The second section of the
piece returns at 47 with the ascending four bar se-
quence, repeats a note higher at 51, and partially
repeats at 55. Each should increase in loudness till
the crashing ff notes, when the pedal might, for the
sake of resonance, be used twice in each bar. It will
perhaps be advisable to leave out the low E-flat in 57;
few hands can reach it, and the big tone must not
suffer on its account. Notice also the continued pres-
ence of the dominant A-flat in each chord, right and
left. Of course, at 61 the pedal may stay down for
four bars. Compare bars 31 and 91, where the leap
down is shortened ; this is important if you would play
from memory. Lift out the left hand at 100, and I
have finished.

RONDOLETTO—SPponRr
[“World’s Best Music,” Vol. 111, p. 746.]

The terminations “etto” and “ino” are Italian dimin-
utives. . Thus a Scherzino is a small Scherzo, and a
Rondoletto a small Rondo. The word rondo means
round, signifying, not the part-song called a round
(which is really a canon), but a piece which comes
around to the chief theme after using other material.
It may be worth while to explain here to the beginner
that “Op. 149” means the work that the composer
numbered as his 149th in order of publication. Bee-
thoven was the first great composer to employ this
method constantly. When he reached the age of 25, he
published three instrumental trios which he marked
Opus 1. This is not saying that he had written noth-
ing before, but it showed that he held these trios as
the first work that he considered worth numbering.
An opus, it will be seen, is not necessarily a single
work, but always a single publication. It is often hard
to identify a work without opus number. Thus if we
speak of a Haydn symphony in G major we do not
know which one is to be chosen from the several that
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he wrote in that key, and we cannot give it a number
without mentioning also in what edition or catalogue
it is given that number, as different publishers often
have different numeration in their lists.

Spohr was a melodious composer, who held to form
quite strictly, although he made some experiments in
extended shape. Sometimes he grew too fluent in his
modulations. Weber was more direct in style, and in
comparison it was said of Spohr that he resembled
a man who would not enter the obviously open door
to the close of a composition, but would circle around
the house and finally jump through some unexpected
window. This Rondoletto is comparatively clear, but
Spohr’s overchromatic style caused some monotony,
and gave Weber the chance to become the real founder
of the German romantic school of opera. When Spohr
died, his widow, herself famous as a harpist, said of
him, “He has gone to the only place where his music
can be excelled.” It is said that another widow
adopted this idea for an epitaph, but unfortunately the
husband in the second case was a maker of fireworks.
Even without any such mistaken significance, the praise
was too great in Spohr’s case.

The piece is naturally in rondo form, with the main
and contrasting sections both in three-part form. The
returning passage in the first section (bars 16 to 21
inclusive) is a good example of linked effect, as its
first chord ends the countertheme as well as beginning
the three two-measure groups that lead to the return
of theme. To show this linking, make the passage
very rhythmic, bringing out clearly, though softly, the
three-note figure taken from the first period, and pre-
cede it by a slight retarding in the last full measure
of the countertheme.

The periods are eight bars long, dividing into equal
halves, though an extended consequent comes at the
end of the first section, which makes the coda begin
really in the fifth measure on p. 750, with another
linking effect. The theme of the first eight measures
should be kept graszioso, and in consequence the Fz
chords must not be excessively loud, but merely strong
in contrast. The countertheme of Section I (bars
9 to 16) may have a bolder style. The G in parenthe-
ses in bar 22 occurs for the left hand, but is printed
also with the right to show the thematic structure.
The harmonic change in bar 27 may be emphasized a
little, and more power employed from there to the
next cadence, to make a good contrast with the new
section that follows. Still more brilliance may be used
when this passage recurs in the D. C,, while the coda
brings back the light opening figure in contrast, and
must be taken smoothly.

The melody of the contrasting section, put against -

triplets, must be fluent and legato, with accents not
exaggerated. The thirds at the end of the second
eight-measure period may be practised separately until
smooth and rippling. The returning passage for the
D. C. must shade off and slow up on its last two or
three notes to allow the first theme sufficient promi-
nence when the main section returns.
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NOCTURNE—THALBERG
[“World’s Best Music,” Vol. 111, p. 567.]

When Sigismond Thalberg came to America, to give
piano recitals, he found that his best work was not
appreciated here. So he began to adopt a more pop-
ular style, giving variations on “Home, Sweet Home,”
“The Last Rose of Summer,” “Lily Dale,” and so
forth, with arpeggio sweeps up and down the key-
board between every few notes of the melody. This
rather meretricious display of tonic, dominant, and
subdominant fireworks took like wild-fire here, and
even succeeded when brought back to Europe. Some-
thing of the sort may be seen in Kuhe’s “Cujus Ani-
mam,” on p. 391.

