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NOTE. 

THE work entitled " Clavier und Gesang" em bodies the results of our father's 

long experience in actual teaching. The translation here presented has been 

executed in compliance with often-repeated solicitations from many quarters. The 

very favourable reception of the original work in Germany and elsewhere encour

ages us to hope that the Englisl1 version will be a source of instruction and 

pleasure to not a few English speaking Teachers and Students of the piano and 
singing. 

MARIE WIECK. 
CLARA SCHUMANN nee WIEUK. 

DRESDEN and BERLIN, June, 1875. 



TRANSLATOR'S NOTE. 

Considering the originality of Friedrich Wieck's style, the translation of the 

work Piano ttmd Gesang has its special difficulties. This originality the Translator 

has, by special desire, laboured to preserve, not unfrequently even at some cost 
of elegance. Otherwise, too, it has been found necessary occasionally to retain 

in the translation some expressions that are not absolutely unimpeachable in 
idiom. F0r these the excuse is that it was impos!::lible to replace them by 

others, without sacrificing the force and spirit of the original, and that, though 
they may seem somewhat unusual, they convey a particular shade of meaning. 

The Translator hopes that, for all such occasional breaches of elegance or of 

idiom, there will be found ample compensation in the accompanying advantages. 
The Translator takes this opportunity to express his obligations to 

A. F. Murison, Esq., M.A., andto Ebenezer Prout, Esq., B.A., 

who have given him valuable assistance and advice. 

The Sketch of the Life of Friedrich Wieck is mainly drawn from a recently 
published volume entitled "F r i e d rich vV i e c k u n d s e in e be i den 
T o c h t e r C l a r a S c human 11 u 11 d ~f a r i e W i e c k," by A. V o n 
Me i c h s n e r (Leipzig: Heinrich Matthes)-a very interesting book, con
taining also previously unpublished letters by C z ern y, Robert S c h u
m a n n, C. M. V o n 'N e b e r, H. v. B li 1 o w and others. 

The ].,ro11tispiece, showing three portraits, is also transferred from ~ieichsner's 
book, with the permission of the author and with the reluctant consent of 

,,, the Ladies represented. Thus the TPan8lcttor bett1"S the 1'"espons,i
bility oj' the ctppewrance of the'i-1" ]J01"trwits in this place; 
for, though some reasons might be alleged to exclude them, he nevertheless 

decidedly thinks that they ought not to be withheld from the English speaking 

public. 'fhe connection of the three is very much more than a mere family 

connection-it has a significance in Art j the daughters afforded the 

highest practical exemplification of the theories of the father. 

C·J 

~- ABERDEEN, June, 1875. 



SKETC.H OF T11E LIFE 
OF 

FRIEDRICH WIECK. 
(1 7 8 5 -18 7 3). 

FRIEDRICH vVIECK was born in 1785, in a small Prussian town, on the 

borders of Saxony, not far from Leipzig. Having gone through the fnll 

course of the Gymnasium at Tnrg,ln, he proceeded to vV itt en berg to 

study Theology. In clue course he passed the necessary examinations and 

received licence to preach. However, be the reasons what they may, he preached 

only once,--in the Schlosskirche, in Dresden. He was, and always had been, 

a great lover of music, and it is possible that, in those days, this tendency may 

have been prejudicial to his advancement as a pastor. Even when a schoolboy, 

he had sought interconrse with musical artists of second and third rank ; he had 

taken part in many musical meeting~ and amateur performances; and he had 

eagerly seized the offered opportunity of receiving piano lessons from a well-known 
pianist of the time. On leaving Torgau Gymnasium for the University of 

Wittenberg, he took with hin1 a very honourable certificate, in which, however, 

it was specially mentioned that he had oceupied himself too much with the arte 

music a. 

"Whether this excessive attention to music, continuing and growing upon 

him, drew him from the church, or not, at all events he did not seek a 

pastorate. For some time he acted as tutor in several families. His next 

step was to establish in Leipzig a manufactory of pianofortes; and while he 

carried on this, he at the same time gave lessons on his favourite instrument. 

It was from the experience he now gained that he created, with his keen

sighted observation, thctt new method, distinguished by its simple naturalness, 

which finally established his own and his daughters' renown. 

His connections and intercourse with the most celebrated artists of 

those times, as well as the open house wliich he kept, soon caused him to 

become the centre of a large circle, especially of the younger artists of talent. 

His endeavours afterwards to apply his method of teaching the piano also to 

the study of Singing continued steady and persevering. 

A frequent stay in Vienna, brought him into acquaintance with all the 

celebrated musicians of that city, such as Beethoven, Czerny, etc. The 
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correspondence that he kept up with fellow artists and with his own family 

gives a most lively flescription of the musical condition of those times. 

Among the pupils both male and female whom Friedrich Wieck trained, it 

was especially with his own daughters that his method was suited to show the mo~t 

splendid proofs of its usefulness and geniality. His eldest daughter Clara, at the 

age of ten, was already so thoroughly trained that she performed not only at the 

"Gewandbaus Concerts" in Leipzig, but also in Dresden, in F rank fort -

on Main, P a r is, Y i e nn a, etc., always with the highest success. 

One of the most cherished guests and pupils in vV ieck's house was R o b e r t 
S c h u m an n, who afterwards married his daughter Clara. By this marriage 

there was formed a rare union of artistic gifts, a composer of the first rank 

wedded to the first executant of the time. 

\Vhen at a later stage Wieck's second daughter Marie perfol·med for tho 

first time in pnblic, a splendid. proof of his method was again afforded. He 
accompanied her frequently, even on the later occasions, on her great concert 

tours, which were always attended with the acclamation both of the critics 

and of the public. 

About the year 1844, vVieck removed with his family from Leipzig to 

D res cl en, where he led an exceedingly musical life. He kept open house 

for all artists, and held frequent musical Matinees at his residence, which 

were attended by them all. 'fhe .Minister Von Fa 1 kens t e in, a fine 

connoisseur of music, the Austrian Ambassador C on n t Von K n f stein, 

and particularly Prince S c h o n b u r g, were standing guests. Even during 

summer, which he always ;:;pent at Losch wit z, a romantic spot on the banks 

of the Elbe, some miles from Dresden, he was the object of attraction fo1· 
numberless friends; and for tt hn·ge circle of pupils, who hoped to ch·aw advantage 
from his celebrated method. 

Great is the number of the artists that he successfully trained during his 

long professional career of sixty years; and many are the celebrated and \Yell-known 
names, both of pianists and of singers, that are reckoned among his pupils. 
Among the men of musical talent that at one time addrm;secl themselves to 

him, was Hans Von BUlow. A letter from this artist} elated 1863, 

shows how he appreciated \Vieck as a teacher. vV e quote two sentences :-

" Never in thought or in word have I f01·gotten or denied-and herein 

will the future continue to reflect the past,-what I owe to you, highly 
revered l\:laster. 

" You it was who first laid a firm foundation, te~tching my ear to hear 

and impressing my l1:tnd '·ith rules according to law, with logical order, 

who ra,ised up uy talent fl'om the twilight of unconscionsness to the dear 
light of consciousness," ete. 
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ln the year 1845 :Mende 1 s soh n endeavoured to induce Friedrich 

"\Vieck to accept a Professorship at the Leipzig Conservatory, but 

l1is ideas did not agree with this sort of Institutions, and Moscheles was invited.

C o u n t e s s R o s s i (H e n r i e t t a So n t a g) also, who called him the first 

Singing-Master of his age, proposed to him to establish a Singing-Conservatory; 

but he declined the ofter. 

Up to his last days and in spite of his great age, Wieck was surrounded 

by pupils, both for singing and for the piano, from all parts of the world, 

who tried to snatch a lesson from him when he was in the humour to teach. 

He died on the 6th October, 1873, having completed his 88th year. His 

last pupils, several very talented young 1adies, with others, continue to study, 

according to his method, with his daughter l\1 a t' i e in Dresden. 

On hie 86th birthday there was established in Dresden, a foundation bear

his name (\Vie c k- S tift u n g), the funds of which were afterwards 

increased by a legacy from himself. It has for its object to support poor 

persons of talent and such Art-Students as require assistance-an object quite in 

accordance with his OWll spirit, for he always assisted young persons of talent who 

were poor, and trained many without any return, merely for their sake and for 

the sake of Art. 

Of Friedrich Wieck'R compmdtions and wm·ks, the following new Eclitions 
have lately appeared :-

ETUEDEN x'UR DAS PIANOFORTE (Studies for the Piano) Nos. 1 and 2. 

Leipzig: F. \Vhistling. 

ExERCISES FOR THE PIANO, arntnged by J\iARLE WIECK. Leipzig : C. F. 
Peters. 

ExERUJSES }'OR SINGING, arranged by MARlE: vVn~cK. Leipzig: Breitkopf. 

1\lUSIKALISCHE BAUERNSPRUECHE (Musical Peasant l\:laxims), ~collection of 

pointed and humorous sayings, rules and criticisms regarding the piano and 

singing-partly iu prose, partly in verse ; 

Also: 

DER WANDERER, for one voice, with piano <:tccompaniment. 

DER "\VANDEHER IN DER SAEGElVIUEHLE, do. 

WIEGENLIED1 

l'JIN :rrrusiKALISCHER ScHERZ, 

do. 

do. 

New Editions of the following are preparing :-

-also for two voices. 

Leipzig : F. E. C. Leuckart. 

DER V ERl'ALL DER GESA.YGSKUNST (The Decay of the Art of Singing). 

DANCES, a quatre mains. 

DANCES for Piano, Violin, anrl Flute. Leipzig : C. F. Peter8. 



AUTHOR'S PREFACE. 

THE musical world receives from me a book of a peculiar kind ; not a 
scientific book, arranged on proper system-such a demand no reasonable 
man will make of an old music-master, who, during his long practice in 
the realm of sounds could not arrive at scientific, frequently barren, 
deductions. What I offer here is the experience of my life. Nature has 
made me susceptible to everything that is good and beautiful, a correct 
instinct and a tolerable understanding taught me to avoid the untrue and 
the hateful, aspiration to higher knowledge led me to pay attention to 
everything that I came across on the path of my life, and I need have no 
hesitation in asserting that I have striven to fulfil according to my 
strength my vocation on earth. rrhis is no boasting; it is no more than 
the legitimate declaration of a good conscience, and this no man need con
ceal. For these reasons I have judged it proper to send these outpourings 
of my heart forth into the world. Perhaps there are some sympathetic 
8ou1s that are willing to understand and comprehend me; still happier 
8hould I be if some music teacher or other were to adopt the views laid 
down here, and with diligence and prudence were to read between the 
lines many good things that could not possibly be written clown in full 
detail. Material still in plenty lay spread out before me ; indeed, while I 
wrote it increased under my hands. Art is so very comprehensive, and. 
all the phenomena of life stand in the closest relations with it. \Vhoever 
loves and cultivates it sincerely finds in it every clay new sources of enjoy
ment and new impulse to inquiry. Even the most experienced artist 
always remains a learner, and to teach art especially is to learn day by 
day. 

This I have always held, and this I still hold to this day, neither have 
I ever omitted to impre8s these principles upon my pupils. I may be per· 
mitted here, with some satisfaction, to instance my daughter;:; Clara and 
}farie, and along with them I name among others, with like pleasure, th~ 
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respected Messrs. Waldemar Heller of Dresden and 'V enzel of Leipzig. 
Their attachment and gratitude has been a constant source of happiness to 
me, but I am proud that they teach and advocate with zeal the principles 

they have adopted from me. 
Further, this is not tho first time that I have tried my hand at 

authorship. Both the " Signale fiir lVIusik" and the " N euo Zeitschrift 
fUr Musik" have published under various titles various essays from 
my pen. The approbation that these received at the time of their ap
pearance has acted as an encouragement to me for this greater task. Some 
of these former labours have been \vorked into thiR book, the form, how
ever, being partially changed. Hence also originates a figure that fre
quently recurs in this book, namely, the 'reacher DAS (:11futt ), in 
explanation of which I scarcely need to add that it is intended to repre
sent my humble and is to ue as an anagram for " Der Alte 

Schulmeister" ( Th c Olll School,nutstc;·). vVhoever does not know 
me personally may from this figure a clue to my character, and may 
further construe from it for himself, that a man of such caustic bluntnes:-> 
and unceremoniousness can be by no means a finished artist in 1:>tyle. 
I trust this last remark will pacif)' all those critic::; whose hair may perhaps 
Htand on end because of the frequent want of gallantry in my way of 
writing. Not on any other ground \viii I indulgence for my 
style. The fonn of dialogue I have frequently chosen for the n~ason that 
the brevity resulting from it appeared serviceable to my delineations. 
Not less frequently I employ the letter-style awl the personal address; 
they are more in my way than the form of a serious treatise. 

Before long this book will be followed by " short, rhythmically 
finished exercises (Kleine, rhytlunisch augeschlosscnc Uebungen) by 
myself and my pupil, \V. Heller. >Y.. They will not extend beyond a few 
sheets. They have for their object to teach a goocl tcnrch rwithout 
the use vf and may everyone that desires to follow my 
enlarge and supplement them, according to hi1~ judgment and his needs . 
.For a complement I recommend the u:::>eful and suitable hooks of Dr Pohle 
"Leipzig Piano-School" (Leipziger Clavier-Schule), L. Kohler's "Popular 
.Melodies of all Nations" (Volksmelodien aller Nationen), the works of 

·;t This plan \V<ts frustrated by the eitrly death of \V. Holler shortly after the appear

ance of 'Piano untl Gesang.' The remaining part of the paragraph seems to justify ns in 

r-etaining it.-- 1'Pr. 
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Kullak, Knorr, and Czerny. They serve excellently for playing by heart, 
for the subsequent learning of the notes, and for the further technical 
training. 

But I undertake also to speak concerning Singing! A piano-teacher 
of ability and heart-no matter whether he teaches the "elements" or 
occupies himself with "higher culture "-to be qualified according to my 
ideal, must understand the art of singing, at least he must profess a high 
interest in it and have a warm heart for it in his bosom. When I speak 
of singing, I mean only ''fine singing," the foundation of the finest and 
most complete musical representation· and again above all things, I think 
a '' fin<j tone formation '' to be the foundation of the finest possible touch 
on the piano. There are many points where singing and the piano must 
explain and supplement each other; they must work side by side in order 
to exhibit the sublime and noble in serene beauty. JVIy book will make 
this plain to many ; whether to all, I doubt. There will even be not a few 
who will put aside my book with a scornful smile, and smirk over the zeal 
of the man of the "times that are past." I am prepared for that too; though 
not in other days, now at all events it is the fashion to depreciate the old 
times and their representatives. I shall, however, remain conservative 
until the men of the future convince me by results that are superior to 
those of the old times, or at least equal to them. 

And so go forth into the world, dear book! Teach the willing, warn 
the erring, vex the wicked, and chastise the sinners ! 

THE AUTHOR. 
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CHAPTER I. 

Concerning Elementary Instruction on the Piano. 

DEAR Sm,-You wi::>h to know some partieulars concerning my method of 

teaching the piano, especially concerning my procedure in Elementary Instruction, 
'vhich is entirely different from the ordinary wa.y. 

Here you have the main points of the case : and, if you have confidence in 

my forty years' experience, and are able and willing to r·eacl bet\veen the lineH, 

then you, \Yith your manifold experience, which you have acquired as a thinking, 

talented, and. earnest teacher of music, will understand what I mean by giving 

here a dialogue between the teacher Thou, your humble servant That:<, and little 

Trinette. 
That. 'Veil, my clear :Mr. Thou, how did you manage, then, so thcroughly to 

(lisgu~t little Snsy with piano-playing ~ and how was it possible that during the 

three years you taught her you achieved no results whatever ~ 

'Phou. First, I taught her the keys-that was a difficult matter to begin 

with ; then I bnght her the treble staff---that \Vtts still more diflicult ; then I 
taught her the bass stnJf-that WitS the most difficult thing of all; then I took up 
with her the smctll favourite pieces that she was expected very soon to play to her 

parents : here she continually mistook the bass staff for the treble st.afi: she did not 

keep time, always used the wrong fingers, and learned nothing; then I tried sevel'ity 

-here ~:;he cried ; then I tried kinduess-here also she cried; then I stopped entirely 

with the pLmo teachin6, and npon that she entreated me for Heaven's sake not to 

begin again with her.--That is the position where we are now. 

'Phat. My dear 1\Ir. Thou, you might h~we managed that better. How can 

child monnt a ladder that wants the lowest Hteps, r..nd many others besides'?

Nature make8 no Jcap, Jeast of all with children. 

1'ho'tf,. Did r:;he lL s them monnt from the lowest step!:! ? 

.Fr. \Vieck mm~lly 
but also intcndeJ as the 
(see Preface). 

n 

·,•,'ortl for "'Ilmt," 
alto Schulmeister "~-,tho olll sdwolmastm· 



1'/wt. Well ! at least she did not reach the top. Or, rather I must say she 

has fal1en down from the top. To put it mildly, she l1m; begun her ascent in the 

mid(He, and even then you h;we w:shecl to nrge her up, instead of letting her go 

up calmly, collecteuly, and firmly.-Bring your youngest daughter Trinette to 

me ; I will her in your presence her first piano lesson. 

2'ltat. Come, Trinette, repeat these letters after me : -r:· c, d, e, f. 

Trin. c, d, e, f. 

2'/wt. Go on : g, a, b, c. 

T1·in. g, a, h, c. 

Thctt. Once more. Again and : the first four-the other fom·. 

Right ! Now all the eight together: c, d, e, f, g, a, b, c. 

:I'1·in. c, cl, e, f, g, a, b, c. 

2'/utt. Backward : c, b, a, 

T1·in. c, b, a, e, d, c. 

e, d, c.· 

That. (Afte-r se'oeral 1·epetiti ons ). Very good ! I.ook, now yon have 

learned something already. That is the ]fusical Alphabet, and these letters are 

the names of the 'white keys on the piano. Now you shall know immediately how 

to find and to name each of them. Before that, however, I must make the re

mark (at the same time l1·un with the finger from rm.ddle U towards the ldgl:est 

l'1·eble) that this wny the sounds ri;;>e -lJecorne higher, finer, and that tl1is, the 

other \Yay, (wltile I 1·un 'With tlw frmn middle C towanls the lowest Bass), 
the sounds fall-become lower, duller. 'the half to the rigl1t upwards is Ctlllecl 

the Treble, the other half do\vmvards the Bass. Perhaps yon can di,.;tinguish 

already with your ear the difference between the fine, high sounds and the low, 

dull ones ? .b.,urther, the thing that you see here before yon, and that yon are to 

learn to play upon, is called the Keyboanl : it consists of white and black 

Keys. The Bh1ck Keys we shall learn by and by, and the \Vhite Keys we 

shall call by their right names presently. You see there are upon the whole key

board always two black keys together, and then three black keys together, 

and side by side. :Now, put tl1e fir.,t of your right hand upon the lower of 

th~.:: two black lying sitle by side, and slide with it downward upon the neare;;t 

white key : then you lmve found the white key Cover all the keyboard. Can you 

tell me now what the one next will be cttlled '?-Re1)eat the Musical Alphabet. 

Trin. 
21futt. 

T1·irt. 

c, d, e, f., g, a, b, c. 

It js cl, you see. 

And ncx t comes P. 

In England the Notes tU'0 cxpresfwcl by--
c, 

In Germany uy-:::, (1, e, 
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That. Yes, and then f.-The f over the whole keyboarll you c:m find just 

as easily, by putting the first upon the lowest of these three Llack 

that lie togetlwr, and sliding down to the nearest white key. In tLe::;c two 

white keys c aml f, which you will find at once in the manner I lmve shown you, 

both in the Treble and Bass, you have now the surest clue fot· the recognition of 

all the ·white keys. For now the one next f is called --1 

Trin. g ; and then a, b, and so on. 

That. Now let us repeat forward and backward the names of tho keys, give 

the names of some of them out of the order, and continue with that for a Rhort 

time. At the end of the lesson we will go over the whole once more : aml 

thus, for the next lesson, you will at once know all the white keys both in theil' 

order and out of it; only you must give yourself a little practice in it--and you 

can make no mistake, for you ha.ve a hold at onr-e in the c and in the f.-Now, let 

us shortly take something yet quite different, which will also please yon. I told 

you before, that the sounds this way up 1oith the rise-become 

higher, and tbis W<lJ (running do·wn with the finger) descend-become lower. 

Thus not one sound is like another, but either higher ot· lower. I suppose you 

c<m hear that already '1-Well, turn round now with your back towards me. I 

now strike two sounds one after the other : which is the higher, the first or the 

second~ (I go on in tlds manne1·, and b1·ing the sounds neater and nearer to 

eaclt other :-perhaps in OI'de1' to perplex amd to strain the attention, I give the 

lower sounds softly, ctnd the sotmds more jinnly, and 'in tliis numner I go 

by down into the Bass, to the of the pupil). I sup-

pose the listening tires you so mew hat 1 bnt a fine ear is requisite to play the 

pi~no. However, I will not 'veary you ; let ns pass on to something ebc.-- Can 

you count as far as 3-1, 2, 3 '1 

Trin. and further than that. 

That. "\Ve will see. Count 1, 2, 3, and so on, continuously, lmt quite 

even and equal. (I lead lwr to accura,cy 'in counting, sometimes witlt 

her, and also one chm·d in three et•en Can you count even 

with certainty now 1 Let us see ! I give the c!t,m·d to l, n:-1nctnung 

silent at 2 and 3 ; or to 2, silent at 1 and 3 / and so on : but I 

strike the clwnls short and 1.:ery Ajter that I may e~'en insert u quaver, 

cmd with tlbis lay the foundation dividiug the crotcltets 'lllto two quwvers. In 

short, I tur·n ctnd wind ctbout in every 1rwnner, in order to nudc·e the child 

count evenly with accuracy, and at the sarne time to tlte attent£on. In tlbe 

S(t,me manner we pr·oceed also witlt l, 2, or 1.vith .l, 2, 3, 4, or with I, 2, :3, ,_t., 5, 6. 
With tkis is but only cmcl -in Jnssing, the dunttion two 

crotchets, crotclwts, etc.)-Trinctte, yon connt 'ery alrcatly, and you 

can also already distingui8h the sonnds; it ic> not eYcry child that learns that in 
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the very :first les;:;on! Yon wiU be sure to krn out a good pianist one day. 

Bnt now that your car has rested again, let us try something more difficult 

for it. 

T1·in. That will be nice; I will listen as attentively ns I can. 

That. \Vl1en several are struck at the same time, the combination of 

sounds, when is ca1led a Chord. But there are rnajor and minor· 

chords; the former sound joyful, cheerful-the latter, sad, dull, I might say : the 

former laugh, the latter weep. :Mark now whether I am right. (I st1·ilce the 

0, and a short pa·use, tlte mino?' clwn1 major chord 

I seek her attention by striMng witlt a somet£mes at 
majo1· sometimes at minor. Por the most part 8lle rigl1tly. Only 

one must not cont·inue too long at this, t·ry·ing to extort o·r othe1', leas~ of all 

with and urgent and Now I may even tell you 

already that the difference in the sound lies in the third tone, counting from 

the lowest C, and by striking it either one note or lower (e or e 

flat). J3y and by, 1 shall make all tLis clearer to ynn, when yon will 

qnaintetl \vith the Tonic, Third; Fifth (DominantL Octave, etc. (It is 

tage, and ·it ·is prope1· that; on occasion and by tlte 'WOl.J; we slwuld at 

an ea'rlicr stage name and sliglitly touch upon that we intend to teach with 

l.!un·(].ur:fln('R.c; at ct later stage. In doing the technical te1·ms aYe em. 

tk'3 rvery outset, and an expUtTIIXtlon. 
thern). \V ell don~, very ·well ! Yet now let us 

·is necessa1·y, is of 

once more the names of 

the keys, aml then we are done for to day.-Look now, wh:tt a number of things 
you have learned in this lesson ! 

Trin. That was very nice. 

Tlw!. So you shall always find it. 

T1·in. 

That. 

\Vhen is the next lesson ·r 

The day after to-mon'O\Y, for at the beginning yon mu~t 

least three lessons" a-week. 

Trin. \Vlmt will yon take up with me in the next }cs;:;ou? 

" at 

Tlwt. I shall go over everything but in many points I shall proceed 

differently, aml over ttml over again, so that the subject will always 

have new charms for you. Bnt in the next lesson we shall abo proceed to play; 

first on the tnh!e, next on the piano. You will then learn to move the fingers 

quite independently of thA ann nimbly and supplely, though but gently, and to 

raise them and let them fall correctly. vV e shall likewise have some exercises to 

make the \':rist too more snpple, which nhvays has to be done at the very 

in order to get a beautiful touch, t!1at is to say, to make the notes sound as 

beautifully it is at all possible.-! \vill show you hmv to sit at the piano, tmd how 

to hold your hands; you will get acquainted with the black keys and the major 
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scale of 0, with the semi-tones between the 3rd anci 4th degreef:l, nnd betw'een the 

7th and 8th degrees, and tlnis with its leading note b, which is the guide to it. 

(This is important for my method, because the different scales develope naturally 

out of it). Even the chord in c yon 8hrdl find in the Bass and Treble, and strike 

it and make it sound with both hands together. Aw~l then in the third or fourth 

lesson, when yon have got a flrmer hold of all yon have learned, I will teach you 

to play a small piece which will please you, and then-then are you really already 

a piano player, a pianist. 

1'/w-~~. \Vho then has taught you all this ~ \Vhy, this goes like a mail 
train! 

That. ..What is to be taught, many peOfJle can learn ; how to teach it, thiR I 

have acquired only by having with my whole sonl devoted myself always w~'.h 

great love and constant thought to the musical cultivation of my pupils, and in 

fact to their general intellectual development. Certainly it is ah;o necessary to 

go on quickly-- because the subject proceeds step by step, one thing laying the 

foundation of the next; because the pupil lParns everything surely, calmly, 

thoughtfully, and accurately, without ronnel ahouts, without distracting and re

tarding wandering:::; because I teach neither too much nor too little ; because I 

always anticipate and endeavour, while engaged with the one matter to be learned, 

at the same time to lay the foundation of many other necessary· matters. And, 

what is the chief point, because instead of wishing to cram the memory of the 

child with my own wisdom (as is often done in a crude and hurried manner), I at 

once rouse his intellect. and give it something to do, allo\ving him to develop of 

his own accord, and not degrading him into a wooden machine. In a word, I do 

not allow the random practice of a dreary useless jingle, killing time and intellect, 
from whieh of necessity developed. the very before-mentioned position of your little 
Susy; but I make the pupil musical, at the same time keeping strictly in view 

his individuality and his gradnal progress. At the more aclvanced and highet.· stage 
of instruction, I exercise, indeed, a most decided influence over the entire culture 
and disposition of the pupil, and I use every opportunity to \Vork upon his ::;enti

ment and his sense for the beautiful, and to develop it more and more in a 

natural manner. 

'Piwttt. But when do the notes come then~ 

Tltat. Before that we have many things to do, beautiful and delightful 

things, almost always with a constant regard to the mechanism, which has to be 

well developed, yet so as not to make playing dis:.tgreeable to tho chilu by means of 

strained, nonsensical, mechanical practising. Ptrhups after l1alf a-year, when they 

have had GO or 80 lessons, I may teach the Treble notes, in a peculiar manner, so 

that the pupils have to be always intellectually activ·e in it. In the case of my 

daughters, I postponed the knowledge of the notes for a year, taking up the Bass 

notes some months later. 
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Tlwu. And what did you do till then 1 

That. Really yon should now be able in a very great mensure to ans\vee your 

own que;:;tion, after listening to this lesson and to what has been !'laid in the course 

of it. I have in this way trained my pupils musically, and made them almost ac

complished players, before they learned a note ; I have in this way taught a correct, 

supple, good, full, and beautiful touch of the keys with the finger-joints, and of 

whole chords with the wrist, and the scales in all the keys, while the latter cer

tainly I did not allow to be played at once with both hands, but only at a later 

stage by degrees and by turns together. 

To do this too early and continuously, as is commonly done, is wholly 

impracticable, because when the scales are played with both hands together, the 

weaker and awkward third is always covered a:ncl. supported by the remain

ing better ones of the other hand, and thus the necessary attention is turned 

away from the sickly and '\veaker tones. An unequal and not beautiful scale is 

the consequence of that. At tbe same time I have cultivated in all directions the 

sense of time-keeping, the eli vision of the bars, etc. ; I have made the pupils 

perform Cadences in all the keys on the Dominant and Sub-Dominant, and 

even small exercises in thm;e, which (to their great pleasure and advantage) I let 

them partly invent themselves, and in this I have of course been particuhtr to see to 

a correct fingering. You observe, then, that in order to become practical, I begin 

with Theory. Thus, for instance, I make them find and practise diligently the 
Common chords, and the chords of the Dominant seventh, with their changes in 

all the different and let these be used always for new figures and runs, but 

aU this without precilJitation, and without tiring the pupils too much 'vith one 
and the same thing, in order that the necessary lively interest in it be not 

weakened. At the same time I Jet them play from 50 to 60 small short pieces 

that are rhythmieally constructed, sound well, and strike the ear; pieces tbat are 

intended gradually to raise the mechanical skill, that partly already permit a cer

tain execntion, (for which end they were composed and have been collected 

by me), and by means of which, in the case of all pupils, memory, which is indis

pensable for piano-playing, is insensibly and thoroughly developed. These they 

have to play-" by heart, often tmnsposed into other keys, readily, well, accord

ing to their nature often beautifully, in strict time (counting is seldom necessary), 

and without hesitating, slowly: ql:ickly, slowly quicker, staccato, legato, piano, 

crescendo, cli:minuendo, etc.,'' which must always be successful if I do not put the 

cart before the horse, by commencing without technical culture and beginning in

struction on the piano with the 1'1·ehle and Bass notes, which are exceedingly 

difficult to learn. In a word, 1 have shown myself to be a psychologist, a thinker, 

a man and a teacher who strives aftet· many-siued culture, and who also specially 

occupies himself much "\Vith the art of Binging as a necessary foundation for beauti

ful and fine piano-playing, and this with some talent, at least with a fervent 
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and untiring love for the subject. I have never stood still, I have learned some

thing new every day in the conr~e of teaching, and I have tried to improve my

self; if possible, I have adjusted mys~tlf to the mood for the time being of the 

pupils j at every lesson and \vith each child I have always been new, and ever 

again a different person, and this with a bright, cheerful spirit, and thus my 

method in most cases succeeded, just because it came from the heart. :Moreover, 

I was never a man that stuck to the pattern j I have never shown myself to be a 

peda,nt who ltas clung fast to cerbin ideas and views. 

I have lived with the times, have tried to understand my times and to anti

cipate them, I have gone and heard everything great and beautiful in music, and 

have urged also my pupils to go and hear it. I have also resolute]y opposed all 

the prejudices and wrong currents of the times, and never allowed over-hasty 

parents to meddle with my teaching; I have known always to for my 

pupils a good and well-tuned piano, and tried to deserve the lo\Te and confidence 

of my pupils and their parents. \Veil~ I was entirely and absrJlutely \Yhat I 
wished to be, a teacher that always in view the the beautiful, and 

the artistic, and consequently made his pupils happy. 

Tlwu. Bnt where are the parents who go in with your ideas, and your 

higher views ~ 
That. Almost all the parents ·of my pupils, either at once, or by and by, 

when they have been present at some have gone in with my views. And 

ns regards the few that did not go I went out, that is to say, I stopped 

away. .Notwithstanding that, my times did not pass me over unnoticed. Do yon 

not think, my fdend, that such and similar things are useful for teachers that are 
young and inexperienced, yet striving for improvement, and quitt: enough for such 
us possess psychological and general culture, and a lively love for the to enable 
them to continue to build and to work beautifully 1 I refrain, on principle, from 
giving a definitive plan of procedure; for would not slavish o'uservance of it be 
wholly contrary to my intentions, tv my own method~ But the others? 

Alas! all the others ~-after all, they do not understand me, one way or another; 
-or misunderstand me--which is still worse; especially the malevolent ones, 

the classical ones, who cry for music, at once to the notes, and arc 

impatient for Beethoven, who talk silly twaddle about my unclassical proceed

ings, but who in reality only wish to hide their awkwardness, their want of cul

ture, their disinclination for self-sacrifice, or their accustomed lagging behind the 

age. And to rouse, instruct, im>pirit, educate such as are without talent, and 

such as are languid-that I cannot do at nll; my methOLl takes too much for 

or it lies so near one's e:r(~s that the \Vood cannot be seen for trees. Both 

these allegations are true ; further on T will explain my 

larly. 

more particn~ 
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This letter, whcl'e it falls on good fertile soil, even so far aR it goes, will 

indicate, in some measure, what is my way of giving more advanced instruction, 

and in what spirit I have imparted it to my daughters-even up to the highest 

proficiency without having employed with them even the very least force-to 

the great vexation of the ill-natured wodd, and also of the fine gentry, who m<1.ke 

great exertions to account for the musical position of my daughters in the artistic 

world, solely on the ground of my alleged tyrannical training, by immoderate un

heard-of drilling1 by tortures of all kinds, and who feel no delicacy in designedly 

concocting and carefully keeping afloat the most absurd rumours about it, instead 

of examining more closely what I have already pnblished on the subject, and com

paring it with that procedure which cau lead their children only to useles::; 

strumming. 

CHAPTER II. 

Evening Entertainment and Supper at Mr. Zach'sa 

l' E R S 0 N S • 

.Mn. ZACH: has at one tillle been a7Jle to z1lay the flute, and is nut very well to do. 

Ihs WIFE, N cc Tz. : somew!tat spiteful. 

STICK, their Son : aged 17, is makiny ct tlwruugh study of tltc pianoforte. 

Bu~<:FFI<:L: Pianoforte .. 1\laster in the house, and also Stick-Master. 

THAT, Teacher of the Piano : somewhat rough. 

C.1ECILIA
1 

his Daughter: aged 13, sl1y. 

Zach (to Tlou.t). I am sony I was nnable to g:1 LO the Concert yesterday. 1, 

too, was at one time musical ami p1aycu the flute. ~rhey say yonr daughter li-i 

pretty accomplished in phying ? 
1'hat. \Yell ! may be somewhat more than accomplished. vVe are in earnest 

wi~h art! 

Nee 'J"';;;. (Envious, uecanse Ccecilic[ pTaye(l !Je:>{e)'(lav bqfure (~ public audience 
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with applause, while Buejj'el has not yet been able to let his Stick appear, because of 

wooden suspicions that are circulating among the public ;-but in one breatl~J) : 

When did your daughter begin~ How old is she really~ Does she like to 

play~ People say you are very severe with your daughters, and that you tie 
your daughters to the chair ~ How many hours has she to play a-day, then ~ Do 
you not tax her too much 1 Has she ability 1 Is she not delicate~ 

Tlbat. Does she not look healthy, Madam-tall and strong for her age 1 

Nee Tz. (Quickly.) But, perhaps, she might look still more sprightly if she 
did not play the piano. 

Tl~at. (Bowing.) This, Madam, I am scarcely in a position to kn-
Zach. (Hastily interrupting, and taking hold of Tl~at by two button holes.) 

I have heard it said before now that you torment and ill-treat your daughters very 
much. The eldest was forced to play night and day too. vV ell, but to-night, Sie, 
you shall hear my Stick play, who, if all is well, will one day occupy Thai
berg's place in the world. Tell us your opinion frankly.* We should like to 
have it, although our dear Mr. Bueffel does not agree with your views. 

(Bueffel is sitting meanwhile at the side of the music box, picking out all those studies 
by listening to which That is to earn his supper.) 

That. (Resigned, foreboding misfortune.) I have heard many good thin~ 
about the diligence of your son. What are you studying at present, Mr. Stick~ 

Stick. (Proudly self-conscious, and somewhat hobbledd•oyisl~.) I play six 
hours a-day, Sir-two hours Scales with both hands-and four hours Studies. 
The first book of Clementi and four books of Cramer I am through already. Just 
now I am at the Gradus ad Parnassum. The right fingering for it I have studied 
already. 

Tl~at. Indeed ! You are going at it very earnestly; that is very nice ot 
you, Sir, and-of lVIr. Bueffel. But-what pieces do you study along with 
these 1 by Hummel, Mendelssohn, Chopin, or Schumann ~ 

Stick. (Contern;ptuous[o?J.) .As for Chopin and Schumann, Mr. Bueffel cannot 
endure them. One day lately 1VIr. Bueffel played over the" Children's Scenes," by 
Schumann, about which there has been such a noise. Mamma, who also has a 
turn for music, and used to sing at the time when Papa still played the flute 
said : ~'What trivial stuff is this 1 Are these meant for Waltzes for children 
And the childish titles! Such things he may play to his wife, not to us ! " 

Tltat. Yes, these children-scenes for full-grown men's hands are curious 
morsels ! Your Mamma is right, they are too short, there should be more of 
them. But they are not \V altzes ! 

Stick. Well ! and Waltzes I am not allo,ved to play at all. Mr. Bueffel, Sir, 

* Of course, I was expected only to praise. 
c 
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goes to work in quite a solid manner: for the :first thing, I have still to plough 
through the whole Gmdus ad Parnassum-for not till I have done so will he take 
up with me a concerto of Beethoven's, and write above it the correct fingering. 
This I will then play in public; and then, Sir-as he and aunt have said-I shall 

kill everything. 
Burdfel. ( Wlw l~as been listening at a distance, comes up.) Now, Mr. 

That, how are you pleased with my method 1 Yon are said to have quite a 
different one 1 \Ve may always remain good friends for all that. Yes, if any
thing is to come of it, one must go hard at it now-a-days-that is what I maintain I 
But, then, Sir, my dear Stick has rare perseverance and patience. The 96 studies 
by Cramer, all in a row, he has laboured down, without even a grumble. He 
grew quite poorly with it. But then Papa bought him a horse, on which he rides 
about every day for an hour, and refreshes himself in the open air. 

(Mr. Zach, his wife, and an old aunt, are playing whist at some distance.) 

Tltat. Do you not unite with the practice of !'ltudies the practice of pieces, to 
the end that the thorough cultivation of the feeling for execution and :fine repre
sentation may always go hand in hand with the practice of mechanical mani

pulation 1 
Bueffel. My dear colleague, there you are too narrow, and you are in error : 

that must come of itself through much playing, and through age. For in

stance, your Crecilia played yesterday very nicely the two new Waltzes, the 
N otturno by Chopin, and the Trio by Beethoven. Oh, yes, but then that was 
beaten into ht>r by hard study: our ear, Sir, found that out at once-mine and 
Stick's! 

Tl~at. Did it sound in your ears unnatural, stiff, or wooden, unpleasant, 
dry~ 

Bueffel. Oh no! But that it had been studiecl hard-that is just the mis
take. The public, it is true, applauded. They do not know about these things, 
but-I and Stick 1-

Tlbat. Do you think it an impossibility to awaken at an early age the sense 

for beautiful execution, withot1t doing violence to the pupil1 Nay, do you not 
think it decidedly necessary to rouse the sentiment even in childhood up to a 
certain grade, and that neglect on this point is the very reason why we have to 

listen now-a-days to so many players that, so to say, have practisecl themselves to 
death, and have degraded art to a piece of manual labour-to a mere futile 
dexterity of the fingers ! 

Buejfel. Nonsense l Scales ! Gradns ad Parnassum ~ Classical-classical ! 
You had also the Study for the Shake, by Charles ~layer, played yesterday. That 
sounds far too fashionable, and pampers the ear; the more so when into the bargain 

it is played after so hard coaching. We stick to Clementi and Cramer, and to 
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Hummel's Piano school-that is the good old school. With your eldest daughter 
you also made such mistakes--

That. The world does not appear to agree with you on that p--

Nee Tz. ( Wl~o has been listening, and in consequence has lost her slam, steps 
up suddenly, spiteful.) I beg your pardon, she would nevertheless play still 
better if you had had the prudence to leave her ten years at Cramer and Clementi. 
The tendency towards Schumann and Chopin does not please us at all. But vanity ! 
Well, with the father of ~uch a child one must be indulgent ! 'Vith us, of course, 
it is a different matter. No ties of love fetter l\fr. Bue:ffel to my Stick. He 
pursues his end firmly and unmoved, without sticking at anything, and with
out vanity, looking neither to the right hand nor to the left-always straight
forward. 

That. J.\fadam, I submit. You may be right-from your own point of view. 
With such a sentimentalist you must really have some indulgence. But now, I 
suppose, 1\fr. Stick will play ~ 

(Mr. Stick plays two studies of Clementi, three of Cramer, and four out of the Gradus. 
He did not get "warm" at them ; the horse he got from his Papa had again strengthened him 
very m11-ch.) 

They ask me : " But how did Stick play~ How ~ " 
It is not, however, my intention to write a treatise ; I wish only to stimulate 

-to indicate. Nor do I write for Stick and Bueffel ! 
Afterwards we had supper. The cod (Stockfisch) was good, and the country

wine had only a slight iifter-fiavour. My shy Crecilia did not eat cod; but she 
afterwards enjoyed very much the roast and salad ; she did nothing but listen 
both before and during supper. 

While we were at table, some innocent anecdotes were told about horses, 
balls, dogs, and Stick's future. When we took leave, :Madam said condescendingly 
to Creci1ia : "If you go on in that way, my dear child, you will learn one day to 
play very nicely." 
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CHAPTER III. 

A Visit to Mrs. N.'s. 

(MRs. N.-Her Daughter FATIMA, aged 18.-Miss FATIMA's AuNT,-THAT.-Afterwards 
MR. ScHw ACH, teacher of the piano.) 

That. (To Fatima-a little frightened,) I must ask you to favour us with 

something on the piano, Miss Fatima-your aunt has spoken to me very highly of 

your playing. 

Fatima. (Smiling approvingly.) Oh, pray, do not mention it, Sir. But the 

piano is so much out of tune-so my master says. 

That. Does your master not carefully see to it that the piano is always in 

good tune when you play 1 
Fatima. Mamma thinks it so expensive, and that the piano is no sooner 

tuned than it begins to get out of tune again. It is an old piano, as you see, Sir, 
with thin legs. Mamma always says that when I get older, I shall have one of 

Streicher's pianos, with the touch from above. Besides, the three months have 
not yet expired, when the old piano-tuner comes in regular course. 

1'hat. Is your teacher satisfied with that 1 
Fatima. Yes, he has got accustomed to it now ; it is just the same in other 

1)eople's houses. 

Jllrs. N. Now, darling, do play something for us. Mr. That likes to hear 

it very much-and he is a Uonnoisseur. His Daughters play too. 
Fatima. ·what shall I play then, Mamma 1 

.Jfrs. N. Why, you have whole heaps of music there ! Please, Mr. That, 

look for something ! 
That. l\:ladam, I cannot know what Miss Fatima has at present under her 

fingers, and can master. 

Aunt. Please, l\:lr. That, just fetch something. They are all grand things, 

and it is all the same to her. 

That. Can you play the whole of that heap there~ 

Aunt. She has played the whole of it. She has been playing, Sir, these ten 

years, and she has a very good teacher. He was in the house when my sister 
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accompanied her husband, at the time her betrothed, in the solos for the flute by 

Sterkel! Ah! these were fine musical evenings! .And many a time did the 

master also accompany on the guitar-without notes. That was exactly like a 

concert. 
That. Indeed, Madam 1 That mu&t have been very nice! \Veil, now, Miss 

Fatima, allow yourself to be persuaded. 

Fatima. Say, then, :Mamma, what I shall play~ 
Pltat. \Vhere is your master ~ He will know best. 
Aunt. (Whispering to PAat.) He is composing to-night Grand Brilliant 

Variations, which he is to dedicate to Fatima in honour of her eighteenth birth

day, which is to be celebrated the day after to-morrow. You must come here then, 

Sir; I am sure dear Fatima will play them off at sight. 
Mrs. N. Fatima, dear, do not be affected any longer. Play Thalberg's 

Huguenots. Oh, that is so beautiful ! 
Pl~at. Oh do, Miss Fatima. Besides, I have not heard it since Thalberg 

played it. 

Aunt. (To That.) Do you not let your Daughters play it, too~ 0, 
the beautiful Chorale l It makes my eyes instantly run over. Only the dear 
child plays it always too fast, because she cannot check her fingers. 

Mrs. N. Here it is. Would you please to turn over the leaves, ~fr. 

That~ You are such a celebrated teacher, that perhaps you may find something 

to tell her while she plays.* 
Tltat. I do not like to interrupt the flow of the playing. But I will turn 

over the leaves-(sltaking spasmodically). 
(Dear Fatima rattles and scrambles over the first two pages, boldly nevertheless, and 

not without capacity, but without touch, without fingering, without expression, without 
time, with raised Pedal, aml in so inappreciative and indistinct a manner as to force That in 
despair to interrupt with the observation : " Yon might, I think, take the Tempi a little 
more quietly ! " Fatima leans back astonished, stops playing, and looks scoffingly at 
Mamma.) 

Aunt. But that is jnst what shows her readiness; and then consider the 
fiery youth and tbe natural expression~ 

Fatirna. My master always makes me play that way. It is the very reason 

why I have learned to play so much at sight. 
That. Do you, then, not study the pieces ~ 

Fatima. The last four years I have been playing only at sight, so that I may 
be able to manage anytlling in the musical circles. Mamma likes that best. 

Tltat. Do you play no Scales or Studies at all ~ Do you not practice finger

exercises at all ~ 

* I was expected not to say anything-only to admire. 
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Aunt. She has not done so for the last four years. My sister's opm10n was 

that it was waste of time, and too pedantic. The master, too, has quite seen that; 
and so it is intended that she should get up all lihe beautiful Concert pieces by 
Doebler, Liszt, Dreyschock, "\Villmer's, and Thalberg, and get expertness in doing 
so. Thalberg she is already through, and we have just ordered from Leipzig 
Pompa eli Festa, by Willmer's. 

Tltat. You are very diligent, Miss Fatima ; only, I must say, somewhat too 
hasty. 

(That meant to continue the conversation, to escape this unfortunate turning-over busi
ness. But--) 

Mrs. N. (Striking in.) Begin once more, my child, from the beginning; 
and now we will enjoy the whole Huguenots. Mr. That likes very much to 
hear these things. 

(Fatima does so, and scrambles over the whole of the Potpourri, boldly confident, how· 
ever,-which brings That to the verge of despair. Aunt taps 'l'hat on the shoulder, while 
the Chorale is playing, and in a low whisper--) 

Aunt. Is not that touching ? only a little too fast ! You will agree with 
me there. But the expertness ! Has not the child much talent? You can hear 
that at once ! 

"But what did That say at the termination of this performance?" He bowed in dumb 
silence, and what he said to himself remains a secret for ever-he only felt. 

(Supper is served. Everybody that in Mrs. N,'s drawing-room listens to the daughter 
of the house playing on her ill-tuned piano, which moreover is a tone and a-half too low, is 
invited to stay for supper, and is well treated! Even the wine is clear ; only not the piano, 
By and by the teacher Schwach appears, glorying in the nearly finished Birthday-Bravura. 
He is introduced to me. Fatima whispers to him in a titter : " 1 have been playing the 
Huguenots-it went off well, straight-down, free and easy." Schwach simpers. We were 
able to talk together without overheard,) 

Tltat. This young lady has talent, Mr. Schwach. 
Schwacl~;. (Suddenly striking in.) I should think so, Sir. 
That . . How is it, Mr. Schwach, that she does not include earnest studies in 

her playing ? 
Schwaclt. Indeed ! Some time ago I set her to play the Exercises by A. E. 

Mueller, as well as instructive Studies by Czerny, and some Scales. But the 
child was so volatile, and did not persevere-she took in everything at once. And 
then her Mamma also wished soon after the commencement to hear modern pieces 
at birth-days, baptismal-days, etc.-and so we had to set about it early. How
ever, the results have been good ! You hear that at once, Sir-do you not~ 

That. Buli were you not able, with firmness and decision, to bring Mrs. N. 
to the right point of view ~-further to develop mechanical dexterity, and to try 
to unite alternately with the sight-playing a careful, at all events a thorough, study 
in mechanism? The young lady, not to speak of other mistakes, has not yet any 
expression whatever on the piano ! 
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Scltwacl~;. But that is what " the Pedal" is for, and when she gets older, I 

have no fear but she will learn to strike more firmly; she is rather too weak yet. 
And then it is not intended that she shall play in public for money; only before 

company, and because it is the fashion. Ah, my dear Sir, if I were always to 
come forward in such cases with Scales and Exercises, I should have few lessons in 
town. I have to provide for wife and children ; and my old father, the late 
Organist, who instructed me (to this day I am grateful to him for it) is also still 
with me. You may do that with your children ! And "what an amount of time 
do the exercir-.;es waste ! " 

(The company rises from table, and breaks up with "a very good-night ! ") 

Fatima,, (Snappishly to Tltat.) Your Emma, they say, also plays very ex
pertly ~ But is it not true that she has not so much talent as your eldest 
daughter~ 

Tltat. Indeed ! vVho told you so ~ 

CHAPTER IV. 

Secrets. 

A LECTUUE ON THE STUDY OF THE PIANO, DELIVERED TO A SOCIETY 0.1!' 

LADY-PLAYEHS. 

LADIES! 

After to-day we shall make a short pause in our musical exertions, because I 
shall be for some weeks from home with my Daughter. On our return, I pray 
you to grant anew to these meetings of ours your sympathy and your good-will. 
Let us then again make music together, with friendliness and friendship; and let 
us also at times discuss matters relating to it. Other ladies, your friends, sl1all 
also be welcome, but only such as take a real interest in a noble, although harm
less, musical activity, even should they be only amateurs. So let us exclude from 
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our circle all malicious criticism and mere curiosity ; it is true we do require the 

VioJin and the Cello for accompaniment, but not two powers that are so hostile. 

To-day I shall start a question in reference to piano-playing, and you will be 

good enough to give some attention, while I answer it partially. You may be 

sure that the subjects I shall speak on will always be only such as are never once 

mentioned even in the most voluminous books on piano-playing. 

The question is : "How comes it that our educated young ladies, though 

endowed with talent, diligence, and good will, and competently provided with 

needful helps, are for the most part dissatisfied with their progress and their per

formances in playing ~ " 

Our education is such a careful one, extending to all branches of knowledge. 

Consequently the inner intellectual cultivation in music, nourished by years of 

constant listening to good music, in the course of which there may have been 

occasionally performances of remarkable proficiency, and by the self-criticism 

arising out of this, is not to be compared with the acquired Technique and the 

purely mechanical expertness, which nevertheless is necessary for the correct and 

pleasing performance of a piece of music, quite apart from the consideration that 

compositions to be executed ought never to demand the whole of the acquired 

mechanical skill, unless, because of the struggle with mechanical difficulties, em

barrassment., faintheartedness, nervous haste shall take the place of boldness, of 

self-confidence, and of mastery of music. 'V ell, this is the business of the teacher, 
who has to choose studies for the furtherance of the mechanism, but only :mch 

pieces of music as are beneath the mechanical powers of the pupil, so that he may 

be able to work unerringly towards a fine and choice execution without inter

ruption, and with the lively interest of the pupil. But why is it, then, that this 

mechanical proficiency is now, as a rule, insufficient~ 

1. Because we are too late in beginning with it. In order to obtain the 

progress in expertness, and the pliancy of the fingers and joints that a child of six 

or seven acquires with au able te::tcher in four lessons, fingers of ten to fourteen 

need from 15 to 20 lessons, and often many more, aceording to the construction of 

the hands, ete. For many other reasons, too, as we may mention by the way, the 

purely mechanical training should in general be got over for the most part, or at 

least a thoroughly good foundation for it shoulJ be laid in the" marmot condition" 

of the human being, and not in a way that kills intelleet in the years of conscious

ness, when our ladies ought to speak of musical representation, of tenderness and 

depth of feeling, of poetry, of enthusiasm in play, and when they must speak in 

the possession of our classieal piano-music and immortal masterpieces, under the 

guidance of talented teachers and friends, who are moved by the highest aspira

tions. You reply : "How is it possible for girls at so early an age, even 

supposing your I.jetter on Elementary Instruetion shoulu aetually find believing 
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souls and teachers, to secure lasting pleasure and intelligence so as to play ex· 

ercises that are in part so severe, even when followed out upon your interesting 

method~ " Ladies, it is only by custom that you are to do so, provided that a 

little after the beginning there is at all obl:lervable any talent, or, to speak more 

correctly, musical instinct. Lasting pleasure in it would be really umnattt1·al, 

and wherever it should be found, the principal motive would be vanity, which 

rarely produces wholesome fruit. Ask whether our great scholars and artists al
ways liked to go to school, whether they never rejoiced at the prospect of the 

holidays 1 Let the curious European question, "Do your daughters like to 
play 1" be herewith answer~d. Heavens l when once they are able to play, and 

especially when they can play without great exertion, partly at sight, easy graceful 
drawing-room pieces, and perhaps also the easier compoditions of Beethoven, 
Mendelssohn, Chopin, Hummel, Moscheles, and others, or when they completely 

master more difficult pieces with musical understanding-oh yes, then they play 
very often-then they play with great pleasure and enthusiasm. 

2. And even when the children begin in their sixth year, as they sometimes 
do, you will agree with me, if you will look a little about you, that I am right in 

the following statement in my Letter on Elementary Instruction :-
" 1'hat. \V ell, my dear Mr. Thou, how did you manage, then, so thoroughly 

to disgust little Susy with piano-playing 1 and how was it possible that during the 
three years you taught her you achieved no results whatever~ 

" Thou. First, I taught her the keys--that was a difficult matter to begin 
with ; then I taught her the treble staff- that was still more difficult ; then I 
taught her the bass staff-that was the most difficult thing of all; then I took up 
with her the small favourite pieces that she was expected very soon to play to her 
parents: here she continually mistook the bass staff for the treble staff, she did not 
keep time, always used the wrong fingers, and learned nothing; then 1 tried severity 
-here she cried: then I tried kindness-here also she cried; then I stopped entirely 
with the piano teaching, and upon that she entreated me for Heaven's sake not to 
begin again with her.-That is the position where we are now. 

"1?~at. My dear Mr. Thou, you might have manageti that better. How 
can a child mount a ladder that wants the lowest steps, and many others besides 1 

-Nature makes no leap) least of all with children." 

" Thou. Did she not then mount from the lowest steps 1 
" That. \Veil ! at least she did not reach the top." 
Enough of poor Susan, Ladies; we on our part will try to reach the top, since 

yon have the advantage of better and wiser teachers. But I shall mention, only 

as a joke now, the words I have heard_,so often in the course of my long experience 

of piano teaching. ''To begin with, it is abundantly sufficient to have the very 
cheapest of teachers, and a bad piano, wil:ih thin legs and clattering bronze orna-

l> 
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ments, a piano that is forty years old, and that is tuned punctually once a-year! But 

as soon as the children are able to play nicely, let us at once get a better piano and a 

better teacher I" Ay, but that " at once" may never come, and then the most 

talented pupils, as a matter of course, seem suddenly in the eyes of the parents to 

have no talent, as well as to take no pleasure in playing, and they give it up, until 

they bitterly rf'pent it in after years. But the parents console themselves, and the 

old piano is never tuned more ! Yet, as I said, this l1as no reference whatever to 

yonr teachers, whom I esteem personally very llighly, and who teach on playable 

pianos. 

3. Do not be angry with me : Yon do not make enough use of the minutes. 

\Vhen scientific cultivation in other departments claims so much time in our edu

cation-when our friends cost ns so many little hours--and, alas ! when balls and 

dinners swallow up whole days-we must carefully prize the minutes that are 

left to us. Quick to the piano ! I have still ten minutes till dinner-time : 

two scales, hvo five-finger exercises, two difficult passages from the piece I 
am jnst learning, and an exercise of my own invention on the Dominant and 

Sub-Dominant at·e yet quickly gone through-and now I shall enjoy the roast all 

the more l-M y dear Agnes, we may go on talking ever so long about the 

tremendous snow ; yet it will not melt for all that;. How do you like this 
passage I am going to play to you now ~ It is from an admirable N otturno 

by Chopin, and it is so difficult that I shall have to practise it fifty times more 
than the others, else I shall ever and again stick at this part, and never be able to 
play the N otturno readily before any one. Is it not a fine passage-elegant and ori

ginal~ Really one has done something to speak of, when one has mastered it. I sup
pose the oftener I play it the more you like it-don't you ·1 So do I.-vVe have got 

an invitation. Mother has still a good many orders to give and arrangements to 
make ; it may be ten minutes before we go. Qnick to the piano, although in an 

uncomfortable toilette l No opportunity is to be lost !-This evening I have to 

pass three hours without music: to make up for this, I shall just now. for the 

space of ten minutes, occupy the disobedient third finger with the drie8t but most 

suitable exercise ; many a passage and scale has it spoiled for me before now with 
its obstinacy and weakness. All right! I have still plenty of time to put on the 

narrow gloves, even though the one for the left band should have to be put 

on in the street l How many hours, think yon, do these minutes come to in a 

year~ I hear you say : " vVhy shall we anxiously pick np these minutes like 

pins-we have an hour and more every tlay for practising, if we are not detained." 