If Thalberg had toured America now, instead of in
1857, he would have found us ready to appreciate
the best he could give. For he was a true artist, in
spite of the abuse that came to him through Liszt’s
rivalry. Fétis fought for Thalberg, while Berlioz
upheld Liszt; but, as usual, there was room for both,
and both were world-famous. One saying of Thal-
berg’s is too often true, especially in America—“Gen-
erally pupils work too much with their hands and too
little with their minds.” He showed himself gifted
with real insight by another remark—“The perform-
ance of one three-part fugue, in moderate tempo, with-
out errors, and in good style, demands and proves more
talent than the most rapid and complicated morceau.”
This was all the more striking from him, because his
own pieces were often “rapid and complicated.”

Thalberg was a pioneer in certain technical points.
He would disperse an accompaniment between right
and left hands in such a way that the melody seemed
as if played by a third hand. Sometimes, indeed, he °
would use three staffs in writing. He taught a perfect
legato style (see article on “Some Famous Pianists”),
and his set of exercises, entitled “L’Art du Chant
appliqué au Piano,” is found useful by teachers even
to-day. The Nocturne is a good example of this sing-
ing style, and should be given with as much melodic
expression as possible.

A large hand is required to do justice to this piece,
and if one does not possess the needed reach, it must
be atoned for by skilful use of the pedal and quick
arpeggio work. Sometimes a division between the
two hands is necessary, as in the first beat of the molto
agitato phrase, where the right hand must take the
F below in addition to the single C printed on the
upper staff.

For phrasing, the themes group themselves off
mostly in six-measure ideas, with a still smaller effect
of two-measure groups for the most part; although the
agitato passage does not follow this scheme wholly.
At first the pedal may be used, if desired, every time
a dotted quarter note is held against two similar chords,
which will allow the chords to be played without the
extra work of holding the melody-note at the same
time. Naturally the melody must be made prominent,
as well as legato. The forte in the fourth and tenth
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full measures is not to be exaggerated. The four bars
of poco agitato, however, may be given more strongly
for contrast. After the first three six-bar phrases,
the seven measures of rising and falling chords must
be made legato, and in spite of the pp mark they may
shade away gradually, with a retard at the end, to
make a contrast with the agitato section. The latter
need not be too legato, but the syncopations should be
clearly marked, even when not accented. Here it will
be best to use no pedal, as the left-hand skips will not
show due agitation if made legato by the pedal. After
ten bars of th{s comes a real Thalberg touch—melody
and accompaniment in the left hand, runs in the right,
and a crescendo from pp to ff. Of course the cre-
scendo must be plainly marked in the melody notes,
each hand being practised separately at first. A strong
continuation brings back the legato in the three con
duolo measures, after which the opening phrase, with
sextolets (and pedal if desired) ends the work.
Perhaps we do not find the exquisite enchantment
of night 4 la Chopin; but there is enough expression
here, as well as excellent practice in touch and legato.

ANDANTE CANTABILE—TSscHAIKOWSKY
[“World's Best Music,” Vol. 1V, p. 1029.]

Tschaikowsky was the greatest of the Russian com-
posers. He used many folk-songs in his orchestral
and other works, but even so his own contemporaries
did not call him distinctively Russian. His case was
similar to that of Rubinstein, who said, “The Rus-
sians call me a German; the Germans, a Russian.”
Tschaikowsky was too broadly cosmopolitan to be
limited by the bonds of nationalism.  Yet the Germans
did not wholly approve of him. Brahms and Tschai-
kowsky disliked each other’s music very much, and
another critic, on hearing the latter’s first piano con-
certo, said that he hoped German influence would
soften the crudities of Tschaikowsky’s style.

Tschaikowsky’s life was much influenced by women.
When he had become prominent, he began to be a tar-
get for feminine attentions. He paid little attention
to these, but one letter sent to him attracted his notice.
He investigated, and finally married the writer, but
did not “live happily ever afterward.” More potent
in influence for good was the friendship of Mme. Von
Meck, a woman who had become wealthy through her
husband, a famous engineer. She never met Tschai-
kowsky, but was so impressed with his music that
she sent him for some time a yearly pension of several
thousand dollars, so that he might compose unfettered
by poverty. She made it a condition that they were
never to meet, but he could and did write her often
about his work. Late in life he visited America, but
his experience with the more impudent specimens of
hotel employees in New York and elsewhere was de-
cidedly unpleasant.

But in youth Tschaikowsky had the usual struggle
of genius against poverty, and the string quartet (Op.
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11) containing this andante was a direct outcome of
this poverty. While the young composer was strug-
gling to keep the wolf from the door, his friend Nicho-
las Rubinstein wanted him to gain public attention
by a concert of his own works. Such a concert re-
quired at least one composition in the larger forms.
But as the composer was too poor to hire an orches-
tra, he wrote this string quartet instead. The move-
ment selected here is the second of the four, and is
so attractive that it has been arranged in almost every
possible way, even including a solo for contrabass
with piano accompaniment. '

The work is in rondo form, with the first section
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