"Ay, that's just it : if we are not detained l " 
At this point I shall betray to you with all my heart some of my professional 

secrets. The first is-
" If a person wants to attain a higl1 degree of perfection in playing-in 
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any art-he must do at least something for it every da.y in the mechanism. 

Illness and other unavoidable causes are C'ler taking days enough." 

Second secret-
" Practise always with fresh strength; the result \Vill he tenfold." 

Does not the time set aside for your practising often happen to be after yon 

have been busy for five or six hours in the study of sciences and of the languages~ 
Is there left in you afLer that the necessary pleasure and strength to engage in 

suitable ;;;tudies with perseverance for an hour and even longer with a clear mind, 

to study your music pieces as thoughtfully as your teacher indicated to you 1 And 

if the mind is exhausted, and the hand and fingers tired and stiff with writing, 

are not then the arm and the elbow only too apt to assist, whieh is more hurtful 

than not to practise at l'lJl '1 But, Ladies, the strength is generally fresh enough 
to practise rightly several times a-day for ten minutes, and endurance for it is also 

there, and, if any d<ty the so-calleci hour for practising has to be dispensed with, 
still you have done at least something-have you not ~-either after bre;lkfast, or 

before dinnet·, or in the afternoon before the English lesson~ Therefore, I pray 

you, g'rant me 'iny 1ni1mtes! 

4. One secret more--

Practise often, and for the most part slowly, aud without the use of tl~Je 

pedal, not only smaller and greater Studies, but even the pieces. The 
consequence will be a healthy playing, which is the foundation of beauti

ful playing. Is this what yon do, Ladies, when there is neither teacher, 
nor father, nor mother, watching over it personally ~ Do not mind· saying 
" No "-nobody hears you in this place. 

5. Further, are you moving about sufficiently in the open, healthy ~ir 1 

:Much movement in all kinds of weather gives strong, enduring piano-fingers; not 
so the room air, which causes sickly, nervou::~, overstrained, crippled playing. 
A las ! and our piano-playing of the present day, with the requirement of a 
hjgher mechanism on our heavy instruments requires only too imperatively 
healthy fingers. Accordingly, I hereby once more pray you for the 'minutes
does not walking take up hours ~ 

6. Overstrained and oven;training needlework, and drawing or painting, can

not at all agree with earnest and p1.·aetical piano-playing, not only because both 

these occupations take np much time, hut also because they deprive the fingers of 

the necessary pliant flexibility and dexterity. Further, also, needlework, and 
especially knitting, according to the latest experience, produce an unnatural strain 

on the nerves, which is not favourable to he<:tlthy progress. I have at least never 

been able to accomplish anything great, timing my long experience in piano-teach
ing, with ladies that knit, crochet, or embroider. :1\'Iy friends,''yon who have been 

born in favomab1e circum.stances, and who have been brought up hy dear parents 
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modestly and yet so elegantly, leave the small gain for stitching a collar as a birth

day present for your J\famma or your Aunt, to the poor girls up in the mountains, 

who have to hide their intellectual gifts under a hnshel. I assure yo1t that Aunt 

and Mamma, if you surprise them with a successful piano performance instead, 

will look at it in the same light as if you had made the collar yourself with your 

body bent for days and nights, and with over-exertion of your eyesight. And now 

for the Art of Painting! Painting and Music, which are related so intimately in 

theory, do not agree in the least in practical execution, if yon are in earnest with 

them. Yon say, but do not many painters play the guitar or the flute~ Well, 

yes, these two instruments I grant you. But then your piano-playing is not to 

stand in that position, even if I should have in view only amateurs. The first

mentioned instruments accompany the painters to the monntains and to the woods 

with some sweet melodies for their amusement; your piano-playing is to accom

pany you through ennobled life in the high enjoyment of noble masterpieces. Do 

not therefore divide your beautiful powers too much. Leave this art to your 

friends that have not talent or opportunity for the acquisition of music. To prac

tise thoroughly several arts at the same time, the short span of our life, as it is, 

does not permit. To exercise ten different things in a most mediocre manner

what is the use of it to the higher culture, to the future, to inward happiness and 

to httmanity ~ And suppose you paint something which at a pinch may look like 
a rosebud, what good does it do, when we may admire so many rosebuds that are 

real1 
7. I~adies, be not startled, I warn yon, with few exceptions, against the so

called chlssical, 'veighty music, especially against Beethoven, if you think to learn 

from it first, or 'vish to learn from it at all aplomb, ease, readiness, elas

ticity, grace in playing, elegance, and a beautiful toueh. Such compositions are to 

be played after these brilliant qualities have been already acquired np to a certain 

point by studies and pieces written with speci<tl regard to the mechanism of 

the piano. M.uch more foolish and impracticable is it still, when parents 

(Virtuosi, it may be, who have no recollection of their youth left), have the 

perverse idea that their children should, from the very beginning, play and 

practise nothing but good and classical music, in order that their ear might 

not suffer by sequences of fifths, and dull, unmeaning finger exercises, and easy 

comprehensible and Italian melodies. \Vhy, what have my daughters, and 

many others whom I have formed to be Virtuosi, played and studied of pieces of 

this class, snch as those by Huenten, Czerny, Bnrgmueller, Kalkbrenner, A. and ,J. 
Schmitt, Herz, and many others ! \Vho is there that now finds any fault in their 

musical training, their healthy sense, and their love for classical music~ \Vhat 

paths has a child to go through before arriving at the Studies of Cramer, :Moscheles, 

Chopin, or at the "Temperirte Clavier" by Bach, before he is required or is able to 

study even the Sonate p C(;thetiqne of Beethoven ~ People should not talk ,twaddle, 
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clenying in vain self-delusion, quite in the spirit of the times, without having 

made the experiment, and from their wrong point of view, what others have suc

cessfully practised and tested for many years professionally and skilfully. By this 

method people may perhaps be made musical-but only rough and clumsy piano
bunglers-not fine artists, who yet are the only persons capable of giving the 
above-named classical music a worthy and noble repre~entation. I desire that my 

daughters will never forget my well-weighed tuition, founded on many years' ex

perience, so that, in grateful remembrance of their father and teacher, they may 
repay to their pupils the debt that they owe to him. 

But I observe just now among my audience several Ladies intending to come 
out as Singers, and I may be allowed to address a word to them. As long as many 

of our German composers of songs think it below their dignity to study singing in 
the old Italian masterpieces, and with able teachers of singing, as Gluck, N 'lnmann, 
Hasse, Haendel, Haydn, Mozart, Salieri, "\V.inter, and others, have done, take care 

of yourselves and of your voice, which is so tender and so easy to destroy, and do 

not allow yourselves to be led astray by clever conception and otherwil:le good music, 
for the loss of your voice will immediately follow such German singing torture as 
you have abundant opportunity of seeing in all our theatres-·nay, as you may 

yourselves experience with innumera,ble German airs and songs. Apply to your 
singing what I have just now solemnly adclressed to the piano-players, and in the 
same manner as they have to choose such things as are adapted to the piano, choose 

you for your singing studies only such things as are within the capacity of the voice, 
under the direction of very careful and instructed teachers-not of modern voice

breakers, who make their pupils shout that the voice may come out. And after 
your Technique is good and beautiful, your intonation fiem, and your skill in sing
ing developed, to a certain extent, then try for an example a few pieces of those 
talented yet awkward composers of songs, who often commit in every line errors 
in right expression, taking breath, intonation, register of voice, pronunciation, 
and a hundred other things. 

Look about you : who is it that sings such so-called classical songt:~ ~ Singers 
that do not in the least know what singing means, and have not the least taste 

for it ; in fact, cannot have it because of their training ; or such as have lm;t their 

voice, and consequently sing anything, or rather recite it, because they can sing 

nothing. To mention only two of the most excellent composers qf airs, who, 
with a constant intercourse with Masters versed in singing in Vienna and in Italy, 

have con:;;cientiou~::~ly exerted themselves to compose airs that are capable of being 

sung, and that are at the same time clever and masterly-! mean Fr. Schubert and 

Mendelssohn. Some of their songs, which are moreover charming, you yourselves 

should sing, but neither too many of them nor too often. The German language 

and syllabic singing, combined with a melody that is often heavy, absorb much 
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voice, and easily lead to many evils and incort'ect Jmbits. Remember Jenny 

Lind, with what strictness she selected the songs that she gave in her concerts 

from Schubert, Mendelssohn, Schnmam1, and others. ]'or this 1·eason she 

succeeded, even with songs that were small and shod, in achieving results that 

were great. 

To the point ! Lastly---
8. One Virtuoso sec1·et more, which weighs be<tvily in the scale: we must, 

especially if we have not commenced very early aml been under good instruction, 

try to move our fingers much at every fitting opportunity, and especially to let 

them fall quite loosely on hard ol,jects, so that in doing this the hand may be in an 

outBtretched direction on something firm. 

\Ve have to accustom ourselves to that, so as to Jo it without being conscious 

of the action ; as, for inst.tnce, while reading, while at tea, while listening, la.y the 

hand on the table, and lift the fingers and let them fall down singly and with

out help from the wrist, especially often the powerless third and fourth fingers, which 

require a hundred times more practice than the others, if we want to obtain 

equality in the etc. On the table, you say, it is so noticeable. Well then, 

do it on your lap, Ol' Ly laying one band upon the other. It is not exactly neces

sary, and often not practicable, to and to practise extensions on other people's 

backs. That liberty \Vas }ntrdoned only to the original Virtuoso, Adolf 

Henselt, who, it i::; said, at the present time in St. Petersburg becomes ever and 
suddenly troublesome in company after this manner in matters of finger 

movements-this otherwise so modest, amiable urti:-:;t ! 
Now you have also the reason why I cannot answer the question that has 

been pnt innumerable times: "Hmv much do your daughters JH'actise 'l" The 

finger-movements, and those before-mentioned ten minutes, it is impossible for me 

to count up. But so mnch is certain, that they spend in practice fewer hours 

a-day than many thousands that learn nothing, fnr they never do, and never 

did, practi-:;e on a false methotl, hut a.lway~-1 correctly, and with an eye to advance

ment. 

One thing more : in Vienna, after my searching connoisseur look had oh

served to my joy in tea-parties many moving as a conseqnenee of my 

teaching there, a much-honoured Lady whispered to me : '' But, my dear lVIr. 

\Vieck, my Amalia is not intended to be a Virtuoso; all we want that she 

should learn to perform correctly and well, anJ play nicely at sight some not too 

difficult Sonatas from Beethoven." Larlies, tll<tt i.~ aU I have view ! For a fine 

ami beantifnl Virtuo.,;ity many more rcquireruent;;s must com biue, and in particular, 

the whole education from erJxliest youth must be planned accordingly. If such 

were not the case, then, Germany, considering her people's talents, 

ought to be able to produce annually thousands of lady Virtnosi. 
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This was too long for you to-day~ I do beg your pardon. May my good 

intention to be able to be useful to you, excuse me if I could not ma:ster so great 

and rich a mass of material in a few words; nevertheless, after all, I have not by 

any means exhausted the snhjPct. 

CHAPTER V. 

Opera Administration. 

With the plan of creation one fault must be fotm<l-

Unsingable German operas abound. 

The German Opera Composers are disgusted with the poor, unintellectual, 
superficial Italian Music--with Rossini, Bellini, Donizetti ! They are 'vailing and 

lamenting at depraved hnm:mity, which Joes not want to bear their erudite 

Operas ! -at the singers, who do not want to sing their profound music !-at the 

wicked :Managers of'l'heatres, who lay asiJe, that is, but·y deep the classical German 

mu~ic after the second or thirJ performance before an empty hou;:;e; Yes, it is horrid: 

"The Daughter of the Hegiment," "J.,a Somnam bula," have been running about 

now for so many years in all the fi\'e parts of the world, and when you might now 

have thought that the last hour had at length struck of that superficial, although 

fresh and melodious music, then there comes after a panse of a score of years, that 

Swedish, careless-although, it is true, very musical-Jenny Lind, and Henrietta 

Sontag, and they &ing-alas, and siug the .N1aria, the Amine, Luci'l, Susanna, and 

others. Now, Gentlemen, your mere sneering and abusing will avail you nothing 

here ; you com hine, phi1osophize, study, and are contrapuntal to such an extent at 

your music ! \Vhy, if you desire good. success for your opera., do you not for once 

consider that there must be good reasons for the above phenomenon also ~ I will 

touch ·npon some of th(~m. 
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First of all, I take leave modestly to remark, that Opera and Song 

Composers with a few exceptions understand too little-especially of Solo 

singing, and that until they study the art of Singing, as Rossini, Bellini, 

Donizetti, Haydn (whose teacher was Porpora), Mozart, Winter, Gluck, Weigl, 

and others have done, you really preach to deaf ears. I may be allowed to name 

here, by way of example and with acknowledgment, a few of our living directors 

of music that belong to the exceptions. The gentlemen I mean are these : 

K uecken in all his compositions, also Reissiger, especially in his last Oratorio 

"David," Spohr (in J essonda and also elsewhere), and :M:eyerbeer. If the last 

mentioned, in his latest Operas, sometimes has not had regard to the art of 

singing finely and according to rules, he has had too much consideration for 

instrumental effect and for well-known "curiously and wrongly" directed 

lady singers. Many others, however, have not educated their feeling and ear 

for the beauty of sound, beautiful tone, soaring, flowing melodies, skilful 

ornamental passages suited for the voice of the singer, and for the careful 

dividing of the text with regard to the vowels and the pronunciation generally. 

In one word : they write music and employ for it human voices in the same 

manner as they employ clarinets, flutes and bassoons; they forget how Mozart, 

Beethoven, Haydn, and others, even in their instrumental pieces have been 

anxious to employ their wind-instruments in the most beautiful part of their com

pass.-They imagine they know enough when they know the range of the 
voices, and now they drive about in it just as it occurs to them, and as their so

called characteristic music from their point of view happens to bring about, 

without taking int.o consideration the higher tuning of the present day, the 

register of voice, the breathing, the struggle of the singers with their unskilful 

Cadences, the pronunciation, especially of the German, which, in comparison 

with the Italian language, presents ten-fold difficulties with its twenty vowels and 

its crowded voice-robbing and voice-destroying consonants. How then can 

you under such circumstances demand that a well educated} beautifully 

taught, fresh lady Hinger, who does not wish to lose her voice in two or three 

years, as happens almost without exception because of the quantity of German 

Opera music-how, I say, can you demand that she should sing your Operas 

with pleasure again and again_, Operas wherein she cannot feel comfortable, 

wherein she has to fight about with crowded difficulties of all kinds, and with 

the pronunciation often in the highest treble, and then again in the lo\vest part 

of the voice (a syllable to each note). It is quite impossible for her to make any 

effect, except the very doubtful one, when she screams, rolls her eyes, wrings 

her hands (is it for better melodies?), and over-exerts her voice, while constant 

beauty of tone is a duty incumbent oi1 her? But then this painful struggle 

does not touch you, if ouly the notes are brought out, if people only hear your 

(often disagreeable) crowded progressions of harmonies, your piquant modulations, 
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you1· enharmonic changes, your contrapuntal turns with a most exee:s::;ive 

instrumentation. You, Gentlemen, want to please and to produce effect, 

but the poor singers are to deny thenu;elves all earthly de3ires and sacrifice 

themselves without furthet' question in Christian submission to yonr learned 

music, they are to adore yon, profoundly admire yon, and imagine that they 

are only the occasional means, and you-the great end. Yes, of course, some

times we heae it said "my Opera would have pleased much more, if the Singers 

had not snng so indifferently, if they l1ad had more fire aucl enthusiasm, and 

more voice.''-rrhat just shows your ignorance of song and your want of 

feeling for it !-Yon :\re searching in the far distance for what yon could grasp 

with your hands ! 

If yon considered and knew what qualities, strength, .mel sacrifices, what 

diligence, time, and opportnnity, have to be united to form a voice correctly 

and beautifully, and to preserve it, then would you write more conscientiouf'ly, 

and learn to go hand-in-hand with the Singer.-A lady singer is a Virtnose, 

she wants to please as well as you, she does not want to <Jestroy herself with 

your music, or to sacrifice herself in a few evenings, knowing well that a 

urokeu voice cannot be mended, that no such new reed can be put into it as 

the p1ayer uses for his Clarinet.-Study the Sornnambula and the Tell, and learn 

thereft·orn what " writing for voices" means ; but in doing so take the 

assistance of a thorough expert in Song, else you may overlook many things 

that yon are bound to know. Yet this is the very thing that is horrifying to 

yom· erudition and yom· egoti:sm !-If Ha,ydn had not studied from 

Italian scores, he would not have been able to compose a "Ureation," \Yintcr 

could not have composed an " Opferfest," nor :Mozart a "Figaro," and so on. Do 

you think, then, that-

" Ocean, thou mighty monster"-

is a fine song ? It is an intellectnaJ piece of music, but it is not a pieec 

for singing. Are you not of opinion, then, that a good singer, with a 

cultivatt>d feeling foe beauty of sound, ::;hould wish to erase the pianoforte pas

sages, and some other parts, from the otherwise beautiful air from \Y eber'~ 

" Freischiitz : " 
" Softly the voice of 

Do you not think, then, tlJat many things in the Oberon give the opposite of 

pleasure to the hard labouring Tenor, aml tha,t they afl:'ord little satisfaetion 

to a mind in fa,vom of beautiful singing 1 
I have intentionally mentioned one of the mo;:;t talented mul ablest 

1naston:>, Carl :Maria Von \Y eber, who1 apart from his original music, had 

flhown a 1/Wl'l!ellous l,nstinct song in many of his songs, 

mrs, etc., wl1ieh clever will continue to sin;; fol' a long time to eomt~, 
E 
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and after their declamatory music-I might call it their torture of sing

ing--has long been buried. So continue then meanwhile to write for the 

public and fol' the Singers, and if yon wish to write for the Futu·re withont 

and without the public,-well, in thnt case, do not torment us and 

but le<tve over this treasure·trove to yonr heirs; let tlwn?; look 

to it, whether the art of singing shall be changed, whether another direction 

})lmll be given to it by yonr method, whether this of yours shall 

take a secondary position,-this grand, recitative singing, 

without healthy, sustained, and thoroughly pLtmwtl cantilcnas, which rest on 

unchanging hnvs, being fouwled in the nature of man alH] of the voices. 

'fhis art of singi11g, which has been for centuries the foundation of all music, 

will remain a guiding rule for us also, and cannot Le done away with without 

further cousitlcration.-" vVe do not at all wish to write like Ros8ini, Bellini, 

Donizetti, Ol' like :Jfehul, Boiel<lieu, etc., and we are rn·otul of it." Strange ! 

who wanted yon to do so~-\Vrite as you will, not ho\vever, with manufacturing 

pO\·Yer, voico-dcslroying,-but with trne creative power, things that are 

singable. Then yon will also lmve written for the as Gluck, Mozart, 

Haydn have done, who also raisPd the public up to themselves, just as yon wish to 

do. Is this what you think (to touch upon n dechtration of opinion of n musical 

party of our time, whicb is remarkable and must not be left unnoticed): "these 

old forms, even strains of harmony and melody, etc., are trite and used up, 
and exhausted especially by these great creative spieit:s" '? New ones must be 

found, must they '1 You are speaking there of Richanl '\Vaguer, whose rich 

creative genius we do not want by any means to depreciate, but "vhose ideals 

must r~main impracticable as long his miserable representatives and imitators 

do not even show a talent for manufacturing, and therefore remind us only 

too painfully of the "}>I·esent," and do not do full jnstice to the art of 

singing, which is established in the history of all nations. The dangerous; 

untenable, and doubtful enterprise of Wagner has already been illustrated more 

closely in the " Grenzboten,'' in the " :Musical Letters," in the " Berlin Echo," 

and in many other periodicals. I for my own part put myself only in the 

position of the singer, and I repeat : as long as singers are desireu to per-

1orm operas of the Present or :Future, or dramatic operas, or whatever you 

choose to call it, these must embrace the purely singable, and neither put 

into the shade as a secondary consideration, nor ineffectively exhaust or 

inconsiderately destroy the singers if some singers at times should sub~ 

mit to it, or shonltl lwsc to submit to it, at theatres), whose rich materials 

for aid if lw is to them, open such vnst and immeasurable 

field to Genius. never he degraded to a mere declaimer, 

as vVugncr and some others would n111ke him, however clever and magni-
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ficent the conception of the music for that might be in and for itself. This, 

with all the dazzling things it contains, is a decidetlly retrograde an 

extraordinary ancl strange error, an unnatural po.:;ition without Future and

without Present. All the fine phrases, all the flomis1Jes about it, are m 

vain ; the natural feeling of man will be judge over it and-that cannot be 

philosophized away. 
:Many managers of Theutres and lYiusical Directors, too, who either possess 

no knowledge of singing, or have no benevolence not' care for their singers, 

and thus wholly misunderstand their own position, benr a great share of the 

blame, that the most deeply felL want of healthy, Ui:ieful, and rightly taught 

and other accidents, bring forth, even on large so nuwy most 

middling and miserable opera performances. I.~ikewise the constant change 

of the operas, and the hasty rehearsing of them, is death to the singer aml to 

the whole establishment. If the operas were well and carefully studied -if 

there were a striving with all one's powers for an ideal representation, and if 

only such operas as are snitu,ble for it were chosen : then tht> critical public 

would allow itself to be drawn and trained to visit the opera frequently, to 

live themselves into it, to look always for new beauties, and to feel 

themselves as fascinated aH the singers, who only after repeated performances 

can move with entire freedom and in a truly artistic manner, with less 

sacrifice of their voice and of their health. Imc~tead of that, the ungratified 

anJ oversati<tted public wants natural1y something new, or in reality 

does not in the least know· what it want8. The singers are tortured-one 

blames another the manager has to expend more than he takes; the lady 
singers are hoarse and tired, have no pleasure and love for their work, 
and derange the pelformances; the musical leaders grow cold aml nrg1igent, 

and tbus--they all unite in dragging the cart into the mnd, and there yon 
have the whole of the miserable mismanagement ot the Opera of Germany. 

Opera composers ! cast for once your look, which rei:its so com-

placently on your talent without singing,- on your score. Have you 
not learned to write a vocal so that the may find these modula

tions even without the support of the orehestra ~ The double bass must then 

support the becam;;e he has difficulty in singing suddenly 1~-sharp, 

C-sharp, E-sharp, after first moving about in G-minor ~ I suppose here the 

double bass plays and the Bass-singer good-naturedly follows 1 A fine effect 

that! Or the (it is a Chorus in a grand five hours' Opera) can 

so as to sonml somewhat like it 1 Or should yon, not
withstanding, have some scmples, then you pronounce at the rehearsal the 

directorial command : 1' Again from the beginning !" But how can anything 

be done better, that, as it cannot be sung at all1-Aml if it were possible 
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for the singers to get over it at Jast, do you t,hink that it is beautiful because 

it is characteristic~ Have you seen scores by Naumann, Hasse, Haydn, 

Gluck, \Veigl, vVinter? Mark you, they are not Italians, but they have 

learned singing from Italians, and then they have composed in German. Ent 

as for you, you do nut need to learn to sing, yon merely impose on the 

the trifling duty of singing as you have composed, whereas you ought to compose 

as he is able to 

If then you wish to write Operas that shall please, which in fact, if you 

would but confess it, is your first aim, then above an write so that your 

compositions may be capable of being sung ; stncly what is necessary for it, 

and do not, as· the custom is, lea~ve it to accident. Ask at least one of the 

few connoisseurs of what you are to strike out and what to change, 

and renounce yonr usual phruse : "I '"ill not change one note of my creHtion.n 

Consider that whatever the singer does not like to sing, and, as a well-trained 

singer, she cannot master with ease, gives no pleasure, no enjoyment to the 

public, and does not imluce people to hear it again. Do not write operas 

lasting four or five hours : the pu hlic and the singers do not, as a rule, hold 

ont so long, neither does the exhausted orcbestra,-yrm least of all, if it 
were otlw1' 

many Inemhers. 

mtu:ric,-and do not demand too much expense and too 

Abo allow efl'eds to the singers, as freq nent as at all 

possible, and \\Tito so that lady-singers with voice and good training will desire 
to yonr operas, nncl not, us usual, that singers whose voice is gone, mnl:lt 

that which after all will not permanently attract the public to yonr mnsic, 

beautiful and clever as it may otherwise be.--Alas l and I do earnestly entreat 

you, do not write in the clever yet tedious f<:~shion- make no niore 

suppress further ideas-else your child will die immediately on its birth!-

Behold !--another corpse added to the several dozens that I have helped to 

bury during the last fo1·ty years ! 
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CHAPTER VI. 

Concerning the Pedal. 

I have iust returneu exha;usted and annihilated from a Concert, where the 

piano was drummed. 'fwo long Bravura pieces were thundered through with 

raised pedal, also at times all of a sudden whispered, to which the necessary 

foundation was unanimously given by the deepest thirteen bass notes remaining 

over from the Fortissimo, which continued to sound, and vibrated to the 

utmost. It was only with the lv~lp of the concert bill that my fatigued ears were 

able to reach the certainty that this confusion of sound was meant to represent two 

pieces by Doehler and Thalberg. 

Ct·uel Fate! to have invented the pedal !-I mean the pedal that raises the 

dampers in the pianoforte. vVhat an acquisition of modern times l Alas l our 

piano-virtuosi have now lost also their ear! vVhat a confusion of sound, \vhat a 

buzzing is thrrt 1 It is the groaning, the pitiable piano, on which one of the many 

modern virtuosi that have lost their ear) is just now storming down a Bravura pas

Stlge with constantly raised pedal; but with heartfelt pletumre, strong beard, flowing 

hair, a.nd proud self-consciousness ! Of course, time will abolish* much that is un

handsome; do you piano-grubbers think it is beautiful to raise rrlso the pedal at 
each bar 'l vVretchecl misconception-Enropean misconception !-Has cats' music, 
then, any business in the ~oncert-room? 

Enough of serious joke J 

lh"mmelnever nsed the pedal. He belonged. to the old conservatives, and 
with his graceful, clear, elegant, neat, although not grand play, he produced fine 
effects, which certainly must very often have been caused by the right and prudent 
use of the pedal, especially with the pianos of those days by Stein, Brodmann, 

Conrad Graft~ and others, which were all thinly leathered, and had a thin sharp 

tone. Especially was this the more advisable in the higher treble notes, where 

the change of harmony is not frequent, and always with a carefully-repeated letting

go of the pedal, because the tone of the above-mentioned instruments, while no 

doubt agreeable and charming, yet had little volume of sound, and the touch had 

less power and elasticity. But if, on our rich-toned instruments, which are very 

* There is a play on words here in the original which cannot be preservecl in English. 
The German "Aufhebcn '' means both to "raise" and to "abolish." 
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strong, especially in the hass, l:l.nd which are softly leathered throughout-often too 

softly-if, I say, you make on thAse instruments such a use of the pedal,-senseless, 

unbounded, dissolute, destroying all ear, and if, over and above that, your touch 

be hard and sWf, and your Teclmiq ue unhealthy and incorrect, shall not people, 

then, cast doubt upon your ear ?-How can there, in such a case, be any question 

of even a pretty tolerable execution 1 Is that art 1 \Vhy, it is not even trades

manlike handiwork-it is rubbish ! 

A few words to the more advanced players:--

The pedal to your right on the pianoforte raises the dampers, thus causing 

the tones to continue to sound and to and from them the dryness, 

insufficiency, and shortness, which you well know pianos are reproached 

with, especially those of earlier com,truction. Now it is all very well to say, "the 

more the sound on the pianoforte approacheH the sound of singing, the more 

beautiful it is." But what, a cautious use does this pedal require, when 

the harmony changes quickly, especially in the middle and lower portions, in 

order not to mar distinctness and a clear phrased execution 1-You all use the 

pedal too much and too often, especially on good concert grands of the 

newest construction, which, with their strong set of have, of them~elves, 

a large volume, a more vibrating sound ; at least you do not drop it often 

enough, nor at exactly the right time. Listen then yourselves to what 

yon play ! You play not merely for yourseh'es alone, but often before a 

public, which perlutps hears for the first time the to he played. Tl'y (at 
first perlmps more and--now more softly) witbont pt>dal :-:;everal bars-for 

instance, harmonies following quickly oue after another, even passages in the upper 

Treble, if tlwy arc repeate{l and have been played before with raised 

pedal; what a calming what unclotulecl enjoyment, what refreshment 

that produces--to what a fine shading it leads! Try at least first to be~1r it out 

and feel it thoronghly when others play, for your habit is rooted too and 

you know no longer when and how often you use the pedaL-Chopin, this gifted, 

tasteful, delicately discriminating composer nnd Vi1·t.noso may serve you as a 

pattern also in this. His scattered, ftu' separated arti::;tic Harmonies, which contain 

the bolde~t, often most syncopation, for which the deep bass is indispen

sable, do indeed make the fi·eqnent use of the necessary for harmoniously 

heautifnl execution But if yon investigate and observe his careful and delicate 

notation in his com positions, you will be able to instruet yourselves fully about 

the right and beautiful use of tho pedal. 

Permit to my pedal-grief ~mother small episode. Let us take another walk 

together through the terraces; on a fine evening in the month of June. What 

Jo you hear almost in every house 1 P:inno-pbying certainly-but what play

ing~ Mostly nothing else but a continual confusion of all varieties of 
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chords without stopping, without rest- dissolute passl:lgcs, covered by the 

pedal, deep unintelligible Bass thunder with pedal and again for a change 

a poor, stiff thin touch supported by the pedal. \Ve flee to the next 

street. 0 heavens ! what a thundering is there already yonder at a di::;

tance on a piano that is out of tune ~ Somebody is slashing away with a 

cmel Bravura and with raised pedal, while the change of harmony is of the 
most astonh;hing description, a grand i.e., a long and difficult study with the 

most intricate passages, a production of their own, perhaps of the firm "In the 

Ocean," or "In Orcus," or "\Vhat occurred to rne ·while mad." At last the 

strings are snapping-the pedal rattles and groans ; and the end of all is
C C sharp, D D sharp continue to sound for some measures more, fatigued 

beside and through each other, and at last die a way into the warm, sweet, 

blissful ait·l-Universal applause through open windows. Who then has just 

finished raging there~ H was a Parisian that lms just arrived, provided with 

letters of recommendation-or some other travelling piano-player, who composes 

for himself-that gave just now a small specimen of what we have to expect of 

him shortly in tho Hall of the "Hotel de Schmerz". 

CHAPTER VII. 

Feeling of the Soft Pedal. 

~o What is that '1" yon exclaim ; '' feeling of the soft pedal, feeling as regards 

the ;:;oft pedal '1-In these da,ys a feeling? Perhaps even musical feeling~·- Where 

shall that come from at the present time in music-in piano-playing 1 I have 

heard nothing of thaii sort in a concert hall for a long time ! " 
'"\Vhen you slide the action with the left pedal from the left to the right, 

the hammer, in playing, touches only two strings, on some pianos only one. The 

consequence is tlutt the tone sounds fainter, thinnel', but more singing and 
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more tender. \Vhat happens l-8everal Virtuosi, seized by the viano mania, 

play a grand Bravura-piece, they ge;,;ticnlate in a fearfNl manner, they rage 

up and down the runs through '7 octaves with raised pedal- they strike

pnt out of tune the best piano with the first 20 bars ; snap the strings, 

strike the harmners off the hoppers, and lame the leather of the hammer 

-they perspire- they stroke their hair out of their face they ogle with 

the public and themselves-and nJl of a sudden they get feeling ! Arriving 

at a or n they are no longer content with one pedal, 

they take in addition, in the middle of the pedal rnm ble, the soft pedal.

Ah ! what a languishing, what a murmuring, what bell-like sounds-what 

soft-pedal feeling, what tender feeling ~ Oh me, the Ladies are swimming-in 

delight with the long-haired pale apostle of art. 

I indicate here the "piano-mania period," whit:h has just been thrown down 

from its zenith-a peeiod that a pet·8on must have lived through, to find snch 

aberrf'liion credible. \Vhen at the beginning of this century pianofortes were 

approaching visible perfection, an<l were widening in compc.tss, an increased 
technique could not fail to be called forth. But after a few years it turned 

into spiritless empty readiness of the fingers, whieh was carried and practised 

up to the point of frenzy and a1Jsolnte spiritual mortification. Instead 

of applying themselves on these pianos, which are rich in tone, and permit 

many and fine shadings, above all to acquire a and full tmwh and 
tone, on which alone really trno Virt,uosity can be based, people sought to 
develop and enlarge almost exclusively an immoclemte, strong, unnatural 
touch, and the art of fingering and the quickness of the fingers, in order to be 
able to prod nee Passages, Roulades, Con torsions, and \V rithings, which nobody 
bad thought of until then, and whieh nobody l:ad thought necessary. From that 
time dates the Virtuosity with it;,; empty tinsel thoughts without pith and 
without music, and the abominable aberration of art, accompanied by boundless 

vanity and conceit, '' the finger-heroism," and the sad observation of all peesons 

tlwt remained in their senses, that such qnackery, practised by innumerable 

incapables, under the assistance of just as incapable teacheri-:1 and composers, 

was exalted to be the sole end and aim. 

it is sad, how much players forget, over the study of useless artifices 

and of a misunderstoo<l mechanism, the study of tone ntHl execution, and how 

few teachers there are wlto endeavour to train theh· pupil::> and themselves in this 

direction ; else they \vould feel and kno\v that on a good piano with a right 

and correctly Bchooled mechanism, which m·e surely to be had in these days almost 

everywhere, a pemon can and mnst play without any outwr::u·d means of assistance 

fortissimo, in one word sbacled and with-at least 

mechanical-expression, and that this play \Vitb u presupposed passable mechanism, 
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sounds much healthier, clearer, and more satisfactory than if ::t feeling is affected 

by means of an immature, awkward, and absurd use of the 1)edals, especially 

of that of the soft pedal, of which we speak at l'resent particularly, ancl which 

presents an additional proof of our unhealthy, toneless, and unfeeling piano

youth. You good-natured public, who have been drummed together, and much 

pressed by persevering importunity and urgent recommendations {for such these 

Virtuosi have always with them, becanse the tormented towns cannot else get 

rid ofthem ngain), go yon to the Concert halls and listen to a dozen piano-youths. 

They all, it is true, play with more or less mechanism, yet with all their beating, 

pressing, going hard at it, they are unahle to draw from the instrument the 

right tone, a, broad, full-uodied, healthy, and beaut·if~d tone, wldelt ought to 

be a, clea!J' and well shaded one even tDith tlu; pp. But to make up 
for that they play with pedal-feeling, i.e. with hypocritical superficiality and 

internal nothingness. 

All you meddlers, who have rendered piano-playing so disagreeal)le 

to the music-loving pul)lic, so much so that they no longer wish to listen 

even to the good, judicious, and feeling artist, who, as a man of honour, cannot 

drag the people with force to the Concert hall or fetch them in from the street : 

you meddlers, who have put this fine art on the pillory, qnit this stage, this 

battle-field,-stop your wood-chopping-get some appointment on a raihvay or 

at some engineering works; there you may perhaps be able to make yourselves 

useful, instettd of killing with your teaching (for thBt is what it generally comes to 

after they have wandered through the world), instead, I say, of killing the 
rising youth whm;e talents fm· beautiful piano-playing are hopeful, aml bringing 

up successors only to yourselves, not.to Art. 

One thing more I must ·whisper to you! Apart from the consideration that 

there is no arguing at all with you abont modest naturalness, tenderness and 

earnestness of feeling, pleasure-givil1g elegance, nor about poetry, enthusiasm, 

and true noble passion in playing: you ought at least to know in a few minutes, 

if your ears were not already too blunted, up to what point the and 

jo1·tissimo can be carried on every piano, except it be of the worst kind, or 

has already l)(~en beaten to pieces by yon, in order to keep the tone within 

the limits of beauty and naturalness, and to bring a piece at least externally 

to ft right representation without hurting an educated ear by overexerting and 

ill-treating the instrument and its two pedals. 

Yet even such an!l similar doings have found in onr century, which has made 

everything possible) their nnmorons representative<; and mlmirers. This sense

less, mad slaving and manipulating of the pianofortes \Vas ca}]e,l "demoniacal

modern," a nice 1vord of onr pia,no-critici:om for mad " perfor

mances and soft-pedal feeling/' In how dose a ;:umJeetion whaL llctu 1Jc:dl 

1 
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8aid here is to our modern singing-errors also, and how far it can be applied 

to them, I leave to the reader and to my following chapters. 

To return to my subject, let me make this further observation to sensible 

players, that even they use the soft pedal too much and often in the >vrong place, 

namely in the middle of the flow of the piece, without au entering pause, m 

melodies that ought to be played softly, or even in quick passages in piano. 

This is to be observed for the most part with players that are obliged to 

use instruments of strong tone and with a heavy and hard touch, which render 

doubtful distinct and fine shadings in piano and forte-as well as the entire 

co·n·ect and good plaJI· For this reason prudent and experienced teachers, who 
have in view the true and the beautiful, again make a lighter-not light-and an 

clastic correct touch an indispensable condition, and the very makers of instru

ments with English mechanism, even in Paris and London, have been lately 

obliged to conform to it, and the attainment of this indeed has its especial 
difficulties with Englisl1 mechanism. The makers of pianos with German 

mechanism may also take to heart the above-mentioned requirement. This, sad 

to say, brings me to one of the very latest plwnomena, which I must not leave 
unrebuked, as it comes the more bolllly and pretentiously forward. After then 

a better, healthier, and more sensible style of playing has again for some years 
pa~t become more general1 and the piano rnistakes det:cribed by me are 
becoming rarer, or at least no longer call forth admiration in larger awl musical 
towns, but rather receive the contempt they deserve : here and there appear 
again even well-known Virtuosi and teachers, who, with incredible infatuation 
ancl total misunderstanding of better times, make their pupils practise again 
on pianos of the heaviest and stfffest touch, and who, not content even with 
that, actually put springs with eounter-pressure under the keys to enforce 
double power. I demand of all t(•achers and players that have still left any 

human ear whatever, and any sense for a right and beautiful touch, for a fine 

and full expression of the tone, and for musical presentation, whether there 

ean exist anything more hateful r:md more senseless, than to wish to produce 

a strength that is utterly inapplicable to stringed instruments without bringing 

all the machinery into disorder within a few minutes, and making it useless. 

Beside::~, it is impossible to enforce it without the assistance of the upper and 
the lower arm and the whole bo<ly, and thus it mul-lb produce a still more hateful, 

a stiffer, and more awkward gesture than was the case even in the most 
flourishing time of the piano fury. And several of such monstrous exercises, 

such gigantic performances I have myself really been obliged to listen to and to 

look at. Every educated person and musician will, I hope, not deny me his 

silent sympathy. May humanity and every piano be preserved from such 

int~a:nity, from such progressive mnsic, from sneh mnsie of the future. 
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It is instructive and interesting no doubt, to have to live, as I have 

been destined to do for fifty years, through such incredible phenomena }.mel 

similar excesses, which, to be sure, are quite destitute of vitality, but never

theless turn up always in different wayf-l : ho\vever, it is not pleasant to discuss 

them. The world advanceR too slowly, because it is always revolving. I must 

therefore request the indnJgence of my readers, i,f I can do so only in a rambJing, 

and not in a logical order-also, if I have here and there to repeat certain 

principles and maxims in order to be able to discuss whatever new matters turn 

up from time to time. 
But it is high time to lead my readers again back from the said Cyclopean

power of the soft pedal of the future to the soft pedal of our present piano. 

I should like then to see the soft pedal but seldom applied, and onty 

(without the use of the damper, or just with the most delicate treatment of it), 

for instance, in echoes after small pauses, and even then only in whole periods, 

because the ear has, so to say, to accustom itself first to this soft, maiden-like, 

sentimental tone. But before passing over again to the ordinary manly sound, 

with three strings, a pause ought to be possible. Besides, the soft pedal is 

really most effective only when it is employed in slow passages with full-toned 

chords, which leave time for singing, and it is precisely in this that tl1e advantage 
of the touch on two strings consists. 
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CHAPTER VIII. 

Many Learners of the Piano and no Players. 

To TIIE FATHER OF A YouNG LADY THAT .PLAYS TIIE PIANO, 

I am sorry yon have not a boy-a, fa.ther's Jo!fs ove1· boys an beaut!'ful! 

Bnt if you had one, I quite agree with yon that you should rather let him 

hfLmmer stones thGn the pi<cmo. You say you have many friends to "vhose 

lot have fallen tho above nJentionell fathee's joys, and \Vhose boys, big and small, 

stupid and every one of them, have been learning the piano for three 

ye:trs and more-- and are not able to do anything. J~xactly so l-And 

they will not learn anything. Of what use iH it, yon say, to man or to boys-of 

what use is it to Art-to stnmhlc a 'VDltz, or a Polonaise, or .Maztuka, 

witl1 stiff arms, fingers, face, and uncouth body 'l-Is not time 

worth gold, while here it lead ?--And the poor teachers worry 

themsehros and the worry art and the and, may be, in the 

out of their own \Yife, after all day long disconsolately 

aml vainly cniTed, lind lamented. All very true ! I myself at one time 

experienced it, although not in tho same degree, tmd although not bringing 

home to my O\Vn wife a dark face, merely~1 appetite. But I did not 

succumb to the wretchedness that is the lot of tl1e piano teacher-! roused 

from mere mechanical proceedings : I meclitateJ, ex::uuineJ, tested, and 

stndiell whether I could not go ahont it in a better manner, seeing that the boys 

did not succeed !--And I tlicl go about it in a better manner, I have achieved 

better because I took a different method from the piano-schools, a nwre 

natural one; in tho same manner as the master has to make a beautiful 

development of his first in onler to teach good I made the 

development of touch the first a.ml forJ:~wst rule, and tried without notes 

to make the exerGiEcs necessary for and the wrbt so interesting 

that the pupils got more anJ more and, frequently after a short 

time, they, to their own pleasure, found themsel Yes in the possession of a healthy 
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soft, full and con,nected tone an acquisition that very many Virtuosi 

unfortunately do not possess. vV e had now made a commencement, starting 

from the beginning, not fl'om the middle: we had put the horses "before 

the cart." The pupil was ·now able to rely upon something, to take pleasure 

in something without being tormented every lesson with dry, new subjects

the purpose of which he could not understand, and the end of which he could not 

see.-As there can be no question of and without having 
learned the proper touch, how shall any interest be stirred by such tapping 

without tone 7-Stiff, clumsy and powerless fingers at war with the notes

inability to do anything right-nothing but ever blaming and scolding-and 

with all this to be obliged to retain so many things in the memory, to keep time, 

and to use the right fingers-poor stupid boys! \Vhen, at a later the 

notes bad been learned, I did certainly not commit the common mistake of 

choosing too difficult or even alone 'into con-

sideration, and are not at all or not to the I al wayr:; 

chose only easier and shorter not bristling with difilcultit:s, in the correct 

and ready execution of which they COl1ld not bnt take pleasure. And just for thi.;: 
reason the pupils studied the pieces carefully, slowly, willingly, and with sym

pathy (an important acquisition), because tl1ey hacl a of success and 

felt the possibility victory.-Comlmt with the difficult parts embitters 
all pleasure, maims the talent, prfJduces weariness, and what is the worst of 

all, it endangers again and again the following indispensable good attribute which 

may have been already acquired but is not yet firmly enough established, viz. : 

:L'o produce a goocl and connected tone 'llYith j1·ee and easy fingers, 

and a ready and moveable witltout the assistance of the arrno. 

Yon hold there is not only a want of good teacber.s, but especially a want 

of talented pupils, otherwise in with the amount of piano-learning 

that is going on we shouhl have at least a hundred piano-players who ought to 
be able to play, if not beautifully, at least with more or losB finish and correctness. 

By no means; we have many people that ::;how musieal talent. Besides, there 

are, even in provincial to"Vvns, teachers that are muRical and haYe at least so 

much zeal and for teaching that many pupils might be a1le to produce a 

certain amount of s~1tisfactory wmk. In addition to all that, the taste for 

music, even in small places, is far more encouraged now than formerly, by 

musical associations, and by public and private concerts. Finally there exist 

now much better helps in guides, studies and suitable pieces ;-and 

hardly anything but jingling, thumping, as you are wont to call it-no piano

playing. Let us discuss this phenomenon more closely.-First of all then the 

fO'Iln(:ta,cwn is wanting, •vhereon anything safe can be built. A knowledge 

of the notes, etc., can he no founJntion if it cannot be made rtvailable and 
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exhibited. What is the use of the notes to a person if he has neither ear nor 

modulation of voice~ What is the nse of them to the piano-learner if he has no 

touch, no tone on the piano 7-" That is exactly what he has to learn by playing 

the notes."--But how does he learn it? Further: what happens in schools and 

institutions·? The children are kept there from seven to ten hours, and then, 

from too great a love for teaching, lessons are prescribed for them to prepare 

and to commit to memory during their free hours when they might take breath, 

and the old medical motto is adhered to : "lVIuch helps much." Now then, 

when is the piano lesson to come in? After the school hours have been 

got over, when the children are fatigued and worn out ? ·what cruelty ! 

Instead of plenty of bread and butter, plenty of ham, and plenty of air

piano lessons? The pi:1no must be studied with fresh strength, with great 

attention and interest, else no re-:mlts are conceivable ; not to mention that 

much writing of itself makes the fingers stiff and awkward. And then, when 

is the child to practise for himself, a thing that is indispensable? Stty in the 

evening-ten o'clock-just for recreation, when papa and mamma are going 

to bed ?-And if the children have fortunately escaped school, and if they really 

have red cheeks still, does not their future calling in life claim their time, and 

if they are girls, is there not embroidering, knitting, se>ving, crocheting, dress

making, house work, coffee and tea parties, balls, alas ! and many balls-and are 

there not sweethearts ? Aml are you to suppose that fingers of fifteen and sixteen 

years of age, are able to acquire the mechanical dexterity as easily as those of 

nine years? To satisfy the claims of the present day in some degree only, the 

mechanical dexterity ought in reality to be thoroughly acquired by the age of 

sixteen. And again : on what kind of instruments are the children to learn the 

piano? The pianos are for the most part bad, out of tune, square, or a 

generation old, with thin legs and clattering bronze ornaments, so that no 

right touch is possible or can be taught on them. Under such circumstances, 

however, do not even the better masters get weary and fall into a mechanical style, 

which can lead to nothing at all ?-and are they, or do they turn out, anything 

else, than the like of Mr. Sch wach and Mr. Sch~tfer ? At the most, there is 

sometimes developed a Biiffel and at last a Stick. 

Finally, I pray you, invite the piano teacher J\fr. Strict, to whom you have 

entrusted your only daughter Rosina, to come to me, that I may give him the 

necessary information about gradual development in piano-playing up to the 

Sonata Op. 109 of Beethoven, and to the F minor Concerto by Chopin. But of 

course he ii::i too theot"etic<1l, too much of a composer, too vain and dogmatic, not 

sufficiently practical to be a teacher, and to be able to teach with results, and he 

has himself a stiff) uneasy, clumsy touch, which works half up in the air. It is 

true he speaks also of Studies, Scales, and so forth. Yes, but then everything 
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depends on the ''How ~" On the contrary, the so-called practising of them 

without having first secured and well developed the touch, and without watching 

it with care and dexterity, is little more improving than pieces. But then 

hear him in return exclaim with proud and learned self-consciousness : " :Music, 

music ! ClasRical, classical ! Flourish ! - Expression ! -Bach, Beethoven, 

l\Iendelssohn !" But that is the very thing : "Just take one look at his piano

boys-his ! !--Look how his children are murdering musically, and 

listen to his eldest daughter's singin~ of the classical air composed by him ! 

But then every one and everything is musical !"-Au, Revoir I 

CHAPTER IX. 

Singing and Singing Masters~ 

To A YOUNG LADY-SINGER. 

l\I y DEAR yOUNG 

You have a beautiful, sweet singing-talent, you have 11exibility 
as well as some maidenly attraction and timbre in your agreeable, although 

not naturally voice, and further you have much capability for execution.

And yet you share the fate of nearly all your sisters who in Vienna, in Paris, 

and in Italy were able to find only those masters that are helping thoroughly and 

with strides to destroy the Opera in and that are making the 

simple, noble, chaste, true art of singing go for nothing. You suffer already 

from the consequences of these m.odern and unnatural artistic proceedings, 
which strain after outward effects in reality only in vocal 

affectations, which must ruin the voice in the shortest 

it can in any way reach a high development ; and it would be 

time, and before 
"',...,,,.,.,,""T possible 
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to save your talent, unless, in the conviction tl1at you were wrongly and 

badly directed, you should let your voice rest for several months, and thereafter 

shoulJ impeovc your intonation correct, quiet studies, not with a strong and 

never with a force<l voice, but often with a soft one, and this with a much less 

and never andible consumption of breath and a correct and quiet mnnagemeni; 

of a clear body of tone. Yon mnst furth-::r the middle parts, and 

strengthen it by a careful blending of the Fct1bettos and by a diligent Solmiza

tion ; you must equalize the of voice by a correct and varied employment 

of this same Fu.lsetto, and you mm;t bring hack the forced register within its 

natural boundary, and set rigl1t many other things. Do you not think that 

the natnral feeling of an educated and unprejudiced ear-not often, it is true, tlw 

ear of the composer and singing master-is every moment hurt by the freguent 

trembling of the voice, the exces8ive forcing of high notes (vvhere your chest register 

is pressing already into the Falsetto), the coquetting with the deep chest-tones, 

the unnatural, disagreeable, almost inaudible pianissimos of the throat and of the 

nose, the motivelest:J jerking out of single sounds, and altogether by the whole of 

thiR unchaste execution without any connection~ \Vhat is to become of the 

Tenor voice, when the extreme ends of it are forced so regardlessly, and when 

you spend as much breath for a fmv bars as a rightly taught could ::;ing 

a whole air with~ Ho\Y long will it be till your voiee, which is already strained, 

and which almost constantly the limits of what is beautiful, will 

turn into a completely hollow, dull throat sound, when the high cliseorclant 

tones are lost, and there arises a diseorcl in singing, trembling, and many 

an ugly and ominous thing 1 Is your beautiful foundation of voice, and 

your talent, to vanish like a rneteor7 as those of the others have done 't or 

do you perhaps think that the gentle air of would, when the time comes, 

restore the voice that has once been brok(m ~ I get into a singing-anger, 

and relieve my oppressed before which so many beautiful voices have 

passed, leaving no trace, by a cursory review of many singing teachers as we have 

seen them \York and act for the iast twenty years. 

The so-called masters: as we find them generally even in large cities, 

even in public musical Institutions aml at I spare from a closer 

observation-they would certainly- not undershmd me; They make Soprano singers 

sing seales at tlw :mme time on all t1te five voweb rn•miug into each othel', they 

begin with 0 instead of \vith F, they make tlwir pupils hold on for a nice 

long time and scream well, that tl.~e roice JtW!J c'Jme out, till the poor victims roll 

their eyes and giddy-tlwy speak on}y of beautiful chest-voice, which 

ought to be enticccl to come of the nay, 

they ·would never be able to learn to cateh, or distinguish it, and their 

highest principle is: "8tuif! we need none of Te:::~clmer's, Miekseh'i:> or \Vieek's 
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singing rubbish-sing, just as it comes out ! 'Vhaes the good of that whispering 

without breath 1 'Vhat have you lung;::; for, but to use them 1 Let's come to 

business: here's ''Robert, toi que j'aime"- down on your knees-effect, 

effect!" 
Others again, of a similar stamp, who also make their pupils scream,-the 

more the better,-so that the voice may get expressim: and power, and become 

useful for public singing, who may perhaps also make Solfeggi be sung, and who 
also chatter about an equality to be acquired, and therefore see that A, ·B flat and 

B natural in semiquavers is practised very diligently and hard, wherever kind 
nature will not yield at once, because she has mostly reserved for herself 

the careful and slow development of it. And then : that jf:~t(tl n~'iddle ? 

Yes, indeed, the aspirating middle register, which is still more wayward, and which 
sighs and groans too much in the throat, and is always inclined merely to ~u~:J<:tK.
this they refer to the future, but to make up for it they call out with musical 

enjoyment : 
"Sing at sight !-Hit the note ! Music, music !-Classical, classical !-" 

I spare them also. 

And the singing masters, who are to educate the voices for the Opera of tlte 

Future ? About them I cannot write at all. In the first place, I understand 
nothing of the Future-of the unborn ;-nnd m the second place, I am too much 
occupied with tl1e Present. 

Now I come to such as are willing to do better, and even partly do 
better. 

'rhese also are too pedantic, they are constantly pursuing one-sided objects 
with merely one-sided views, without looking about them either to the right or to 
the left or straight fol'ward, and without daily learning, meditating, and 
anxious striving, they have stuck fast in one manner, they are riding their 
hobby-horse, they treat every voice in the same way, and waste their 
time with secondary matters-with incredible matters, while for a beautiful 
tone-formation, which must necesstirily take its place calmly, not one minute 
should be lost, espeeiaJly with lady singers who generally cannot and must 
not sing much above twenty days a month. Altogether they are the musicians 
that are most difficult to understand-they also treat only seven tones-
but they are surrounded with a mystic darkness, with an im;cmtable knowledge, 

and with a great number of so-called secrets, from which, it is true, never 
anything grand comes forth into the light of day ; which, however, is not 
their nor their hobby-horse's fault, but only-as they say--tho fault of the powers 

of darkness. Let U;:) suppose for once that tkreej'ou?'ths of the measures they 
are wont to employ arc right and proper iu the treatment of the voices and 

individuals (something like this is the case with several 1;eachces of the piano) : 
G 
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then the 1·ernaining j01;,1'th is alwayi:l quite enough nevertheless to destroy the 

voice, to deprive it of a b€'autiful development, and therefore to obtain no 

very satisfactory results. Others again cannot get over the tone formation and 

have become in this terrestrial vale of tears the victims of an Optimism-a 

beautiful region, to be found nowhere but in Paradise ! 

Now, instead of thinking in the first instance "I wish to do only better 

than others," they torment and torture the poor earthly voices so much with the 

highest evenness and beauty of tone, that frequently everything becomes 

uneven and not beautiful ; or they m~tke their pnpils so frightened and anxious 

that because of mere regard to breath, tone and accentuation, they sing 

theit· songs quite clumsily1 or, may be, remain even sticking in the Optimism-and 

in tears, whilst a pleasant conviction of capability is required for singing. 

Others do the opposite, which is still worse and most frequent-we need only look 

about us! At the Rame time they do not acknowledge amongst themselves 

anything good unconditionally, but spend the time in advising each other 

and in communicating each other's ideas ·with significant and proud "Buts." 

They are firm in their sacldle, but only when they ride continually in a circle on 

their hobby-horse. Straight forward they cannot go, for then the horse gets 

startled, and to keep exactly in the right middle is 1nore than they can do. Some have 

everything practised only in staccato-others only legato, and mean to obtain 
by that who knows what grand 1·esults; some let the singing be done too 
loud-others too softly j some philosophize diligently about beauty-others 

grumble about the bad quality of the voice j some rave about extraordinary 
talent-others hnrt the feelings and are abusive because of extraordinary 
want of talent; some with a noble passion wish to make all Soprano voices 

Alto voices-others uo the opposite ;-some let the singing be done only in 
a dull style-otherr:; only in a lively one,-in Joing so both refer to celebrated 

screaming-mastm·s, who have written stuuies. "\Vith the same justification 

some cultivate preferably the deep vocal Chords, beeause it is beautiful, they say, 

and produces effect, when Soprano voices suddenly sing or roar like men, 

and because that is the fashion in Paris; others again act on the contrary 

plan, and make Falsetto their business ; but none of them care much about 

the middle register, that is too troublesome for the modern art of singing, too 

serious, too ticklir:;h-here they remember of a sudden that there is such a thing as 

a kind .N atw·e and refer to that. 

vV ell, I shall drop this-and proceed. 1/te ftr(ulual and cureful utiliscttion 

oj all serviceable means of asS'i~·tance, to e:cpcmrl, st·rengthen, equalize, beautify and 

JYteserrve tlw have I not mentioned all that already when speaking of the 

. piano instruction ~ Now I am again ofi(mcliug the teacher:s of singing, foe 

they think themselves much more exalted and believe they occupy a much 
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higher position-than the poor teachers of the piano. Ah, yes, voices are still 

very much more apt to be injured than the fingers, and broken and stiff voices 

are perhaps worRe than broken and r:;tiff fing8rs, if the one be not as bad as 

the other! Well then! may they show themselves worthy of their high position, 

and may they no longer send voices to destruction, but establish something that is 

satisfactory. But for my own part-I, in my modest simplicity, believe

the whole thing can be settled definitively without mystic darkness, without 

secrecies, without quackery, without any of the most modern anatomiccd 

assistance by improving or killing the throat that is weary of singing, by 

shortening the uvula, and rendering it more flexible, by cutting out the 

superfluous glands, by lengthening the larynx, all(l many other things 

besides, which nature is said to have formed awkward and wrong, and for 

which special physicians of the voice are now appointed in London and Paris; 

all can be settled by the following small sentence : 

"Three trifles are required to be a good teacher of the piano and of 

Ringing: 

THE FINEST TASTE, 

THE DEEPEST FEELING 

AND 

THE TENDEREST EAR," 

and in addition to this the necessary knowledge, energy, and some experience

voila tout I 

I cannot make throat-culture my business, I have neither skill nor time for 
ib ; and my lady-singers are so much occnpied with beautifnl tone-formation 

and careful attention to the preservation and the care of their powers of 

voice, that they are inclined to open their mouth only for that-and not for 

anatomical purposes. Neither do I require for the playing of the piano any 

cutting of the web (of the fingers), nor any hand-guide, finger-spring or extension

machine-nor the "Finger-tormentor," which a celebrated pupil of mine has 

invented against my will, to the just terror of his second and third fingers, 

and which he has applied behind my back. Madam, if nature suddenly has 

made a bad job of the singing-throats-let her be responsible for it, I shall 

not assist, and, for example, get the worn-out throat killed entirely by cauteriza

tion with lunar caustic, and then docked up again, if it is really tired-this 

throat--may it not be myself and rmy perverse ways of doing that a?·e to blc~me 

for it? 
Nature produces so many beautiful things, and used also to produce previous 

to the modern style of singing very excellent singing-throats : can she not, then : 

for once, any longer produce a single ordinary and serviceable one~ 
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Meanwhile we return quite simply to the three trifles we pointed out, and 

in these we will live and act, but-

WITH 0 UR WHOLE SOUL, 

WITH OlJR WHOLE MIND 

AKD 

lV,ith mr,r 1ulwlc nnclcrstandi,n g. 

CHAPTER X. 

A Rhapsody concerning Singing. 
------____ , 

The by-ways and wrong-ways taken by our singing composer8, with whom 

so many teachers of singing and Singing Institutiom; keep pace, in order as 

it were to banish the real art of sil1ging from music, or at least to force 

it into an unnatural, mistaken, and always unbecoming heal'ing, and thus 

in the speediest -vvay to ucstroy the voices even befo1·e they are developed-

induce me to communicate several hints from Iny diary for 8inging, and to 

slip in a few things from the well-known teacher of singing, :Mr. Teschner, of 

Berlin. 

Must the German Composers be told again and again that they should 

not compose on Italian models, but learn to compose German music capable 

of being sung, before with strange blindness and ignorance they unsuccessfully 

wear out the powers of the opera and torment the public, without having even 

an idea that great and small operas can be written also with German thorough

ness and character. The German opera ~1Iso requires constant consideration 

of the voices, and correct effective singing. It permits of no murderous 

attack upon nude and female singers and whole orchestras, it r0sists designed 
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hunting after effects, which, because of their unnaturalness must be deplored 

by every true friend of the opera, by every well-trained ear. 

Is it then altogether too difficult to acquire the necessary knowledge 

concerning the human voice, and with a special regard to this to study the scores 

of Gluck, Haydn, 1\Iozart, and of Rossini, Bellini, Donizetti ~ Is then the 

sacrifice which our composers of singing make to their creative genius so grettt, 

when they learn wha,t is indispensable~ It is a disgmce, then, to have to 

consult experts in singing,-and it is so very irritating to be distmbed in one's 

vain over-estimation of self; but it is no disgrace to work for the destruction 

of the noblest phenomenon of art in man-the voice l-·Ancl when feeling, taste, 

and ear are and must remain the predominating factors in compositions for 

the masses: then I ask merely with what they would claim to 

these three trifles, when they almost incessantly violate the same ~ 

Composer. If J\frs. N. had sung my pie0e to-day with as much sympathy 

command, and fine quality of voice as she did yesterday the piece by Rossini: then 

it would have been liked at least as much, since, as to harmony and music, 

it is a much grander and more interesting while as a dramatic composition 

it is more effective. 

Cantatrice. You are in error, and will continue to be so, as long as the 

study of the voice is to you a secondary consideration or no consideration at all. 

The first-mentioned piece, composed with constant regard to the voice and 

its quality, gives me the sense of comfort and success ; yours, on the other 
hand, gives me the sense of discomfort and failure. What is the use of the 

musical value-if its worth can be shown only in a doubtful manner, and 
if my voice must struggle, when it to command~ You consider the free, 

graceful movement of the voice of much less than the whole 
unanimous public does. It is certainly not my desire to rouse compassion, 
but, by a fine artistic -..vith a free r<mge for it-to please ! Pray, remem

bet· what is adapted to the piano and not adapted to it -what is adapted 

to the violin and not adapted to it: why do you want to that there 

is such a thing as ctdapted to the ~ 

Critics have often asked, why does Lind sing so coldly~ Why does 

she not sing great, passionate parts 1 \Vhy does she not choose also parts 

from some of the more modern or the newest gyen.t German, and perhaps also 

from Italian operas~ \Vhy always Marit>,Amina, Norma, Susanna, etc.·~ 



46 

Against these and similar questions I put others: " \Vhy does she wish 

to remain Jenny Lind ~ Why does she try to retain her voice as long as 

possible~ 'Vlq does :'lhe select operas wherein she can show the value of 

the entire artistic cultivation of her Ringing, which is subject to no mannerism, 

and does not challenge, which is without feigned feelings, chaste and modest, 

of an ideal beauty ? "\Vhy operas wherein she can put, according to her 

individuality, the most perfect. posFJible representation~ 'Vhy operas wherein 

she may also allow especially to shine the rare combination of her singing powers, 

without straining her voice, without shouting, forcing and compromising 

her grand, beautiful, noble art~ \Vhy does she first of all take the singing 

into consideration and only aftee that the music ?-or only both united ·1 Here is 

the answer to those very questions which have been addressed likewise to 

Henrietta Sontag, and to all great vocalists. The fiery Schroeder-Devrient 

even, although she stood in dependent connection with theatres, has rarely 

made any exceptions. 
It is these questions which ought strongly to warn our young singers 

not to sacrifice themselves to any unsingable shouting opera, but to preserve 

their voice, to watch over it and to guard it against excessive, continuous, 

feequently the opposite of artistic exertions, in a word, thus at the same time 

renonncing, as Jenny Lind and Henrietta Sontag always do, the so-called 
singing effects, and the modern stage-shouting, which have arisen among other 
things from the most over-loaded and the most incomdderate instrumentation. 
Then they also would, as was formerly the case, remain available for the 
opera ft·om ten to twenty years, and not h;we to lament after a few years 
(exceptions are few) over an infirm broken voice and lost health. 

Jenny Lind and Henrietta Sontag present themselves as the most 
beautiful pattern to our talented and aspiring young singers. They must be 

regarded as marvellous phenomena, especially in our time, in which the modern 

singing tendency has got into such sad by-ways, having strayed for many 

causes, the removal of which would be a hard task, from the old schools of 

Pistochi, Porpora, and Bernacchi, which were so fruitful in splendid results. 

The high beauty of their singing, united with their noble, chaste, healthy 

voice, as it is perhaps at present to be fonnd with them only-what could 

more impressively direct attention to the present pernicious tendency of tlw 
opera 1 

The theatres are searching for acting Tenors 1 Let them consider : 

Tenors who are still in voice, cannot act, aml Tenors who at iast are able to 

act, are then no longer in because they have generally studied too little or 
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not correctly. For if the voice is not rightly and well ti'ained, then it is 

exactly the Herman comic operas which first of all lead to the loss of the voice 

and especially the frail and )ensitive German Tenor-voice. 

Here I take the opportunity to refer to the common prejudice : " Tenors 

ought to force up the chest-voice as far as possible"-and that this were the 

best.-There are very few cases where such Tenors have not to pay for this 

mista.ke with the quickest loss of voice and of health. Besides, a shaded singing 

beginning from the pianissimo, becomes thereby an impossibility, and strained 

and forced sounds always will remain ~~.;nnatu,rcd, even if g•·eat and over-exerted 

strength were occasionally to produce in the op3ra a p<tssing effect.---J ust as 

indispensable as the use of the Falsetto is to the Soprano, so indi.;;pensable is 

the development of the Falsetto and the possible leading down of it as far as 

the chest-register to the Tenor, who wishes to preserve his voice and not to 

shout it away in high notes, to whom piano must always be at command, and 

who must acquire the necessary flexibility and ease as well as elegance and 

refinement. The usual " But" answered here, that t.he Falsetto has too glaring 
a diversity of sound with the chest-voice, and is much inferior to it in strength

is merely the consequence of its not being developed continuously and carefully 

enough, and of its not being almost imperceptibly joined with the chest-voice 

by bringing in mixed tones. 

The French, Spaniards; Portuguese, even the Russirms, Bnglish, Swedes 

try to compose things tha,t are adapted to the voice, and also endeavour to 
make on all sides concessitms to the singer in smaller songs, in order that they 
a.nd the public may have unalloyed ple}1Sltre. It is only om clumsy Germans 
who believe t.hey possess the privilege of being allowed to compose at random, 
without any further consideration whtttever, except that pain howls deep in 
the l\Iinor-and pleasure shouts ldgll, ~~.;p in the .Major. 

Shall we not 1·eacl t:~hol'tly an " Addres;; of young to several Composers 

of Gern,any," as follows:-

"Liberty of thought-Liberty of composition~Liberty of the opera-

but no destruction of the theoats.-Take notice then that we hereby protest 

solemnly agahu;t all operas that are opposed to the singing regulations, since 

you C<tn in no wi:,;e compensate us for the lo:,;s of oul' hut after the quickest 

possible wearing out of our tnlent, yon nTe alwa,ys looking for new ones, which 

yon me:tn to treat in precisely the same manuel'. First learn to know wl111t 
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singing is, or rather : learn yourselves to sing, as your predece~:Jsors have done 

and Italian composers are doing still-and then come back." 

"\Vhat a pedantic hallooing over Germany which cannot sing 1-\Vhere 

do people sing mol:lt ~ In Germany I believe. Is not singing cultivated enn 

in schools already 1 And what opportunities are noi; ofl'e1·ed by the innumerable 

Choral Unions and Societies, and Singing Academies f' 
That is the very misfortune, which ought to have full light thrown upon 

it. How many hopeful voice:> do the3e Institutions carry annually to the 

grave~ vVho then is it that sing in the schools~ Boys and girls from 13 
to 15 years of age. But boys ought to stop when their voices are 

beginning to change, and girls ought not to sing at all in these years, if it 
were only for physical reasons. 

And who are the teachers that cultivate singing here ~ These scribbling 
and over-clever times of om·B inundate our Ministries and Parliaments with 

innumerable petitions and proposals, but no philanthropist, no friend of music, 

no lover of singing has yet eome forward to explain and prove to the Ministries 

of culture of the whole of Germany, that especially in the public schools, 

because of the singing instruction and nuisance taking place there, the most 

beautiful voices a.ncl gifts at'e one and all killed in the bud. The voices of 
the girls may, it is true, be artisticttlly exercised, carefully awakened, and 
made flexible ancl musical, but only in the use of the Mezza-voce, and only 
until their dcvelopment,-tlmt is--up to the 13th year, or some months more 
or less. But since this has to be done vvith great experience, tact, special 
knowledge and circumspection--where shall the professors of singing with 
these qualifications come from, and who shall pay them the golden honorariums 

for it 1 Away then with the whole nuisance of making children sing,-away 

then with this philanthropic abortion and mnsie-folly of our unreasonable 

times ! Can such an immature, impure, fmd unsueces:-;ful children's screaming 

or thl'oat-squeaking without any artistic cultivation, superintendence, and 

direction, indemnify anybody for the certain loss of the voice aftenvards, and 
hoarseness and destruction of the organ~ 

\Vho is it that presses, squeezes, shouts with throat- palate- and nose· 

notes over there in the Choral Unions n.nd Academies '1 It is the Tenors who 

exert themselves and sacrifice their voice, which is entirely Jestitute of tone-
training (which ought to have been acquired to mauy, frequently unmelodi-
ous, voice-destroying four-p<n·t songs by one or another celebrated composer.

'Vho is the Lady that sung the Solo yonder in the Singing Academy ~ This 
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girl only a year ago had still a beautiful} fresh sonorous voice, but she has lost 

much already, thongh she is but twenty ; for she forces or presses now with 

the use of the chest-sounds as far as A. in alt, nothing having been done for the 

equalizing of the voice-register and the use of the Falsetto, and no expert sur
veillance over her having been exercised by the superintendent. But he 

has often enough called out : " Only strong, powerful ! con espressione I" 
Whilst in Italy the very street boys sing with open throats and often with 

great effect their singable national airs in their language, which is so well 
adapted for singing, our northern throat-voices, to which, in addition, the 

German language opposes great difficulties, are sacrificed in the schools and 

musical societies with the utmost cold bloodedness and self-content, because 

of the neglect of every artistic preparatory training, by means of which alone the 

voices can be preserved and cultivated. 
Who is at the head of these Institutions ~-Musicians to whom real training 

in singing is unknown-not teachers of singing, who know how to combine 
a correct training with practical accomplishments. Their whole teaching consists 

at the most in exercises in sounding the correct notes, or in time-keeping. It is 

true these musicians say : " Those that come t.o my Academy must already be able 
to sing." What may that mean ~ Where are they to learn it ~ A.nd if you were 

by chance successful in really getting a few incautious yet pretty well trained 
and educated singers for your Singing Academy-does not the preservation 

of the voices already require the gre:Atest care and attention 1 Do yon bestow 
these on them 1 Have you the necessary acquirements to do it 1 Must not, 

for instance, these few trained voices sing by the side of singers so ill-trained 
that they cannot possibly have a clear and correct intonation1 Then what are 
these Institutions-do they improve, or do they destroy the voices '1 "They make 
musical I 11-A. fine consolation for lost voices!-" They teach to get the notes 
and to sing at sight l " A sweet comfort for a well developed voicelessness ! 

A Singing-Master that has no firm and decided judgment, that constantly 
wavers on this and on that side, and consequently contradicts himself in 

every lesson, and allows himself to be infitlenced by crooked, untenable views 
of other people-who ca.nnot recognise at once the capability, nature of the 
voice, ancl condition of the pupil, who cannot find the suitable means to remove 

from it in the shortest possible manner anything wrong or unnatural, and 

pursue the nearest road to a beautiful end-but without capricious and boasting 

theories of perfection-; who on the contrary doubts, scolds, hurts the feelings, 

offends, crushes instead of encouraging, acknowledges nothing instead of approving 
H 
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kindly what is right, rides the high horse instead of assisting kindly, and 

bestows at another time as un hounded he does hlame, and in this and 

simihtr ways kills the time snc:h a one nwy brve stored up ever so much 

real his snccessr:s will all tho !iamc remain far behind expectation. 

decision, energy, and a ~;harp, fine g1mwe, the art to neither 

one word too much nor one too litt1c, to he quite clear of one's and to 

raise with constant considerate kimlness the conmge and the self-confidence 

of the pnpil-t.his above all things is necessary to be a good teacher of singing 

nnd of the piano. 

" ::Hy Singers HTe being trained for the public-for the theatre, consequently 

they mnst loml, Rtndy mnch, produce the tone with force and with nmch ex-

penditure of breath-how else can they pt·oduce effect I" 

A nswe1·. 'Vlmt effect do they then·~ To my knowledge there is no 

other effect with ~nwh one;;;, than that at the E:nd of one or two years they 

withont a trace, w bile at the beginniug tlwy are applauded because 

they ttre young, and new, and have voi(~e, aml because the public is 

willi11g to encourage them. 

''From among twenty remarkable voices the Singing-master succeeds in 

bringing to moderately good pnrpose only one. Renee the decay of the SILt!l'IJn!Y

art.'1 

Answer. Keeping awn.y accidental disordel's or all voices 

quality up to about tho year. It the fault of the Singing-
masters alone thnt the ca;,;e i::; othc·nvise. 

":Many voices get a m the tone ·which is the harbinger of their 

disappearance." 

A nsu.:er. .AU vmces arc and remain more or less soft if the tone-formation 

is the right one. 

" Not to sing -with forced voice, lmt with a natural and easy intonation and 

and rn·h·ilego has been gnntcd by the public only 

to Henrietta to Lind, and their celebrated names are u 

pledge for approbation. 

A ns1cer. If it were not not real, not beautiful, how should 

have obtained these celebrated names! 

" Our Singers do also tt-y and and are unable to produce 

any effect with as is to be :oeen e\'cry day." 

Answer. Iudeed, I can we11 believe that: such n as forced voices with 

faulty intonation and too a m:;c of breath are prodncing, tk1t which modestly 
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remains in the throat and even deeper-this I certainly did not mt~an 

~-but instead of that I mean t!w tlu·e(~ tlw Ninth 

''Nor is given to all voice~, and many of them, do what you may, 

are not suited for it." 

Answer. \Vhat a untenable excu:-;e l There we see again tl1o failing 

of our times: the u; sought outside one's not within one's self, and 

m this, and only in this, the inventive power of our time is most astonishing. 

If the ·wrongly treated voices are after sonw Lime again, instc>acl of 

~then suddenly the fault lies in tlJC malformation of the throat, and m the 

of the London throat brushes. If voices lJaclly trained are no longe~: 

ilble to bring out then it is beenuse of the awkwarclrwss of nature, and 

because of the malformation of tlw organs necessary for it. Jf they nre able 

to produce only a ridiculous then it is the ftmlt of the ill:fonned uvula, 

and the existence of too many glands. 1f the tired nml worn-out voice can 

only grunt and groan several times a month and bas no tone, then it is because 

of the change in the weather and other reasons. If screrching, 

disa.gree<1.ble sounds offend the car-caused a too broadly drawn }tOsition 

of the month, then the body of tone goes crooke(l instead of stmight. If the poor 

forced tenor-voice is only able yet to even with mneh breath, blnut, 

hollow, veiled and sonnds, then it is calletl a nece8sary crisis, 

several of which crud nature requires in the conrse of training. If at last 

the tortured by continued and force(] rn·olongation, tum into 

calves' and sounds, or into and when the instrnctors at 

last observe it-at once again a crisis ! Alas, and not one of then:. thinks of the 

tlwee trifles I 

But what is it then that causes tl1C failure of our singin.~ teaclwn:~, several of 

whom are musical nnd posse;:;s a :fine car, feeling awl training, nnd have 

studied Singing-school;;, and besides slJO\'>' the most zcalons cmleavom· to act 

correctly 1 It IS precisely the tone-training, which cauuot he learned fron. 

books nor of from ved)(tl tl'arlition. A clear 1Jody of tone, an easy, 

free, aml natural intonation- tlw for·ward of the tonP1 the striking 

of it on the palette above the upper row of teeth 110 wa~:Jte of hre<tth 

the of the spealdng-r:;uunds---the equalization of the 

pmification ancl equalizing of the voice--and many ot.lwr things-· oh yes, all 

that somul.s vm·y uice :-hut to t<::neh all this in the slwl'test llHUUi.er, '.Yithout 

on~ the without ofl' from the l'it;Lt way, aml to lemn 

to iind ont. wit.11 younp: docs it 1ww, 
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or what may he wanting still mHl in what manner that is to be obtained, etc.

af that oune mst be a witness-often, very often. 

a1adame Schroecler-Devrient, who, as a young that had already 

obtained renown, came frorn Vienna to and who also wanted the true 

foundation of wondered not a little \vhen :M:ieksch drew her attention to 

this want. Thereupon she went with Mieksch through her first tone-training, 

and I am sure she will well remember yet the old master and the extraordinary 

experience he had in it. Mieksch learned it from Caselli, the pupil of Bcrnacchi. 

As a young Tenor he had just been singing with great acclamation in a Concert 

in the HiJtel de Pologne in Dresden, when he got himself introduced to Caselli, 

who had just entered, expecting to receive Caselli's homage also. The latter 

howeYer did not pay homage, but assured him frankly that the style of his 

singing was wrong, and that his voice, with such misuse and without undergoing 

the right tone-training, would succumb within a year. After a great and 

hard young Mieksch renounced further public acclamations and studied 

tone-training under Caselli, diligently and continuously after having first 

allowed his forced voice to rest for some time. 

Should it happen, howevct', that some singing-masters were accidentally 

and wHh the assistmJce of a fine instinct, to find out pretty correctly the 

first studies, and if they were to meet with a voice of beautiful and rare 

disposition, easy to lead and to form, then these studies are continued with 
altogether insufficient perstwerance, perhaps only a few weeks or months, 

instead of, according to organisation, a year or longer still. Richard Wagner 

feels that very well. "Why then w1·ite operrag for singing, when we have no longet· 
any Singers, uude O'l' feiiUtle ? " 

Since the time that modern progress has allowed tl1e possession of the three 

trifles to the past only, and instead of them proclaimed " Courage, power, 

two singing-uemons have been wandering over the world. They go hand in hand, 

destroy every voice, rend every educated ear, and let notlling remain but-

the empty opera-houses. One of these demons is what I have censured often 

already, far too much 'Waste of breath. Beautiful voices must almost alway~':! 

practise with full sail up to shouting, and, in addition' to that, loud sobbing 

also, and clumsy drawing of breath, and that only just when the tone ought 

to he already sounding 1 A ncl if with such tone-training, which must enervate 

the voice-ligaments in the quickest possible manner, everything else were right, 

and with this could be right-this one thing is quite sufficient to destroy every 

hope in the bud. Dut to rnl:lke quite sure that the voice-even the male voice-
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which can withstand. much more ill than the female voice, which is quickly 

driven to cutting sharpness or pressed back into the throat-shall be quickly 

destroyed, and by no means come to a beautiful and natural development-there 

is lurking already the other demon, rejoicing over the fruitful exertions of 
the first one, in order to kill what remains, at the performance of singing pieces 
executed on such a "basis. This is the most reckless fot·cing up of single tones to 

the utmost boundary, np to the highest exhaustion-the destruction of every 
voice foundation. The poor singer presses, blares, shakes the inmost marrow 

of the voice, in order that the two agents "courage and power," may be sure 
to come to the highest formation. But now there is ~::till wanting the "spirit," 
the " execution with light and shade." But this comes of itself in a Romance. 

The unfortunate, misled singer, who has to seek the execution in such operations, 

lays himself with such a force on certain tones, and whole strophes, and this 
in his best tone-register (the other registers no longer allow it), that the next 

ones of necessity must step back powerless into the throat, and the beautiful, 

youthful, fresh tenor or bass voice ends in exhausted, groaning speaking-sounds.
The romance is at an end now, and certainly courage, power, and spirit worked 

unitedly :-the problem is solved the more beautifully, because a rough 
accompaniment did perhaps still support the thing strikingly, bringing it to 

a general effectiveness. 
"\Vith such and similar proceedings, with which I must specially reckon 

the constant sustaining of the tones as far as the Forte, the voice is then to 
come ont quickly, to spread, to animate, to embellish itselH What unspoilt 

ear can still endm·e this tone-training torture, such singing performance 1 These 
then are the modern singing contributions to the embellishment of art, to the 
ennobling of taste, and to the refinement of feeling 1 Away with these demons! 
If my weak pen were able to contribute something to bring such singing-masters 
to their senses and to save, were it but some of our beautiful voices, then I should 
hold my mission-the purpose of my book, in regard to singing, as fulfilled. 

:Many prejudices I ha,·e already fought against with seriousness, with 

with success, without success. One thing is very obstinate, and hafl pursued 
me for years incessantly. A piano-player with a stiff touch, a touch proceeding 
from the arm, forced, and disagreeable, plays much, but in a manner decidedly 

ungraceful and vulgar. He feels this himself, and the playing of my pupils 
pleases him better. He wants me to transform his playing according to this 

better manner-but at the same time he wants to go on striking, pushing, forcing 
and making music accoeding to his own way, only, as we said, everything shall 
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improve and the finish become greater. If this player is not above twenty-tiv·e 

years of age, something·,can be done for improving his tonch, and also for 

his playing, but only by putting aside every one of his accustomed music-pieces, 

and substituting srna1l, easy which he must play diligently, and daily 

quite gently with loose fingers, and without permitting to the arm the very least 

influence in it. Else it is a hopeless case. \Vhere are wa to if he does not 

want to lay the foundation for improvement? How am I to build a roof, when 

the pillars do not rest on a firm foundation ~ I. have already treated this 
subject on ma.nifold occasions orally and in writing, hut tho thing happens 

again and and specially also with A girl of eighteen 

comes to me-she has heard of the good toue-craining of my singers, and 

she wishes to acquire it herself ah;o. To let me hear her voice she chooses the 

"Erlking" by Schuberb, this dangerous 

plished singers to horriole vagarieR. 

remnant of a beautiful, youthful 

which can mislead even accom

•vLat must I hear '1 vYith the 

whose have already been torn 

and dt·iven asunder, she shouts this Erlking with grof..tning and sobbing, 

with a force\l chest-voiee, and many of the most modern singing follies, 

but nevertheless with dramatic perception. This piercing voice foreed to 

the very utmost, filled me not only with horror, lJnt also with pity at snch 

splendid depth of tone and such unnaturalness. At the end of it lJer vmce 

succumbed to the exertion, and she only groaned mul croaked still and 

without tone. But by this performance she had freq lleutly in company made 

effect and moved her hearers to tears-it was her favourite piece. Let us leave 

such company-this s~td amateurism which is getting so obtrusive ever,pvhere. 

The is only eighteen years old, would it not be possible to save her ? I 

by means of gentle study, from the medium register to raise the voice up by 

degrees, according to my method already described. She conceives very well, 

and her pliant nature already awakens hope after six lessons ; the Falsetto made 

an appearance already, and the solmization brought out again her voice, wl1ieh 

had been pressed back into tl1e throat by ::~en::;eless exertions, better intonation 

to develope and tho returned within its IJatural 

boundaries. Then she came and declared, with the support of her mother, that 

she did intend to continne iu thi.s manner, but at the same time 

she could not which had heen so cleverly conceived by 

her, and which prodncetl such efl"'cts. She c;ame back a few times more,-1ny 

1~t out everything was destroyed A few months 

she had sacrificed her rntil·e voice to this Erlking. \Vhen 

one 1s so young, one is already (1nite <;nough. \Vhat a price for an 

Erll6ng '? The old gceat ::\Iieksch of Rossini 

the bst celebrated representative of the old t:chool-- has often ''l::l.rned we not to 
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express great and sure hope to such destroyed and worn out voices as al

ready have to fight with enervated vocal cords, even if youthfnlness were 

in their favour-fm' thorough help \vere seldom still possible. It is further 

an unfm·tunate eircnmstancc that such an over-strained strong voice must 

fil'st of all lose this dazzling strength, if there can be any q nestion ahont 1·ightly 

and it is impossible to know, whether the voice, after the chest register 

has been once brought back to its limits, can make its appearance again as 

strong and at the same time as beautiful. Let no musician, be he ever so 

talented and well educated, make himself a teaeher of singing, if he cannot unite 

with firmness in character patience, perseverance, and the quality of self

sacrifice-else he may experience little pleasure and little thanks. Even if the 

Er~king does not interfere-every voice, not to count innnmera,ble disturbances 

fmm without, new a1ul dijficnlt,ies. 

Teaclwrs of singing ! One word to many of yon concerning your accompani

ment to the studies, exercises and etc., of your pupils. You accompany 

quite ttS nR if yon were to enter into combat for life and death with 

the voices of your singers! Your Soprano singer is meant to fall in at the 

beginning of the lesson quite at F, on the flrst space of the treble stave 

without the use of any breath whatever, and to move herself from thence a 

fifth or a sixth up and back again, and guide and Jmw her voice forward by a 

gentle solmisation, and you make a noise with it., ancl. strike upon the keys 

us if yon had to acc_ompany big dmms and trumpets l Do you not feel then 

that you thereby lead your pupils to forcing, ~houting, aml everything that 

is ungraceful '1 And with such a din, such inappropriate exertion of power 

which i8 allied also with a sharp, pungent, restless touch, and very often with a 

constant tearing of the Chords, how c<m you possibly observe the tender 

operations of the singing-throat~ lVIust I still explain \vhat a number of 

disadvantages must be the re8ult of an ungraceful rough accornpaniment on the 

endeavour tv and well7 Are yon not of opinion that a fine, 

charming, but of conrsc at the same time decided, and firm accompaniment 

encourages Dncl supports the singer, improves and possibly also excites her 

enthusiasm 1 1H it not yom lmsiness genernJly to tt·y and train in every way 

your pupils' feeling for the l.'ight, the true, ami the beautiful·~ \Vhat is the 

eighi..een years' old girl to think of your '' feeling," of your "education," if 

you are drumming and Htriking if you were a member of the piano-fury 

club ~ And how do you accompany the Song, the Air? If foe example the 

smger softly, nncl wishes people to hea.r a fine artistic shacling, you make 
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use of that moment to make people ILea?' You, and to annoy the singer and the 

audience with a rough arti~:>tic shading in a hard and vulgar touch ~ A singing

master that does not sedulously endeavour to have a good and gentle touch 

on the piano, and does not always pay attention to himself, is wanting in tll_e 

very first fundamental condition-and the want of the three trifles stands 

in the closest connection with this. 

Strange ! A well-known Hinging-master has just sent me as a contribution 

for my meditations on singing his " Confession of Faith." Since it doe~:> not 

take much space, and is drawn up clearly, it shall follow here, although I do ~ot 

wish to be answerable for everything in it. The reader will agree with me : he 

should have named at least Rossini as the second living composer, and he should 

have given the fourth only to be guessed ! \Vas his reason for not naming 

Rossini perhaps this-that the Confession might be as short as possible 1 Or 

because Rossini has occupied himself for some years exclusively with the training 

of the Countess Orsini, who is at present producing universal rapture in Florence 

with her singing, and is called a second Lind, but to whom the modern ltl:llian, 

Parisian, and German singing art has remained totally unknown 1 

" Thousands of beautiful voices are treated, a thousand teachers of singing 
are at work daily in Europe, one singing-school after another makes its 

appearance--one hundred Solfeggi after another are printed- Conservatories 

for '3inging have been and continue to be established -great hopes are roused, 

splendid promises are made. Where ant the results? Where are the singers, 
male and female? ·where are the ripe fruits? I see none, and hear of none, I 

see only empty opera-houses and desolate concert-rooms. 

" Wit.h undaunted frankness I hereby confess that, for thirty years until 

this day, in no town, in no country, in no singing-institution, in no conservatory, 

however often I have been presen.t while instruction was given, however much I 

have heard singing, have I found one master or mistress that proceeded on 

the right basis, on which alone sure, bem(;tiful and lasting results can be 

expected. 

"What is the use of scales and solfeggi, what is the use of the five vowels, of 

singing sc9.les-of sustaining sounds on A-of singing staccato, of singing legato

what is the use of the dull
1 

of the clear display of tone,- what is the nse of the 

Htately, mysterious, braggart singing affectation- what is the use even of 

~:olmisation-what is the use of all that is right in itself, if one do not set 

out from the right basis in dealing with the tender and so easily destroyed voice, 

if one do not begin at the beginning 1 One ongl~t to, and one can begin only 
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by teaching a natural, easy, free intonation of the sounds without any \'isible 

and audible use of breath whatsoever-without any exertion whatsoever. 'Vitl1 

this must be united a careful Solmization, but absolutely no sustaining of sounds 

yet, which far too easily makes the voice heavy, lazy, and intractable. And 

this is either not done, or not done long enough, continuously enough, carefully 

enough. What happens instead ~ 

" The beautiful organs are cracked and destroyed at once in the first three 

to four month,; by forced breathing, by pressing out and disagreeable urging 

of the sound, by singing far too strongly, even by shouting and roaring with 

waste of breath and exertion of strength, in so nasty and frightful a manner that 

the cultured ear must turn away with horror. 

"Every one is by this time getting ready and cutting his quill against such 

an unheard-of confession. Gently, Sirs ! There are three exceptions to this. 

The first is the aged teacher of Jenny Lind in Stockholm, whom I know, not 

indeed personally, but by his deeds. All singer::; coming from him have the 

right tone-training, and have laid the right foundation for beautifLil and true 

:;inging, and for the preservation of it. That everything has been and is 

destroyed again, when German singing-masters have managed and do manage the 

further training-that is not my fault. The second one was Mieksch of Dresden, 

who some years ago, as he lay on his sick bed shortly before his death, in his 

eightieth year, sang to me the Scale with charming elegance, clear as bells, without 
the least exertion and without any audible use of breath. 

" And the thi,rd one I shall not name-that everyone of you may believe 

himself to be the THIRD one, and console himself with that. But do not, I 

beseech you, contmdict me with speeches and insults, with aestheticising, with 
bragging fino words, but-with deeds.- Farewell." 
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CHAPTER XI. 

Hans Hasty. 

In onler to combat common prejudices in a short and entertaining way, to correct 

wrong views, to chastise sloth, to oppose malicious distortions of sound aml well-tested 
views on teaching, to scourge gainsaying stupidity, and to continue at the same time 

··with my method :--I bring my readers again into my knod::e<l-ahout music life, an<l I pray 
them to accompany me,-this time to a-

MUSICAL Tl•~A l' ARTY AT HANS HAS1'Y'S. 

PERSONS. 

HANS HASTY, jovial and stupid-couu:H of Wl old nwsiculfamily. 

l\lRs. HASTL envious, and spiteful. 

LrzzrE, their Daughter, 13, dull-but talkative. 

ScHAKFI-m, her Piano Teacher, lrtkes very 1rwdt tro!lble; he enters at a later slafje. 

THAT, Teacher of the Piano, ~:ery very rough. 

E:\fl\IA, his l >anghter, Pianist, and musical. 

J.lb·I:J. lla~JtJJ (to 1'/w/). ThiH then is your daughter Emma, who is to give 

a concert to-morrow ~ She is S<lid to have leHH talent than your eldest daughter. 

1Yith her everything C(tme of itself: 

1'/utt. You must a;:;k my elde~t daughter herself about that. Till now 

I have been of opinion that each of them played right, each of them musically: 

each of them perhap::; beautifully, and yet each of them differently: this is 

the triumph of mnsical t~dncation. Moreover, this comparative criticism has 

got too stale already ! Pl'ay, madam, what else have you on your mind '1 
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Jfrs. ll. Has this one here also not been sent to school by you~ The 

eldest one, I know, could in her fourteenth year neither read nor write ! 

That. My daughters have always a special tutor, with whom I teach 

conjointly, 1'10 that even with fewer lessons a-day their scientific may keep 

equal pace with their artistic culture, and also time be left for walking 

about in open nature and for strengthening their bodies, whilst other children 

have to sweat nine hours a-day on the benches in the schools and institutions

n,nd have to pay for this with the loss of their health and of a joyous youth. 

Jft·s. II. Oh, come now, we know it well, Sir ! Your ehildren have to 

play the ~vlwle day-

That. .....Vot the night too? Yon wish, perhaps, to seek an explanation 

of their art hy that 1 I really wonder, madam, that you did not also hear of the 

latter, seeing that you have been informed of so many other bad things about me 

and my daughters ! 

.Jfrs. H. (Dismissing the point-suddenly). How old is your Emma 

1'eally 

That. Rtally she is sixteen years and seven weeks. 

11frs. H. Does she speak Frencl1 1 
That. Oui, elle parle jnm9ais-and also in sounds--a language understood 

throughout the whole worJcl. 

hhs. H. But she is so quiet ;--perhaps she does not like playing'? 

That. You have given her no opportunity yet to speak-forward she 

is not. For the rest, she has very mnch liked to play these two years. 

Jfrs. II. (Quickly). vV ell, look now, before that you have forced hel· 
after all then 1 

That. It is true that before, in her natural development, to which vanity 
and other impure motives were stranget·s, she played, or rather engaged in more 

serious studies, more from obedience and custom. Does your thirteen-year-old 

daughter engage in earnest studies also, always unasked~ Or does she go 

to school every day with pleasure 1 Or does she always knit, without being 

reminded of it~ Or-

jJ:b·s. II. (IntmTupting). I see, you are enamoured with your daughters! 

But yet you are said to be so honibly severe and cruel in the musical training 

of your children-or rather~ you are said to be always so. 

That. Do you mean that I am so frorn love? Or have you come to 

that conclusion, hecaus& they are urtist.s-or because thP-y look so blooming 

and healthy-or because they can write so nice letters -0r because they have not 

become distorted by embroidering-or becanse they are so harmless, natural, 

and modei:it 1-0r-

J/?'8. II. (hrritably). I...;et us leave that l But one good piece of advice I will 
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give yon: do not tax the strength of your Emma too much, as, I am sorry 

to say, you have done with the eldest one too . 

. That. If that is so, madam-she has thriven at least very well with it. 

J.lfrs. H. (Hotly.) But she would thrive better still-

That. If she did not play at all :-I can scarcely know that, and I have 

been told so already yesterday. Well, I hope you will in the meantime he 

content with Emma as she is ! 

Jfrs. fl. People like yon are absolutely deaf to advice. 

T!tat. As a teacher, I gave my whole soul to my subject, and every 

day I counselled with myself upon the education of my daughters and of other 

pupils that I have trained to be artists-and that wi!;h some ability. 

11hs. H. ( ... Vot heeding-tu1"1dng to Emrna ). Are not your fingers Rore 

in playing so difficult ~ 

'Tiuxt. Only if I should strike her ou them ; hut I don't do that. 
(Emma looks at the parrot, \Vhich hangs in the room, and strokes the large bull-dog.) 

Hans Hcusty. (Hntering 1.vith his Liz.zie). l\Ir. That, you ,.,·ill 

l1ave the kindness tl1en to watch our Lizzie's playing on the piano to-day and 

tell us whether we shall continuo in that way ~ Ay, ay, music is an old 

heirloom in our family, I must say : my wife also in her youth has strummetl a 

little, and I-I have played the violin. :My teacher in the High :::;chool, it 

is true, told me that I had no taste, no ear, and no sense of time, and that I 
scraped too much. 

Tlu:t>t. J\fost extraordinary ! He must have bepn mistaken ! 

!fans H. But I haYe always been dreadfnlly fond of music. 1\ly father 

and my grandfather have on our property even often played the organ in the 

church for the schoolmaster, and the people knew at once when they played. 

1\ly father has related that to me many a time at dinner-ha, ha, that was 

really funny. 

That. Extraordinary! 

H(tnB II. \Veil, yes, to come back upon my fidclle, I left it alone after 

a twelvemonth, because I found it myt:Jelf rather scrapy. 

That. Extraordinary ! Then your ear and your feeling had been further 

developed by this time. 

Ilc!in8 II. When I afterwards took a civil appointment, my wife said to 

me : "Husband, it is really a pity about your violin ;" then I got it strnng 

and took a teacher,-it is jnst as if it were to-day. 

That. (With eyes on the .floor-the servant brings in That is very 

extraordinary. 

Hans H. But the town-piper abo s:'d 1, that in dnets it was impossible 

to get on 'Yith me. 
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That. Extraordinary! Then I suppose you played only solos 1 But as 

to your daughter ! vVonld you play something to me, Miss Lizzie ~ 

.Jfrs. H. and gently). but she .is a little frightened, 

and is ashamed before yonr Emma. 

Emm(t;. You need not be so, indeed. 

J1b·s. II. Fetch then "Lcs Graces" by Herz, and the "Tremolo" by Rosellen. 

Lizzie. But, mamma, that by Herz I have forgotten, and the Tremolo I 

cannot play yet. That is always the way with me. Mr. Schaefer says I should 

console myself, it was the same with his other pupils--it would be sure to break 

out at last I But 1\Ir. Schaefer is very strict I Are you as strict, Mr. That 1 
Mrs. II. Yon have already heard me say-Mr That is the strictest of all

(jocosely) but he denies it. 
That. One thing yon must grant me, madam : all my pupils invariably 

look forward with pleasure to my lessons, and tlntt must always be so, because 

the progress is always visible and pleasa,ut, and everything is developed 

natRrally without forcing . 

.J..tlrs. II. (Less spitiful.) vVe shall not investigate that point further. 

How were it possible for your daughters to execute so many pieces, and that, 

moreover, by heart, if they had not to play the whole day, and you were not so 

crnel, while my Lizzie cannot through one withont :<ticking ? 

'That. Permit me--with you it is Schaefer's f-

Jlfrs. If. No, no-you must excuse me, Sir, we allow no slur to be cast on 

our Mr. Schaefer, he is very particular and uutiring-

Thctt. This is not the only thing required, but--· 

Hems 11. It iR really monstrou14, upon my honour; every talented person 

rnns to you-so that it ii'l ea.sy enough to teach !-Ha ! ha ! Do you observe 

that my grandLtther played the orga.n 1 ~ow, Lizzie, sit down aml play! 
(It is the Cava tina. from the Pimta with v J,riations. The introduction begins with 

E flat unisono. Lizzie takes unisono E natural, aml in the bass moreover misses it, and cries 
out, "Mamma, did I not tGll you -I have forgotten it!" Mr. Schaefer comes in-runs 
up to her, and puts her fingers on E flat.) 

Scltaifer. I yom.· paxdon, .Mr. That, I just want to set her a-going. To 

play before such connoi>'lsem·s makes her a little confnscd; her eyes are getting 

quite dim. Are there not tht·ee fi..tts marked, Lizzie 1 

/l(u~s II. Only c<~tu·age !-Oho, Lizzie cannot at the pedal, the bull-dog 

is lying in feont of it. John, take him out ! 
{After the removal of the ball-dog, Lizzie pbys to the fourth bar, when she takes 

C sharp instead of 0 natural, and stops.) 

Mz·s. IJ. \Yell, begin once more; Mr. That likes to hear these things-he 

has experiencml all that with his children already ! 
at the beginning, and gets as f:w as the eighth bar, when she stops again.) 
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Scl~aife1·. Don't disgrace mel vVell, 

did it pretty well a week ago. 
once more, my dear Lizzie-you 

(Lizzie begins anew, :tnd plays, or strums rather, as far as the eighteenth bar. Bnt now 

all is at an end, and she wants to rise.) 

That. Omit the introduction-it is too difficult. Begin at once with the 
Theme. 

LVhs. II. Oh yes the beautiful Theme! 

Hans II. (To his JVfje.) "VVe will go andleaYe those gentlemen alone. We 

will speak further a Lout that, gentlemen, over a cup of tea. 
(Lizzie refuses to play.) 

Tltat. :Mr. Schaefer, ask Lizzie to me some scales, 1:lome chords, some 

rwitlwut notes .1 

she has not in her fingers. You see, I always take 

one piece after another, but I have each one played as well as possible. I also 

repeat the difficult pa,rts, I write the correct fingeriug above it, and see strictly that 

she does uot take a wrong one-altogether I give myself much trouble and get quite 

hot by doing so. Lizzie is also oberlient, and practises her pieces every day for 

two hours-- but-but; 

(Lizzie retires to a distance with Emma.) 

That. \Vith the best intentions, you will not succeed, :Mr. Schaefer. Even 

if your Lizzie is only required to play as au amateur, and there is nothing higher 
aimed at, for which her talents besides would not be sufficient,-you must never

theless first of all htwe some care· to produce a rigltt tone, and do away with the 

robin redbreast tapping j you must try thereafter by mechanical exercises of all 

kinds, playing of scales, etc., to give her bands and fingers such readiness, firmness, 

and security, that she may he able to master her pieces at least tolerably with 

some degree of expressive tone and passahle touch. You are no less mistaken in 

the choice of the pieces, which are by far too difficult-a mistake of most tettehers, 

even up to the fa.rthest advanced pupil8. The that are to be performed 

must always be below the mechanical powers of the pupil, since otherwise mere 

fighting with the difficulties ever deprives the child of all confidence for the execu

tion, and produces stammering, sticking, indistinctness--nothing but unseemly 

results. Studies, exercises, etc., are especially to develop the mechanism, but not 

ordinary pieces (least of all, by certain celebrated cornpm;ers, who, it may be, 

do not even write ~o as to be adapted to the piano, or at leaRt have in view first of 

all more the mn>'lic than the player) in high~r regions perhaps even of Beethoven, 

which is the mot:it to be donlJted. In this \vay lay first of all a mechanicl.ll founda

tion~remem ber the readiness and rapidity of the fingers, the strengthening of 

them, and the touch in some degree at least, and at the same time continue al

ways with the learning of easy pieces by Hiinten, Burgmlillet', etc. ; this must 
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always lead to ~ome result without worrying yourself, the child, and tbe patents, 

and em hittering piano-playing. If you wish to produce by means of the study of 

ordinary pieces, and above all without the most carefnl selection, the mechanical 

readiness, which surely is indispensable for execution, you might require much 

time, deprive the pupil of every pleasure and interest in it, anJ this young girl 

Lizzie might far sooner get a husband than the satisfaction of executing a piece 

that she and others could enjoy. It will not do without a gradual development 

nnd training, without plan, reflection, meditation, speculation-toitlwut 1nethod. 

How can it come to anything if the child while playing has to iigbt at one and 

the same time with the touch, with the time, with the division, with the fingers, 

with the finge1·ing, with tbe perfect knowledge of the notes (mistaking the bass 

notes for the treble notes) ? And what a torment? \Vhat a loss of time witlwut 

1·esult? 
(Schaefer has listened full of confidence, anti a light seemed to have dawned on him. 

That and Schaefer go to tea.) 

Jlfrs. H. \Vell, gentlemen, have yon come to an understanding~ Is Lizzie not 

an obedient child ·1 She has to practise every day for two hours-if she i::; ever eo 

tired. Are we to continne iu that way, Mr. That ~ 

Schaefer. l\f r. That has (.b·awn my attention to several things, which I shall 

make use of. 

1'hat. They were a few trifles. 

llans H. I hope that after tea Miss Emma will also play us a small 

piece . 

.EnMJW. The piano i~ very much out of tune, several keys are dnmb, the 

pitch i::; flat, and the instrmnent altogether unsuitable to execute anything on it 
successfully. 

Hans H. Now, Miss Emma, I mnst beg yom· pardon : when we got the 

piano, sixteen years ago, it was praised by everybody as a capital piano. We 

made a good bargain at that time-for we bought it from our neighbour, who had 

for ::;ome years worked it nicely into playing order. 1\lr. Schaefer can confirm to 

you all I have said. 
(Emma nods doubtfully, and looks at Schaefer suspiciously.) 

!fans fl. (Continues.) :My violin has certainly also improved since the 

time I spoke of, which is now more than twenty years ago. If Lizzie were t'l. boy, 

npon my honour, she would have to lmrn the violin, so that it might remain in 

the family ! Ha, ha, ha! 

Tlutt. That would be extraordinary. 
(That ·wishes to take le:.we with his daughter.) 
ilfrs. H. (Condescendingly.) \Ve hope to see yon soon again, and then 

Lizzie shall play to you the Tremolo hy Rosellen; but Miss Emma must also play 

a small piece then. 
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11hat. You are extraordinarily kind. 
(That aml his daughter make their bow.) 

I have just got an invitation from :Mr. Gold, the banker : we are to hear the 

great celebrated pianist Forte; and, alas J there is to be singing. 'Ve are quite 

delighted in Rnticipation .. 

CHAPTER XI I. 

Aphorisms concerning Piano-playing. 

lVIy daughters play compositions by all great composers, and also the better 
class of drawing-room music. Eve1·y one-sidedness is detrimental to art. It i:,; 

just as wrong to play only Beethoven, as to play nothing by him ; or nothing 
but classical or only drawing-room music. lf the teacher chooses only tbe 

former for stQ.dy, then a good technique, a tolerably sound play, intelligence, and 
knowledge, are sufficient to succeed in o1taining an execution that is for the 

most part satisfactory. The music mostly indemnifies for a style of playing that 

is, according to circumstances, dry, cold, and too little or not finely shaded, for an 

indifferent or negligent touch, and other defects. Even a pretty good player, from 

the interest he bestows principally upon tbe composition, is often drawn away 

from a thoroughly correct and fine execution by the endeavour to raise the com

position by the most beautiful representation possible, and to give it with the 

best effect. And enthusiasm, at playing of classical music, if it is not hollow 

affectation, but a high revelation of the artistic nature, can take phce only 

when the cwtist, and not the pupil, is in question. ~eherefore with more advanced 

pupils I take in hand, for example, at the same time '<vith a Sonata by Beetl10ven, 

a N otturno or a \Valtz by Chopin, atHl a piece by St. Heller or Schulhoff, H ensdt, 

Carl Mayer, etc. Eleg:mce, smoothness, certain coquetries, neatness, purity, shad. 

ings of any and of special kinds-the art ofjine shading one must not wish to cultj. · 

vate on a Sonata hy Beethoven : much better opt)Ortunit,v to do this is offered 



65 
the last mentioned pieces, etc. But variety also entertains the player much 

more, it fixes his attention, does not tire him so easily, gua.rds him against 

negligences, furthers consciousness of art, and at last it surprises him agreeably 

if he is able to play at one and the same time three pieces so different in kind. 

" Execution cannot be taught-it must come of itself! " 

When is it to come then ~-\Vhen the stiff fingers are from fifty to sixty 

years old - and the execution remains fixed in them-so that nobody gets 

to hear anything 1-what a worn-out iclea t Just let us consider some of 

those with whom execution came of itself. X plays in finished and correct 

style, but his execution remains inartistic, cold, monotonous, he has too pedantic 

a care for the mechanism and the strictest time-keeping, he venture':! on no 

pp, he has too little tone and shading in the piano, and plays the forte too 

strong without consideration for the instrument. His crescendi and diminuendi 

are inappropriate, rough and often introduced in unsuitable places, and -
his r;·etardand,i ? Oh, they are very tiresome ! "But l\fil:\s Z, she plays differ

ently and more beautifully ! " She plays differently-but whether more 
heantifully-1 Do you like this violet-blue loveliness-this sickly paleness

this painted lie at the expense of every truth of character~ This affected and 

sw·eetly languishing manner, this rubato and tearing of musical phrases, this 
want of time-keeping,-this empty rubbish of feeling 7 Talent they both 
l1ave- but the execnt·ion was left to develop of ·its own cwcord. :Both would 
have become very good players-but now they have even lost the sense for 
idealistic aspiration, that moves within the limits of beauty, truth and natural
ness. If the p~1pils are left to themselves, they imitate easily and cleverly 
the inappropriate, the wt·ong things-but the appropriate, the right things, 
with difficulty and certainly with awkwardness. The little fellow that can 

scarcely speak already repeats a bad word, a slang word at once, and much 

more easily than a good one, that designates something noble. What teacher 

is there that has not already been surprised with that, and what old aunt has 

not already had occasion to laugh about it 1 "One's own way of feeling must 

not be thrust upon others l" That is not at all necessary-but one must 

be able to awaken the feeling of others, to guide it, and to form it without 

infringing upon their individual way of feeling, if it is not clearly on a wrong 

road, without suppressing or perhaps even destroying it. vVho is there that 

has not already heard Virtuo::~i and Singers that are in other respects to 
1{ 
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outward appearance very musical, whose manner of feeling is either ridiculous 

or afflicting ·~ 

It is admitted among other things that I have succeeded, more or less, 

with all my pupils, in producing a beautifnl touch. You wish to possess the 

exercises necessary for that end 1 Thereby however not much is gained yet, 

wl1at it depends on is how and 'When they are employed, and that, during the 

playing of other studies and pieces, the closest supervision must not be wanting, 

and that nothing must he given to be practised and played alone, that endangers 

again the good touch which is not yet firmly enough established, and that 

always destroys again what has been bni1t up in the lessons. As has been 

said, it does not depend on practising, on much practising,-merely on right 

1n·actising, and on seeing that the pupil does not turn into circuitous or 

into wrong ways. People ask constantly : ''how many hours a-day do your 

(laugh ten~ practise and play?" If it iR the number of hours of daily practising 

that gives the measure to the position of a Virtuoso, then my daughters are 

amongst the most unimportant ones-or do not at all belong to that class 

of pE'rsons. 

This is the place to expres& myself in greater detail upon the playing 

with a loose wrist, in order that I may not he misunderstood. The sounds 

that are produced with a loos0 wrist, will always resound softer, more charm

ing, and fuller, and permit of more and finer shadings, than the sharp and 

bodiless ones, which, with the assistance of the upper and lower arm are with 

nna voidable stiffnerss stung, tipped, or thrown out. Besides, with the rarest 

exception, a greater technique is far sooner and more beautifully to be learned 

than when the elbow works actively at the same time and the power derived 

from it is superadded. On the other hand, I do not wjsh to blame if some 

Virtuosi execute a rapid octave passage with a stiff wrist- they often make it 

very precise, in the quickest tempo, powerfully and expressively. It depends 

on the individuality of a pupil whether he leams it best and quickest in this 

manner, or with a loose wrist. The present professional Bravour-pJaying 

cannot however do ,vithout expertness in octaves-this belongs to it. I now 

come to the operation of the lool'le ami· independent fingers in general playing, 

that is, with already advanced pupils, who have mastered the elements. :Phe 
jinge'l"S rnust lay tl~emselt,es on the keys w'itlt a certc~in firmnr;ss, decision, 

qu,ickness, and strength, and learn to talce a firm hold of the key-board, else we 
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faint~ colourless, uncertain, crude playing, from which no beautiful Porta

mento, no piquant Staccato, no vivid accentuation can develop itself. But 

let every teacher look to it, meditating and striving for what is best, that 

thjs is done only gradually, with constant regard to the individual, and not 

at the expense of a beautiful style and a soft and charming touch. 

It is to the confusion of a part of the critics, artists, composers, and teachers, 

that the great general public show ~or natural, chaste, and elegantly trained 

singing, and for elegant, noble piano-playing, much more just judgment and 

appreciation, and know much more quickly what they are about-than those 
do. Capability of feeling and sense for the beautiful on the part of the public 

are less prejudiced, less perverted, more susceptible, more natural, and their 

manner of conception is not disturbed by reflections, by eagerness for fault

finding, and many other secondary matters; their point of view is not twisted 

and distorted. Jenny Lind is a striking proof of this, as well as several pianists. 

The new tendency proclaims also in piano-playing " a, higher beauty " 
than has hitherto existed. Now I ask all those that have remained in their 
senses ancl the champions of this tendency : wherein is it to consist ? Surely 
people cannot talk at random ahont a beauty that cannot be explained 1 
Several of such men of beauty I have just heard playing-playing ? no, 
tramping and stamping, and according to my logic I have come to the con
viction that the meaning is: '~a higher-quite different, quite opposite beauty"
an ugly beauty, which disagrees with every noble feeling of man. Yet our 

clever future age at once dismis::Jes such a conservative point of view 

with Goethe: "\Vhere ideas are wanting, a word presents itself at the right 

time." This piano-fury period described and lived through by me, is merely the 

introduction to this new work-only a gentle trial-only the first beginning 

to this piano of the future. Is it possible, then, that the most nonsensic11l 

raging and storming on the piano, when, during half-an hour not one musical 

idea became nor could possibly become clearly intelligible, and the most 

disagreeable and crudest treatment of a large Concert grand, continued with 

a frightful misuse of both the pedals, putting the surrounding persons into 
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discomfort, terror) staring, and astonishment, can ever be, and be called any

thing else than " a monstrous degeneracy without sense or understanding ~ " 
Is that meant for music, music of the future-beauty of the future~ Then 

possibly other ears are to be made for it-other feelings to be got ready
another nervous system to be procured 7 There we have the throat doctors 
again are already waiting in the back ground l What a new, grand 

'fl anatomic sphere of operation is opening for them ! Our times bring forth 
miscarriages that no intelligence of the intelligent comprehends-from which 

people start back shuddering aml terrified. Scarcely have excesses in the world's 

history ended, far greater. ones in music are to make up for it. But comfort 
yourselves, my readers : these solitary standing crazinesses-these last struggles 

of the musical madness-were they to b~ proclaimed with e'\rer so much arro

gance, they will not storm through the world. There is no longer a public for 

the thing, not even curious free-tickets, only a few paid needy people, would 
venture to endure such ''Concert performances of the Future." 

I am desired to express myself in regard to the superim· style of execution 

in piano-playing 7 This problem cannot be solved in writing, at least I 
cannot do I can only solve it practically on certain individuals. Such 
teachers as understand me and wi..;;h to understand me, will be sure to find in 
these Chapters the necessary material and the necessary indications for it, and 
I merely tell them : ''You teachers, who are endowed with the three trifles, try 
to excite in your pupils these same three trifles, to illustrate them and to develop 
them as much as you can, with devotion, with energy, with logical consequence 
-and everything will come with truth and beauty. Then you remain ;.;till 
in the Present, where there is much and infinite work to do yet. These three 

trifles certainly are not rooted in silliness, in want of talent, in crazy nonsense

and for this reason it is that the possessors of these qualities root in the Future 

and proclaim supe'rior, that is, opposite beauty. 

RULES FOR THE PIANO. 

" You must not begin a second piece, till you have mastered the .first. 

You must not play by heart, but look to the notes, else you will not learn 

to play at sight. 
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You must not play any piece that is not properly fingered, that you may not 

get into a habit of wrong fingering. 

You must not look to the keys at springing notes and chords, because it 

withdraws the attention from the music. 
You must learn to count while playing, that you may always keep exact 

tim.e.n 

To do justice for once to the spirit of the times: such and sirnilar tldngs 

belong to the posit,ions 'really gcLined byrne. I wish the musicians of the Future 
may also gain their positions as happily-'not hy empty fine words and 
phrases, and by thrashing empty straw-but, by practical successful opercttion, 

ancl by striving for hnp'rovernent. 

" But what is the use of your method, if we get pupils that have been 
playing for years many pieces from notes, but have played them badly, and 
who are to be brought to play better 1" 

This is held· up to me so often. Has not my first Chapter already answered 

that~ First and foremost let all notes that have been played be pub aside 
for a long time, for the bad playing of the pupil is l:)O closely associated with 
these pieces, that all repairs are in vain, because the shaky house wants the 
foundation. Improve then first of all the touch, form an improved and connected 
scale, let them frequently transpose the Cadence to the Dominant and Sub
dominant, prescribe on the diminished chords of the seventh passages of many 
varieties with a good, equal, and calm foundation of fingering, staccato and 
legato, piano and forte, and turn all your attention to loose fingers and loose 
wrist and-do not any longer allow playing in the air, etc. According to 
the capability of the pupil, do not be long in_ taking at the same time a piece 
entirely new to him. \V e cannot and must not wish entirely to transform 

such a pupil of a sudden, even if he were most anxious, and at the same 
time were most obedient. But you must choose for him a drawing-room piece 

quite adapted for the piano, easy for him, and short; in which he can find 

pleasure because of an unaccu:::~tomed improved execution, which does not 
tire him. But should you find, that in it he falls into his old incorrect 

habits, and that his improved manipulation to which he has not yet got 
sufficiently accustomed, is endangered--well, then, put the piece aside again, 
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and take instead a small suitable study, a small Praeludium by Bach, etc. 

If you were to choose, however, for instance, a capacious Sonata, where the 

music can the easier draw him off from the improved manipulation, then 

you lose out of sight your chief object, you employ yourself with secondary 

matters, you scold and speak in vain and will not succeed. Strive, think, 

and speculate only, and do it psychologically. All can be done, but nothing 

can be gained by precipitation, by forcing, and scolding. Learn to repair 

spoiled and over-strained Soprano voices-by doing so, one gets careful, patient, 

calm, humble- altogether a good man. Alas ! that is a far m~n·e thank

less task and is far more rarely successful, whilst on the piano certctin results are 

always to be obtained. 

An often discussed subject-! must once more refer to it, in order to come 

again to the assistance of our Ladies in their general piano-trouble. Since a 

short time ago, I have again heard performances in small and companies

on used and unused, tuned and untuned pianos-before and after dinner-at 

ease and ill at ease-by elder and by younger Ladies-in this or in that town
with more or with Jess talent : the effect on the whole was the same : 

Your ear may perhaps find out, that they can get through the piece at home 
before the teacher and the parents, but that is not enough to save the hearer 
from· weariness, discomfort, and all kinr]s of confusion. Respected Ladies ! 

you play over and over again two Mazurkas) two \Valtzes, two Notturni and 
the Funeral-march by Chopin, the Mazurka and other pieces by Schulhoff, the 

Trill-study and the Tremo]o by Charles Mayer, etc.-it is all the same. You 

might perhaps master these pretty well, hut you do not master them, 

on. the contrary you, are mastered. You confused, and the hearers still 

more so. At the end there are excuses of all kinds, doubtful praise, encourage

ment to continue thus, with an acknowledgment that the hands are so very 

suitable for piano-playing, with frightened, forced congratulations to the parents 

and the teachers, but people are glad that .the fatal Soiree is at an end, and- I 

myself, I am still sighing the next day over the unlucky) meagrely and tediously 

played Funeral-march by Chopin, and over the timid B fiat major Mazurka 

by Schulhoff, and e:specially over your le/t hand, which always fails you nt the 
springing, difficult Basses now used, and at the much modulating and harmonious 

pieces. Your Bass-part is feeble from frightened and wrong · sounds, several 

bass-notes do not sound at all, or the little finger remains disconcerted lying 
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on instead of striking courageously and boldly an elastic quaver, the chords are 

feeble and faulty, you do not give them their full value, you lift the hand too soon, 

becanse you are afraid you will not be able quickly enough to get at the low 

note again ; instead of that you prefer to remain hanging in the air- one 

missing sound draws another after it. The right hand, being the more skilful 

one, wishes to play with expression, and perhaps does so, but the thing becomes 

the rnore observable because of that : the Bass note is wanting, or you mistake 

the key and lose yourself; in short, the thing comes to a horrible end. I l1ave, 

in consequence, a restless night ;-I dream, it is true, of your pretty hands, 

bnt the wrong or bad notes present themselves like haunting goblins and will

o'-the-wisps, and I rise with a head-ache instead of with pleasant recollections. 

Let me give yon an advice: Play ctnd pradise your Ba,ss-parts muclt and fre

quently, slow, and then faster, for a wee!;, oT a fortnight, without using the ~·ight 

ltand, that you may be able to turn all your attention to it for clear, correct, and 

sure playing. And if thereafter you are able to get. through your JVIaznrka 

tolerably, do not by any means think that you must therefore at once perform 

it before others, as usual under aggravating circumstances. You must first 

be able to play it for yourself with facility many times, .also in a qu·icke1· tempo, 

readily and clearly, before you mean to perform it more slowly before others. 

First, at any rate, practise frequently the difficnlt parts of the right hand~ 

and especially the difficult and bold conclusion, so as not to alarm the hearer.~; 

with ruggedness, rustling, timidity, and faintness. " Beginning and ending 

well,-makes all well : '' an old rule. And the springing Bass, first practise it 

over and over again by yourself-else it will not do ! An unclear and faulty 
Bass without any expression and accentuation, spoils everything-·-even the good 
humour of your audience. Anothet· thing : you know now the N otturno 
in E flat by Chopin, :1~;d you have played it along with r:;everal other thing/:\. 
A week after, you are a uddenly asked to perform. You select this N otturno, 
for did you not play it for four weeks almost t>very day 1 Behold ! the evil 
genius of the piano presents itself-yon again play a wrong note in the Bass, 
and at the point where it modulates, the little, weak finger touches too 

timidly; pah! the Bass-sound is a failure. Yon get embarrassed and your 

emharrassment goes on increasing, the musical aunt also gets alarmed, your 

teacl1er's blood rnshes to his head, and I ?-I murmur to myself: "c'est toujou~·s 

ln n~eme." Onr present modern springing Basses require very much practic>:>. 
and great sureness·: it is necessary that yon should know the piece hy heart 

so as to be able to direct your whole attention to the left hand it is 

necessary that you acquire a good and firm touch ; else you cannot finely 

Hccentuate and shade-- it is necessary that you shonlcl · never play w-ithout 

p1·eparat,ion pieces where an elegant execution is of importance, else you will 
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again be tripped up by the single difficulties-it is necessary that you should especi

ally remember the foundation, the Bass, else the whole small house falls in ! 

The one thing is surely better than the other-of two evils people choose the 

least. You have been playing now from six to eight years. Is it worth the 

trouble, if you thereby prepare for yourself and others nothing but ernbar1·ass

rnents? Easy, unimportant little bits of things you do not wish to play, and

such pieces do require diligence, eairnestness, and perseverance. 

YouNG LAmEs! 

How a n1an stands, walks, moves, how he talks, bows, takes off and puts 

on his hat, and performs his home . dnties-by these marks one can recognise 

him easily, and one is rarely mistaken. The way you sib down before the piano 

-from that one can almost decide beforehand how you play, what ym{; can do,

You crawl to the piano slowly, almost under compulsion, bending somevvhat, 

and shy, you sit clown from embarrassment either l>efore a 1 or 0 2 instead of 

F.-You are sitting doubtfully, only in a half and half way, with the body swung 
either too much to the right or too much to the left, too far from or too near the 
instrument, maybe even somewhat too high or too low, in one word, as if on 
the fatal stool yon weTe in the wrong plcwe. You sit in such a way that no 
confidence can be inspired by it, and you show by it that you have no confidence 

yourself. How then could you possibly h<l.ve under command a large seven 
octave grand piano if you do not sit exactly in the middle, with straight, erect 

body, and with both feet before the two Pedals'? You wish to conver~::~e and 

to have friendly and confidential intercourse with your friend, and half turned 

aside yon do not want to look into his face 7 If it even were not so detrimental 

and full of danger, as it really is, yet propriety itself, wisdom itself requires that 

by the right bodily mo,rement, by a certain decision and determination, I shonld 

at the outset inspire the hearer with confidence in me and in my playing, and 
try to awaken a good opinion of me. 

Now, it i~:~ true, there are some Virtuosi who, by tossing themselves care

le:::~sly, or throwing themselves with an easy air clown on the chair befot·e the 

piano, try to express the geniality that is wanting to their playing, or by 

fashionable negligence wish to indicate how much they are above a beautiful 

picmo performance. But suck manifestations of an educated mind, such an 

expression of earnestness of feeling is foreign t() you--you do the like only 
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from faint-heartedness, from a modest distrust in your powers, which you have 

no need of doing. Our great, good masters, such as Field, Hummel, Moscheles, 

!Yiendelssohn, and others, did noiJ like such inappropriateness, such displays, 

such explosions of genius-they went before the public on their task with earnest

ness, devotion, and respect. 
Let us turn away from these piano-excesses-but not from the pittno ~ 

TALENTS. 

Manifold and rich experience is required in order rightly to appreciaiJe 

young musical talents. The first manifestation of talent, interest in melody, 

feeling for time and for accent, tendency to a certain, though often wrong, 

execution, easy power of conception, a natural tum for playing, ear, 

versatility of mind, quick progress, pliancy, visible pleasure,-if all 

this, or part of it, is already observ~thle in earliest youtl~, do not yet on 

that account raise sanguine hopes, and do not deceive yourselves. Such 

phenomena I have often met-I have had to train such like miraculous 

little animals. The progress was quick-they understood everything at once, 

if I did not take up continuously their fickle attention. I was already dreaming 

about immense sensation, which this clever wonderful youth would produce, 
when from twelve to fourteen years old : already I saw in my mind's eye 
the fulfilment of my ideal !-but just then came the Stand-still, an awkward 
position, when the teacher knows neither what nor how to do. 1\:fusical nature 
has so to say exhausted itself, outlived itself,-the pupil feels this himself, 
his interest in piano-playing, in music, subsides, all at once he plays carelessly, 
powerlessly, thoughtlessly-with a visible slackness. Ont into the air-to open 
nature- travel ! I allowed long rests to step in ; he was content with that, 

did not ask for the piano, or he merely strummed. "\V e begin again-but we 

grin(} on without great success-yet l10 became "a musician," but afterwards at 

the most he classed among such players as can be found by the dozen, and at 

last he gave common-place piano-lessons. Similar stoppages, it is true, occur with all 

pupils and especially with girls, but they are not so la$ting, so desperate, they 

do not announce such exhaustion. Yon get over it with a small pause, by 

relaxing serious studies, you play with them from the notes, you try theory, 

you make trials of composition and extemporizing, you have them hea.r other players, 

worse and better ones, you give them interesting books to read, perhaps make 
them acquainted with Beethoven, etr.. 

J, 



74 
Such experiences, then, and the unskilful treatment that often takes place 

with them, explain for the most part the sudden turning up in our century 

and the eq1'1.ally quick disappearance of innumerable infant prodigies, who raised 

hopes, and who have almost all disappeared and hid.den themselves, or have not 

become anything satisfactory. 

A development, which went on step by almost clumsily, often appar-

ently in stagnation, yet nevertheless with a certain kind of steadiness, with some 

sensibility and a dreamy inwardness and a musical instinct, with which also 

may be associated a kind of dreaminess, which went on with a slow awakening, 

and reqnired for an operation demanding such patience and perseverance 

six. years and more, and at the same time where the childlike and the childish 

did not permit of any mischievous speculation as to the future, this I have always 

liked best, and the result, unless destiny stopped or forcibly disturbed my 

education and training, was ahvays with me the desired one. But what patience 

and perseverance are required for it! Often have I meditated over the slow 

development of my pupils, and I have discussed it earnestly-also playfully: 

I may ·be allowed to do the latter here, and to that end I descend into the 

animal kingdom to establish five phases, five stages of human development. 

Pi,rst stage. Maggot. In his first two or three years, man stands far 

below the animal, which knows with its splendid, very quickly developed 
instinct, how to distinguish the good from the bad--the useful from the hurtful. 
The child, without thinking anything about it, rolls down from -the table 

and breaks his head, or poisons himself by licking poisonous herbs or arsenic.
N evertheless let him hear many and clear sound8, music, singing, etc. He 
will soon learn to listen, together with the little black poodle. Some idea is 
dawning already in him that beside mamma, nurse, doll, birch, and sound of 
words, there is something else still, which is audible and not unpleasant to 

the ear. 
Second stage. J.lfwrmot. From four to seven years. Now is developed 

that instinct which is surprising to the observer in the first fortnight of the 

animal's life. Here begins the mechanism, at least with a correct finger 

movement on the table. The child is told. that those beautiful sounds which 

he has heard fl'om the time of his birth will now be produced by himself, but 

that for this a very quick and at the same tirae quiet finger-movement is required, 

which must be acquired by practising.. That this is in the order of things, 

because man's destiny is. to learn. He is made to strike on the table '.vit.h the 

outstretched thumb, with his hand laid on the taJ:le and acting independently of 

the arm,-.then with the first, second, third fingers in an almost perpendicular 

position, and with the little finger in an outstretched position ;-then 

with the thumb and second finger together he is made to strike a Third 
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with the thumb and third finger a Fourth, sometimes with the right hand, 

sometimes with the left hand, or with both hands together, &c. .Just meditate a 

little, Gentlemen : that is very interesting, if you are at the same time philosopher 

and teacher. As long as Composers do not study scores adapted to the voice

as long as the piano-teachers do not study logic, and the teachers of singing 

voices-how can matters improve~ I return to the animal kingdom and call the 

Third Stage. Sea-calf. From seven to t\velve years. The latest investiga

tions and observations in the animal kingdom have led to the conviction that 

it is no longer the elephant that is the most sagacious but the " Sea

calf," which already evinces some kind of hurna~ sensation, especially when 

it is to be killed. It tries to arouse compassion, etc. In short, this animal 

also pleases me better than the clumsy elepha.nt. At this dage naughtiness 

begins, and at the same time begin-the notes,-but not Beethoven. That 

would be an unlucky musical philanthropy !-Violent displayE of force, the 

uncouth, the running off with the table corners, a zig-zag of sturdy instinct 

and thoughts quick as lightning, giddy and na:ive notions, disobedience} much 

appetite, etc., all this one must try to model and to make use of for one's end. 

Yon understand me, Gentlemen ~ 

Fourth stage. J.lfan? No, indeed, "Man" does not advance so fast. 

You good parents, who would like so much to see fruits for your care 

and trouble, be patient !-Before that there is to come human presentiment I 
It is a nice point of view : youth steps from the animal into tlmt 

of man and is often unable to forget the former, revels still in sweet recollection:-;; 

of it. Try now gently and cautiously Beethoven, Chopin, Schumann, and 
the like. This peculiar species " one-fourth animal three-fourths man," needs 
stimulation, up, the most judicious gllidance, and also fancy 
must be stirred and shaken, so that reflection, consciousness, feeling of the 
spirit, disposition, creative power, inward conditions of formative power may 
be preserved, and one must endeavour to this chaos to a distinct aml 
beautiful appearance. 

Now comes the 

Fifth Stage. This is better than the third stage of our opera 

";Jhrn " in his eighteenth year. The years you must modify for yonrselve::~ 

according to the individuals-wholly at your pleasure. But if I were further 

to on the four natural history stages of man, and moreover treat on 

nwn l~Jirnself, should I not have to write a whole hook, and-that could not 

be interesting. I have already, as it is, to request your indulgence for my 

jest-should I be obliged to implore it for a wea~-isome book ·J l\'Iy daughter:-; 

would not thank me for that,--· they are very sensiti ve.-Bnt, nevertheless, I 

must very gently whisper to you: 
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i' .My Jaughters, like many other daughters, have lived through 

these five nice musical stages in the most careful and the most 
complete manner! "-I must know that l>est! 

Here is the answer to many curious questions. 

CAUTION. 

I caution my piano-play~rs-and others too-while they are playing : 
1. Against every improper and overdone demeanour. Why wish to make an 

appearance and an impression by foppishness, grimaces of all sorts-why by 

the oddest and strangest Virtuoso--like affectation 1 Play only beautifully 

and musically, comporting yourselves modestly and becomingly, direct your 
whole attention to the business in hand, to the performance, and try to interest 

the public, which is so easily distracted, in your performance alone.-Fools of 

genius must no longer play in public. 

2. Do not apply yourselves principally to artistic specialities. 'Vhy show off 
eYer and again your Octave-play, your shakes, your expertness in jumps, enor

mous expansions or other self-invented piano-tricks 1 By this you do nothing but 
cause weariness, ennu,i, disgust-at least you make yourselves ridicu]ous. 

3. Play good music, but in a musical, sensible manner. The public uoes not 
want to hear any longer the paltry hotch-potch, the tedious studies, the Transyl
vanian rhapsodies, the fantasias without phantasy, the monotonous piano-horror, the 
endless, cheap, unmeaning, absurd cadences. Learn, then, to recognise your time, 
and look about you in the world. Why wish always to bore on the same spot 
into the wall with the horn you were born with ! Is that the future or the past ? 

4. Do not make yourselves ridiculous with new inventions in piano-playing. 

I mention for instance the most fooliRh one of these times. You want to produce 

a tremolo on one note, as the violinists and the cello players-more's the pity-do 
far too much. Do not let yourselves be laughed at by every piano-maker's apprentice. 
Do you, then, unden.,:tand nothing whatever of the mechanism of a piano ~ You 

have been handling it and partly storming about on it for decades, and do not even 

obtain a superficial knowledge of the mechanism 1 While the tone is resounding, 

the hammer, which has produced the tone by touching the strings, falls 
off at once, and now you may afterwards fondle the touch which put the 

hammer in motion and push a.bout on it a.nd stagger about giddily as much as you 

like-nothing can come out of it, be shaken out of it, be tremulated out of it. Only 

the public tremnlate, that is, smile over your harlequinade. 
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5. Leave alone t.he many and wide spans. Scattered harmonies, it is true, 

produce beautiful effects: but not by a too frequent and anxious application at 

every possible opportunity. What is most beautiful in art may become affec

tation, and it ever leads to onesidedness. A1·t be many-sided and never 

must there be a glimmer of the intention of turning the means into the end. 

And further, I also give it to be considered that too frequent and too wide 

stretching enervates the muscles, and endangers and renders doubtful the entire 

power of the fingers and the hand, an even and healthy touch and the best 

play. Very cautiously, therefore, and only by degrees, let the teachers train 

the hands of their pupils, especially of young girls, to expansion and a wider 

spanning. To be able to learn at last to span a tenth-I should think that 

would be enough. 

6. Ladies ! yon have conjured up for yourselves, beside your want of self

confidence, from which springs unart'istic, nervous haste, an additional small piano 

demon in the latest fashion. Sleeves or cuff's almost a yard in circumference 

swing and flap around yonr beautiful arm, and coloured ribbons, too, swing and 

flap around your wrist, and consequently when you have to play lively figures and 

passages all over the keyboard up and down, you drag behind with your arms 

these white, tender, large laced bags, and at crossing over you have to lift your 

bands double the necessary height else they get into danger of burrowing into 

each other's bags-and instead of hearing sounds the hearers might only in the 

end get to see arms, though beautiful ones, without hands. But to this sensible 

piano-swing you add, moreover, a light shawl, which flutters about roguishly on both 

arms, that your fight with obstacles may be sure to still greate1· and more 

visible. The rings, the bracelets, the curls hanging down over the face, the tight
laced body, and so forth-! will not go on to consider at all. 

7. Before performing a piece, play up and down in piano and forte, in general 

with shading, some skilful chords and some elegant passages or scales, but no stupid 

stuff, as I have heard many Virtuosi do-that yon may try whether the condition 

of the piano at the moment does not put some unexpected obstacle in your way. 

With those \Yonderftd bags over your arms, and with the roguish shawl, you are at 

least conversant, and you have had to make yourselves conversant with them 

while eating and drinking, to avoid dipping them into your food---but here you 

certainly might have to contend with something unforeseen. And be sure to 

sound well the inevitable pedal ! A rattling, squeaking, rumbling pedal is a 

frightful piano-phenomenon, and I should like to know whether the democmtic 

piano of the future will also deal in that. The funeral march by Chopin, with 

the necessary accompaniment of a groaning pedal, even if you should not miss the 

right keys in the Bass, or omit some of them altogether--who can describe tlw 

effect of this mournful march 7 
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8. Concerning sittvng at the piano, I have, with your permission, pt•e

pared a separate small paragraph-and I refer you to that. 
9. While Rtudying, leave alone all exterior means of assistance--even the 

"silent keyboard," which, with the most cautious application, might not be with
out advantage. Strength, you may be sure, will come in time-do not act precipi
tately as regards your nature-the table is the best silent keyboard. I have 
treated of that already. Neither is the hand-guide necessary. 'J.1he advantages 
are fully equalled by its disadvantages. 

10. Do not allow the audience to be too close to you while you are playing. 
Do not play the same piece as an enccn·e, but you may stop in the middle of your 
playing if there is loud and continuous speaking, etc. Do me the honour once 
more to attend my soirees. I am no dramatic poet, I confess, but I can relate to 
you many an interesting and comical thing, and many a thing that I have myself 

experienced. 

C H A P T E R X I I I. 

Quack Doctors. 

We have no longer an Opera in Europe -merely opera-houses that wait in 
vain for the Ememble, which can no longer be had. There are left only solitary 
singers and lady-singers, and even these are already partly ruins as regards sing
ing. They are travelling about and assisting here and there, or they are standing 
solitary, and round about them is a veritable singing misery. Now here is to be 
found now the artistic ensemble which twenty-five or thirty years ago, in Vienna, 
Dresden, Ber:in, Paris, and London, enchanted every one and made an impression 
never to be forgotten; for that which is absolutely beautiful, be it ancient or new, 
will always produce the same effect. All that is now left to us is the recollection, 
and our sole consolation is that our young composers of the progressive part.y and 
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our music philosophers are kind enough to be indulgent with this weakness of old 

age-a point of view they have long ago advanced beyond-and to judge it with 

forbearance. This, it is true, requires a degree of resignation which we must 

thankfully recognise ; for they are already sufficiently above this paltry sphere, 

in which beautiful singing moves in endless gradations, and affords composers 

boundless scope for action, because they stir within themselves nothing but 

great things and place themselves at the fresh youthful stand-point of the present 

music of the future. Since, however, one step in advance brings another after it, the 

singing-masters, the hodmen, walk of course behind, and when they also have 

advanced beyond one point of view, namely that of" the old school," they furnish 

the stones for the new building-for the new Declaiming and Instrumental

operas. So they no longer train singer:-;, but '( Ecreamers," who occasionally 

add something of their own in small quaver-melodies and many detached scream

ing explosions. 

The new position calls this to be dissolved in the artistic work-we ancient 

ones however call it to be dissolved without a1·tistic work. We obstinately 

refuse to budge from our position, and believe rigidly and firmly that noble, 

chaste singing, with its ever-enduring charm and sustained and protracted 

melody, must remain true as long as music shall exist. No doubt this standing

still of ours must be regretted by the party of Progress. According to the 

latter, this same art of singing still belongs solely to the ''old ear and the old 

school," no longer to life and to young improved ears who have to '~solve" 

quite other problems than to prepare for man the highest enjoyment of art 

by means of that beautiful singing style which has been established now for 
three hundred years. This they have luckily overcome, then, and also these 
" vexatious melodies," but there are yet left some other difficulties to overcome. 
In particular none of us-alas, and there are many of us who found the high, beauti

ful, incomparable problem "solved" in the artistic singing of Catalani, Fodor, 
Persiani, Gri~;i, Schroder-Devrient, Milder-Hauptmann, Jenny Lind, Henrietta 
Sontag, Rubini, T .. ablache, and others-none of usjoin in" solving the problem," 
uor shall we at all "resolve" to take many tickets for such performances ; for if we 

wish to hear instrumental music, then we go to hear symphonies, etc. Our 

conservative ears take no delight in those raging, furious instrumental masses, in 

those roaring sounds i.n which the hunted and tormented singer can only join with 

a tortured, unnatu1·al, disagreeable, ripieno-voice. Although Kant has called the 

" Sublime " a "pleasure effected through pain," (pos~:~ibly, however, he does not 

refer to the pain of tormented singers)-we nevertheless think on the other hand 

according to our mistaken judgment, that the "disagreeable" is a self-destroying 

lie, that it. can only be tru,nsitory, and can never become "truth." I cannot 

refrain since we speak of the "disagreeable," to confess that I have just lying 
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before me a compm;ition by a celebl·ated composer of the "newest progress party." 

It consists of a queer, bombastic, and much modulating piano-study, to which he 

has added here and there solitary notes with underlying text. On tbe .top above 

is printed "Longing for the distant loved one ! " A conservative like myself, 

who misjudges the newly begun Messianic period "in its essence," and who 

cannot banish from his ears the airs of Fr. Schubert and the "Distant loved one" 

by Beethoven, thinks "Longing for present singing nonsense by a man of pro

gress" would be a much more descriptive title. But to return to the" grand 

disagreeable ! " Those great instrumental operas by Berlioz, Halevy and others, 

cannot do with such glass-shade-singers as the above-mentioned--(not to make 

allusion to the story of the fox and the grapes),--they have nevertheless

and that is another difficulty-to look about for such as have much voice and are 

able and willing to scream with all their might. But since the vitality of the 

voices that are made to fit to these new works of art can naturally be but 

very limited, and since, on the other hand, dread of these· gigantic tasks will 

prevent many singers from letting their po·wers be rnined in the Art of 

. the Future, so the deficiency in good singing powers must become greater 

and greater the more actively the men of progress create new works of art 

and have them performed. This of course must in some clever manner be 

compensated for, and I doubt not that the inventive powers of the progress

party will also be able to solve this problem. I hear already Homething of 

several proposals ; for instance, to have the text deelaimed by declaimers with 

stentorian voices, who are mnch easier to find than soprano-voices, and to have 

the above-mentioned repieno-sounds played by several large tubas, so that the 

"total-effect" may not be lost. And-seriously : that will certainly not sound 

any longer so nervous but much 'iiW're natural; and then we old ones shall also 

be sufficiently curious to listen to this wonderful music, and perhaps may thus be 

induced to follow the trail of the progress-party. But further: what a gain, what 

bliss, then, for tlw poor tormented conductors I No illness, no caprice, no nervousness, 

no disgust, no terror of the singers at such tasks, will any longer disturb the per

formances, and should ever such a tuba meet with an accident, a new one can 

easily be at once obtained for a few crowns, and progre8s then suffers no longer 

the least delay, the least interruption. Yet, in the meantime, singing is still to 

continue to be a small part of the whole?-\Vell, our times, which can boast of so 

many wonderful phenomena, may perhaps abo assist in that, and the throat 

physicians of Paris, London, and other places, may probably be only gentle forerun

ners of Rpecial quack-doctors, who al·e already quietly making experiments in their 

subterranean laboratories, by means of animal and artificial magnetism, galvanism, 

electric bat.teries, or maybe even by means of ethereal singing-telegraphs, to assist 

the torn and worn throat-voices of progress and to hreathe into them indestructible 
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life. This certainly would be the most desirable thing, since tubas are truly not 

so presentable as 1·eal nicely dressed human beings, if these no longer give out 

crushed, strained, squeaking, and groaning sounds, but are able with a fnll 

indestructible chest to operate in concert with trumpets, trombones, and big 
drums. 

Till the a hove-mentioned experiments have come into practical use, I rnyself 

however shall take the liberty to come forward as "Quack-doctor," and with 

one bold hit at our opera-life, to give a description of 

THE THREE STAGES OJ<' OUR LADY OPERA SINGERS. 

Our Mezzo-Sopranos, who are obliged (because of the present high pitch 

and other reasons) to screw up their voices in the opera a third and perhaps 

even more, and in doing so make use of the modern forced manner of singing, 

undergo generally within the space of from one to three years-according as 

they possess a more or less firm, fresh1 full, high voice, the following three 
stages:·-

FIRST STAGE. By undertaking the too high, first youthful parts, or 

maybe even the unsingable ones in the newest progress-operas, the still fresh, 

vigorous life gets, indeed, boldness, expertness1 security in the notes-and 

yet the is <mly in appea·rance.-The medium register gets pale, rather un

certain, and meaningless, the intonation changes, wastes breath and aspirates too 

much, the pronunciation gets more burdensome, and the sound begins to retreat 
into the throat ;-the voice does not feel any longer comfortable in this 
region, the separation of the registers becomes audible, etc. At this point 
he]p is still possible, if the singer without delay withdraws from the opera 

and endeavours to regain ancl to restore the middle register by gentle 
study, and also under the careful supervision of a skilful and experienced 
teacher, the clear body of air, for the production of a correct head tone 
and-brings back the artificially and wantonly forcerl up voice witlt great 

self-command into the natural co·r,rect position. The last two liues-I do not 

deny it--are written for our al'tistic, highly admired Johanna Wagner, who 

with six operas lying within the range of he1· voice would conquer the world, 
whi]e honest and sensible criticism must find fault with her. 

SECOND STAGE. 1'he high sounds become uneven, sometimes uncertain, be

gin to seek for the tone and to force it out, instead of drawing it out, require 

more exertion of strength-more breath ; they are, indeed, still powerful and 

possib1y more dexterous, but some tones already scream or miss, and the 

two highest ones now emit but rarely an easy and free sound, they have 
l\1 



82 
rather to be pinched, sought for and squeezed out.-Transit.ion to a hollo·w, 

fabricated throat-tone. The body of air begins to flutter about in the mouth 

(from a too low intonation), or the comes upon the tones \Yith too 

much consumption of bre;tth (from a too high intonation)-the pronunciation 

gets worse, the tongue wishes to and many an unseemly thing commences, 

although outward musical stage effects are still obtained, e~pecially because of 

imptoved dextePity.-Bnt now !--The middle register has already passed into 

a dull, veiled throat sound ;-it is almost without pith and without body, 

and has no longer any colouring or energy, no sharp intonation, the pro

nnnciation is indistinct and faulty, all expression has then vanished- there 

is no longer any connection with the head-voice, the broad vowels are no 

longer sufficient, neither is pushing and aspirating any longer of assistance 

-short breath and helplessness are commencing-and this middle register is in 

fact as good as lost already. At this point a rescue is seldom possible, un

less the singer is not out of her teens, is of a very strong constitution, 

and h<tS possessed great vocal resomces and excellent fundamental training, 

and is willing and able to rest for a year or two. Afterwards, perhaps, 

with good, cariful stud;y, 1J..nited u.Jith the sharpest observat'ion, many things 

may be restored, as, strange to Se:J,y, it tuith Jeymy Lind.-N ow 

quick to the 
THIRD STAGE. Ruin I -Increased dexterity, boldnes3, it plmnb, passionate 

execution, skill in ornamental passages, stage-tricks can no longer mislead 

the expert~ and now it is only in single notes in the high parts and in 
the lower parts, on which the singer throws all her energy, that she is able 
still to produce some kind of an opera effect.-'l'he middle regis~er is gone, 
the body of it has vanished, everything is hollow and coquettish 
pp. is without effect and disagreeable, the pronunciation lost-jarring and 

trembling set in 'vhen not wanted, and also in the hjgh notes a most disagreeable 

crushed nasal tone. Here people say : "she might be a good singer, if she 

had a voice! "-Rest is no longer of any use here against thes.e consequences 

of foolhardiness, thoughtlessness and disobedience. A piece of rare good 

fortune it is if health is not undermined, and if the girl of twenty-three 

has still left a place of refuge to weep over her pitifnl fate without care 

for subsistence, if she does not see herself forced to give singing-lessons, and 

even by that to accomplish horrifying things.-Let ns leave this sad picture ! 

I mean to surprise you la.dies with a more pleasant one ! 

FouRTH STAGE. Accept of my sincerest congratulation on your betrothal ! 

The marriage I hear is to be ju a month ~ vVill your Ladyship go to your 

landed estate or remain in town~ " That depends entirely on my beloved, 

dearest, artistic husband. His presence will indemnify me everywhere for 
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my artistic triumphs, which I have renounced because of my ardent love for 

him." This, your Ladyship, is a magnanimous resolution !-and art of cour::;e 

remains always with you still ~ 

CHAPTER XIV. 

Mrs~ Grund and Four Lessons. 

J.l:frs. Grund. How then has it come about that your daughters have been 

able to perform the very many pieces which we have heard them play, without 

the least sticking or interruption, quite healthily, clearly, with most thorough 

comprehension, with full expression, and with the finest shading-with complete 

command? I myself have had pretty good instruction from my youth upwards, I 

have also for a long time played scales and studies, and under KaJkbrenner and 
Hummel I have studied and diligently practiAed 1:>everal compositions of theirs j 
moreover my talent has been highly praised:-and nevertheless I have never had 
the satisfaction of being able to perform any great important piece entirely to the 
satisfaction of myself or of other people. And I fear it will be the same with my 

daughter Amalia. 
That. To enable me to give you a satisfactory ans\ver, I must first of all 

request yon to read my former chapters several times over, to examine them, en

large on them, and to make them quite your own. I shall add some points, and make 

clearer to you what has been only hinted at there, or has been touched upon in 

too short a manner.-While I avail myself of this occasion to lay before you some 

additional principles of teaching and views of mine concerning musical education 

and training, mostly with regard to piano-playing, I take the liberty to put once 

more before you the seasonable observation contained in the Fourth Chapter: our 

fashionable !allies do also in regard to music and its execution make now higher 

claims and pretensions than they did formerly, and consequently their own produc

tions on the piano generally do not satisfy sufficiently their more or less cultivated 
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sense of the beautiful (awakened further by their careful education in other re

spects) to have and to give unalloyed joy. This produces distrust in their own 

strength, which prejudices the boldness indispensable to the execution, which must 

grow up even to confidence of infallibility. But remember that this confidence is 

again based only on a healthy, rich toned, sure, beautiful and full touch, which 

those masters and teachers, as well as almost all who have followed them have 

neglected far too much, and do neglect stilL On this foundation-stone alone can 

be laid a sound technique and its continual advancement; which, moreover, with 

Ol.lr softly leatlwred pia,nos wkic!t aTe faT mo"''e d~flicult to play on tl~an forrneTly, 

requires twofold atfention. It is a mistake to think that the correct touch which 

alone permits of a scttiifcwto1·y execution will come of itself by playing studies and 

scales. I have at former times even in masters found no faultless, healthy, grrand 
touch, except; in Field and :1\:Ioscheles, and among the most recent ones in 

Thalberg, Chopin, Mendelssohn, and Henselt. 

And now I come to speak on the choice of the pieces. Well, our ladies are 

not satisfied with pieces that come easily to the fingers, and present few diffi

culties, to which they ought to add by degrees more difficnlt ones while continuing 

at the same time correct studies ; on the contrary, they grasp eagtJrly at larger 

pieces by Beethoven, C . .M. Von vV eber, Mendelssohn, Chopin, and others _; but, 

for a change, they also like the Bravura pieces by I~iszt, Thalberg, Henselt, and 

others. Where in this case is mastery to come from, when even the first 
musical training with our increased requirernents in the technique was not suffi

cient to stand close examination, and the subsequent instruction was too defective 
and unsystematic ~ 

If you were now, for instance, to ask me to restore, in some degree 
at least, the wanting equilibrium with you you1·selj, before I undertake the 
further training of your daughter : then I would not begin with a Bueffe]'s 

wi;;;dorn thus: "J\fadam, before everything you must for two hours daily labour 

through scales in all major and minor tones unisono and in thirds and sixths

and besides, every day from three to four hours, studies by Clementi, Cra,mer, 

:md l\11 oscheles-else nothing can come of your playing ! " 

This, it is true, many Bneffels have said already, and say every day still

but we shall pa::;s to the previous question on so unreasonable a suggestion. 

No, first of all I shall endeavour to _improve and embellish your touch, which 

is too thin, meagre, and unhealthy, which makes too many unnecessary, 

restless, and inappropriate movements, does not seize the keys :firmly 

enough, and searches for the tone too much up in the air, and I must succeed 

in this in a short time since I have before me feminine, young, well-formed, 

soft hands and dexterous fingers with good dispositions and healthy organisation. 

For this I employ several of the short exercises mentioned in the first chapter, 
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which I have you play in any desired key without notes, that you may be 

able to turn your whole attention to you1· hands and fingers. First of all 

you may see and hear how and with what calmne8s, security, and ease I 

try to draw from the pianoforte the most beautiful sound possible with a 

soft finger-movement and correct pOf:;ition of the hand, without :my outward 

apparatus, without a restless, pushing, or shrugging arm. Certainly scales 

must be taken into the bargain, for it is necessary to bestow great care and 

attention on a timely and quiet passing of the fingers, and further on a 

correct and quiet guidance of the arm. But we shall be satisfied according 

to capacity with a daily quarter of an hour's practising of scales, which I 

shall have played, according as I may judge, staccato, legato, qui~kly, slowly, 

(o1·te, piano, with one hand, with two hands, and so forth-because, be it 

observed, in your case I have not to deal with stiff fingers, e10r with an 

unpractised or spoiled hand. In the case of youthfu] beginners, ·.vhose fingers 

are weak, etc., there can be no question but of piano without any shading 

whatever until the fingers are strengthened. This I continue for a fortnight, 

but every day in a different manner, and with manifold variatior .s ; and after 

a few lessons we go to unite with this the learning of two pieces adapted to 

the piano, the Minuet in E flat by Mozart, arranged by Schulhoff, and 

his Chanson a boire, or similar pieces ;-Beethoven we shall m :)St certainly 

leave alone. You are afraid I may get tedious ?-I never was tedious in 

instruction; whether I am so at other times I cannot jl'ldge, but I have grown 

older-and shorter. I have still to remark that, when I am not present, 

you must in the meantime practise no pieces and no scales, r.ntil a calm 

improved touch has taken firmer root j you ah:;o must in the first place consign 
to total forgetfulness your former pieces, for these would give the besii opportunity 

to return to the former faulty style of playing. Soon, however, I arrive at the 

execution of one of my teaching maxims j all my pupils must have some piece, 

merely intended for mechanical dexterity, that accompanies them on all their 

ways, and by a complete mastering of this piece they must learn to acquire 

a confident boldness. That is their friend, their lap-dog, their support. I 

accustom them, so that it becomes a kind of necessity to them to play this 

piece-! do not mind whether it is done without any mental exertion and 

in a purely mechanical manner--at the beginning of the lesson and before 

practising alone, once or twice, maybe at first slower and then quicker; 

for without ready and flexible fingers all talking and teaching is useless and 

unavailing. 

Mrs. Grund. But which pieces? 

1'hat. For beginners perhaps one or two from the Etudes melodiques 

by Hiinten-for advanced pupils a study- from the very suitable Op. 7 40 by 
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Czerny, and for still further advanced ones if they can already span far, 

correctly, and with ease, the latter's Toccata Op. 92.--a piece which my daughters 

never Jay aside, though they may not play it every day. With such and 

similar pieces which satisfy the most necessary mechanical wants (in which 

for instance exercises in thirds, shakes, extensions, passages for the strengthening 

of the third finger and scales are specially aimed at), you change from every 

two to every fonr months, and I place yon, if possible, always in close 

connection with the pieces, sonatas, variations, concertos, etc., you are just 

about to study. - But also in the learning of the pieces themselves I proceed 

differently-and I hope never pedantically, but more carefully, more psycho

logically, more artistically than the above-mentioned masters and several 

others are wont to do. It is to be seen how on the one hand they, even 

with the best intentions, get into a sort of sauntering manner, because of 

too much teaching, especially to untalented pupils; a certain kind of impatience, 

a want of interest is often to be observed with them, especially with the 

teaching of their "own compositions." On the other band they limit the range 

of observation of the pupil by one-sided views and capricious demands) by 

hair-splitting, and all sorts of eccentricities, and they diminish or destroy his 

interest in the task. 

Mrs. Grund. Your thoughtful style of procedure is very interesting and 

convincing. But let me request of you an answer to some doubts and remarks, 
which are now and then expressed especially by teachers against you and your 

method. 

That. I am accustomed to that. What is good and beautiful never 
entirely gains an nndisputed approvaL Never has anybody yet put up any 

new, improved, or beautiful thing, and spoken the tenth dauntlessly, without 

being attacked, cried down, insulted, or totally misjudged. Our century has 

proved this often. Hecollect Homceopathy, Magnetism, Clara ·vVieck in Leipzig 

before she had been in Paris, :Marie Wieck because she does not play just 

exactly in the same manner as Clara, and my book here which treads piti

lessly on the corns of the times, and on their incredible foolishness and piti

ableness, and--I am quite prepared for all kinds of attack. 

J.lfrs. Grund. Nevertheless I would remark to you that other teachers 

also take much trouble and are very careful, but have not the fortune to 

teach such daughters as you. 

That. "Take trouble?" What does that mean? If it is not the 

right trouble in the right plctce and at the right time-then it is a useless 

one. What is the use of a stupid awkward diligence 'I If, for instanee, a 

teacher, in order to improve the stiff fingers, wrists, in one word-the touch 

of his pupil, chooses a strange study or piece with great spans and arpeggios 
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for the left hancl and with this take extraordinary trouble : then this and 

similar things are very remarkable, but nevertheless it remains a comfortless 

trouble, which makes matters still worse. And as regards my daughters 1 

They have, above all, the good fortune to have, and to have had-me for 

father and teacher. Yes, certainly-talent they have, and I succeeded in 

awakening and developing it. True, the hard benevolence of people in Saxony, 

envy, ill-will, arrogance, off~nded egotism tried to contest that as long as it was 

possible-but it cannot be done any longer. Instead of that they say now : 
"That is no art, to make such talented persons goocl piano-players-that 

comes almost entirely of itself I" As commonly as this is maintained, even 

by thinking and educated people who do not belong to a clique, so thoroughly 

untrue and contrary to all experience it is. Lichtenberg in one place says: 

"the thing that everybody agrees in i<:J the very thing that requires investigation." 

\Veil ! I have investigated it with my three daughters and all talented pupils 

whom I trained to be good amateurs, and according to circumstances to be 

good Virtuosi. All these, and they are very many, may answer that, and 

I add further only, that it is these very persons talented in singing and in 

the pianoforte-(look about yon at the countless number of shipwrecked 

talents and genins)-it is these very persons, I say, that the most care-

ful, the most fndicious, the most ch'cumspect gwidance, for it is they who have 
the irresistible tendency, to he left to themselves-they prefer ruin brought 

upon them by tlu:,mselves to rescue by the help of others . 

. Mr;·s. Gr'ltncl. But it is fnrther saitl that you have made Virtuosi of 

your three daughters alone-not of others. 
'J'lu~t. Madam, you are jesting ! If I were to count down to you 

Lepore1lo's register, you would justly look at it as an exaggeration. But if, 
instead of any answer, I pray you to read my chapters frequently and after 
three or four years to embrace your daughter as an excellent pianist, then 
you must excuse me this because of my vanity and skill. "\Vhy are you just 

tli,e mother by means of whose suppm·t I can promise this? Hut, further, 
I certainly do not pos,:;ess an enchantecl wand, which envy and ignorance I 

trust will not attribute to me as a crime. But if circumstances were not 

wholly unfavoura.ble, I have everywhere, even in a short time, effected a 

good, at least an improved touch, and thus laid a foundation, in doing wl1ich 

other teachers with their method, or rather with no method, appear to have 

been less successful. But you have something more on your mind ! 

J.1frs. Grund. You anticipate me. I "\vas brought up in Berlin, and in 

the Capital of Intelligence people love opposition, denial :mel thorough criticism 

How can you form people to be Virtuosi and artists when you yourself are 

too little of a Virtuoso-not even a Composer and learned Contrapuntist ~ A 
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teacher of music gains, for example, much m esteem, if he himself plays 

concertos, composes nice things, and if he, as I have been told, is able to calculate 

and invent Double and Triple Fugues and Canons retrogressive and retro

gressive inverted. Nay, you cannot even accompany your pupils with the 

violin or flute, which nevertheless is said to be of great use and advantage. 

That. You are too amiable-else I should think you were malicious and 

cruel, and that you wished waggishly and mischievously to give me the Motto 

for a second part of a book, while I have not yet finished the first. No ! 

the Is are rarely capable of a self-sacrificing ~tsif'ulness in teaching-that lies 

in the nature of things; and even the child finds out exactly whether the 

teacher thinks of the child's progress alone, or pursues other interests of 

his own. The former practice bears good fruit-the latter very doubtful. 

The position of several of these teachers may be sketched thus :-'Vi thin 

their horizon they have drawn nothing but their own I, they are surrounded 

by nothing but Is, they speak of nothing but Is, and refer everything only 

to the Is, and with this they are peehaps even so-called Virtuosi and piano

teavellers who compose their own music, or-the more learned, the more per

verse-live, count and work in and make their business of Double and Triple

fugues, and think this alone is the real and correct musical foundation, and 

at the same time rejoice in the possession of a touch, as, for example, their 

brother, the teacher Strict, in the 8th Chapter, and to whom the three trifles 
in the 9th Chapter are all Greek, and \vill and m/ast for ever remain sc -but 

who are obliged with their fruitless doings to regard piano instruction (which 

lies so far from their ideas) just as a thing by the way, and as a milch-cow, 

and rob the hopeful parents of their money and the poor victims of their 

time-no! the numerous specimens of such positions I really cannot detail to 

you : do you yourself penet1·ate such agreeable personages-I could not punish you 
worse. 

But as regards the violin and the fiute,-these means of assistance I have 

not penetrated-! have not learned this method. There occur however to 

my mind a couple of interesting representatives, that I had occasion to observe 

in my journeys with my daughter in a not unimportant city, and because they 

are droll exceptions, I wiJl here describe them somewhat minutely. The teacher 

with the flute-case was a mild, quiet, sweet, soft musician; he got on well 

with his pupil, a young lady, he did not scold-everything went off peacefully 

and passionlessly but 'in, t1:me. Both tripped on very calmly and agreeably, and 

played in honour of the birthday of an old, rather deaf aunt, a Sonatina 

of Kuhlau, which they could both manage. The old aunt, who of eoursc 

could hear nothing of the soft flute nor of the mild, thin, modest, 

square piano, always enquired of me: "Does it not sound very fine, what 
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do you say to it ~ " I nodded and praised, because they played modest music, 
after tlteir way, without offensive pretension. 

But now I pass over to the violin-case-and because the proprietor of 

it was a type of pretentiousness, vulgarity, and roughness, and could impose on 
his pupils and their parents by his feigned good qualities. Therefore he stood 

in some repute, was on the whole a good musician, played the ·violin pretty 

well, and let his pupils get through the Op. 17 and 24 by Beetlwven. With 

this counterfeit I present to you the musical violin-specimen as a teaclter 
of tlM3 piano. He of course did not play the piano at all, nor did he take 
any interest whatever in Wieck's beauty-rubbish-only in Beethoven

and only sometimes did he try spider-like to spin out the fingering of some passages, 

in which however he rarely succeeded. All his pupils had the remarkable 

peculiarity that they also played in time, except when they stuck at the difficult 
parts, when he always got very rude and vulgar and spoke of ''being careful," 
and by that means inspired re8pect. These pupils did not trip, however-on 

the contrary, they rejoiced in a curious knocking and stumbling touch, 

and at the same time writhed about among the keys with a kind of boldness 
and with a decided shrugging of the elbows. Tone they had none, it is true, 

but instead of that his violin was heard the better, and after each execution 
the words : "am I not the first teacher in Europe ~" ! 

..~..lfrs. Grund. You have painted me there two ridiculous figures. 

That. Yes, but everybody must bear the blame if they make themselves 
ridiculous . 

.Jfrs. Grund. I am glad that you have put me up to the necessary points, 
else I might have had to fear lest, in one of the early parties, perhaps at Mr. 
Gold the banker's, I should have to make one of your standing-figures. But 
since I like your answers, I shallli::~ten when with a certain, although not numerous 
clique, who are totally hostile to you and your exertions, and strive to counteract 
you-and I shall communicate everything to you. 

That. Those people, it is true, would act more wisely, if they were to 
study my Chapters, but they shall be enlightened if I can add anything for 
the sake of truth, right and beauty. Pet·mit me now in a few lessons soundly to 

teach Miss Amalia, who is pretty far advanced and not quite spoiled, these 

not easy V al'iations by Herz, Les tro'is graces, No. 1, on a theme from the 
Pirata, without tiring her or spoiling her interest in the lesson. 

I· have intentionally chosen these Variations, because they claim no 

higher musical value, and therefore the performance, the execution must 
claim the chief attention. Besides they have this fault as regards teaching, 

that they contain unequal d'iificulties, but so much the more must the teacher 
know how to equalize these faults with ease and skill. 

N 
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FIRST LESSON. Miss Amalia, these are pretty, elf'gant Variations, which 
demand a particub.rly neat, delicate execution-above all a complete mechanical 

mastery of the difficulties which intermittently occur in them and which 

are rather unequal. If, however, these Variations sh0nld yet appear too easy 

to you, the following principle determines me to this choice: whatever we wish to 

learn to play well, must on the whole be below the rnecltanical capabilities of 

the pupil. The Italian singing theme which is the basis of the Variations is 

well chosen, and we must apply special care to execute it as beautifully as 

possible, and as it were to imitate the singer on the pianoforte. In doing 

this, a very careful and correct employment of the damper-pedal will at a 

later stctge assist us excellently. It does not offer mechanical difficulties, but 
it requires a free, broad, full-bodied and yet soft touch, a good Portamento 

and a neat finely shaded execution, for-mark well : a good and well-trained 

pupil and jJlayer can ctb·eady be 1'eco,gm:zed by the per:for·mance qf a simple 

theme I 
Amalia. But you do not begin at the beginning-there is an intro

duction. 

Tltat. This I may take perhaps last-I don~t know yet when. Other 

perverse things will strike you in my teaehiug-the result may perhaps assist 
me to regain the desired credit. 

Amalia. Do you always give such preliminaries, before you begin a 
piece with a pupil 1 

That. I like to do so, because first of all I wish to interest the pupil 
in it, and then try to unite with it my principles and views about music and 
piano-playing. "\Ve shall take then :tirst the theme and the not difficult first 
variation, and at the end the last bars which introduce the theme, and 
which must he played very neatly and connectedly. From the introduction 
we employ at first only the right hand, with attention to the most suitable 

fingering, which, however, I never write above it completely, but merely 

indicate now and then, not to prejudice the learner's own activity-and 

then for the lqt Aand we take one or more p:u'ts from the finale. In doing 

so we observe carefully the prescribed marks of cxpreHsion, and try to 

make the rendering of everything pure and healthy, for a negligent bass damages 

the best playing of the right hand.-My lesson is over, because at the beginning 

we have spent too mu~h time over the scales, the correct supporting of the 
fingers, the various kinds of touch, and the exercises moS>t suitable for it.
For home practice I do not yet give you the theme and the first variation 

with the left hand together, becan~e you do not touch and detach precisely 

and equally enough the springing bass in it, and in this way you might 

get yourself into some bad habits, especially since your left hand is, as 
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usual, neglected~ and is inferior to the right hand in quickness and ease. This 

would only detain us, for the main point is n~t to practise muclz,, but to practise 

correctly. These passages you must first play slow, then quick, once very quick 

-slow again, sometimes staccato, sometimes legato, piano, and also in a moderate 

strength, but on no account with tired hands and fingers, therefore not too 

continuously, but instead of that several times a day with new strength. In 

the meantime be snre not to play at all fortissimo or perhaps even with 

raised pedal : this leads to tramping, with b~td stiff touch and perpendicular 

fingers, and these I don't like. vVe are looking for the true and the beautiful 

in a different manipulation of the pianoforte, and first of all in a clear, natural, 

and healthy execution, without any forcing. 

SEUOND LESSON. Transposition of the common and of the dominant-chords 

in the three positions in differ~:Jnt kinds of time : Exercises on it with careful 

regard to a loose wrist and a healthy touch, cadence on the Dominant and Sub

dominant j Exercise of the Springing-bass for the theme and the first and third 

Variations and close attention to the lifting and striking of the chords as 

showing the value of the notes, the touching of them in neither too weak 

nor in too strong a manner, with constant attention to the third and fourth 

fingers, which are reluctant to bring forth the sonnd as healthy and as full 

as the other fingers. Now we shall take the theme with both hands together, 

with a view to a qnite correct execution, alike of the piano and of the forte, 

perhaps already also of as beautiful a crescendo and diminuendo as possible.
And now we shall take the first Variation, which is not difficult, and whieh 

you can master well, once a tempo, and play with it the bass-chords whjcll 
are mostly to be given staccato with the necessary suppleness and elegance, 
but before that, we must practise the bass parts once more alone, that you 
may be able to hear distinctly whether all the tones sound equally lwaltlty. -Now 
the Variation may be played in full-the necessary shadings will come as 
you master the piece more and more fully. -Your right hand is not in the 

least tired yet, you may therefore play to me several times over the passage 
from the Introduction which I asked you to practise at home-first slowly 

and then quicker.-! see your right hand is getting tired-take, then, the 

part of the left hand from the finale.- We shall also still glance at the adagio, 

but the part of the right hand in the third variation I must recommend 

particularly to you for practice. Yon cannot mistake if you do not take it 

too quick in the tempo, and if yon observe carefully the fingering indicated.

N ow I shall play to you the theme much in the same way as I have heard 

it sung by the celebrated Tenor Rubini. You see I put my fingers softly 

on to the keys and do not lift them too high, so as not to damage the beautiful 

connection of the sounds and to produce the most beautiful singing-sound 
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possible. As a farewell, play the theme after me.-You are playing it still 
in too reserved a manner, not freely enough.-"\Veil, never mind, you will 
do it nicely when I shall see you again in two days, after you have practised 

it during that period several times slowly, and, as it were, have lived yourself 
into it. Besides you may practise now diligently for yourself everything 

that we have gone over together, also the first variation; yet it must be done 

with interest and not up to the point of exhaustion. All the other small 

exercises without notes for the touch, exercises on the cadence for the third and 

fourth fingers, etc., are a matter of course. 
THIRD LESSON. Fresh small exercises- shakes- scales, shaded for 

one hand, for two hands-springing-basses, etc. To-day we begin with the 
bass part of the second variation. You will see you have often to play in the 

treble equal quavers in the first part, and the bass moves at the same time in 

quite equal quaver-triplets. In order to play both together well, even mechani
cally, the left hand mnst be able to move wholly free and independent, anu to 

make the triplets sound quite equal with a complete command over them. Above 
all avoid sickly notes, and take good care not to accustom yourself to give the last 

triplet in each measure, and especially the last quaver of it, too hastily, too 

pointedly, and too meagrely.-Look what difficulty my rigltt hand ha~; already 

caused to the equal playing of the triplets !-Listen as little as possible to me, 
and maintain your independence. But you shall learn to play this variation 
well alone with both hands, and this is a special beauty in thE' execution, only 
we must not be in too great a hurry and leave it to time. All restlessness, 
all haste, the desire to force something, lead;; to all Horts of faults. Enough 
of this for to day : we now play the other variations and the whole finale 
consecutively, since you are not detained by the more difficult paRsages which 
you have already learned. 

FOURTH LESSON. Fresh exercises for extension of the hand and the fingers, 

yet so cautiously that the healthy touch, which 'must always be the p'rincipal 

tking, is not prejudiced. Further, repetition of all the former things, yet every
thing with a certain shading and elegance.-To-day we begin at the beginning 
with the introduction-! mean to repair my inverted proceedings, and show that 

I, as well as others, can begin at the beginning-but at the 'right time ! In the 
passages which your mechanism can already master completely, we now have 

special 'regard to tlw execution and the correct use of the pedal. And if I ask 
you in one place or another to play thus or thus shaded, etc., and it does not 

agree or does not quite agree with your feeling and your sentiment, then contra
dict me and ask me for the reason of my views.-You do not wish to play this 
passage crescendo but diminuendo 't Very well, only do it beautifully-this also will 

sound welL I proposed crescendo because the feeling rises-perhaps you will find 
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in the next lesson that my view is the right one.-This part I would play some

what reservedly, without too conspicuous retardation- the other one quickly, and 

at the same time crescendo or diminuendo 1 What do you think 1-We must try 

to draw up small nicely and finely shaded pictures in these variations. In that 

part you might, I think, touch with more energy, with more decision.-This part 

you need· play in a manner only mechanically healthy without any intentional 

execution-we require shade in order that the thonght which follows, and which 

calls the theme to mind so emphatically, may stand out the brighter. Taken as a 

whole, however, everything must sound natural, without musical pretension, like 

a production of the moment; there must be nothing that appears forced, 

affected and distorted with any modern nnnatura]ness.-Miss Amalia, every piece 

that we shall study together (the next one will be the N otturno in E flat by 

Chopin, because your touch is already good and has already gained in volume) 

will give me opportunity to discourse much with you on execution and its in

numerable shadings, elegancies, and beauties, with constant regard to beautiful 

singing.-This is the tyranny of execution, which I have exercised towards my 

daughters, and which stupidity and foolishness have reproa~hed me with. "The 

execution must come of itself! "-.flow cheap this excuse of slovenliness, of in

capacity, of laziness !-I.Jet us look at, and listen to many Virtuosi, the o]d ones, 

the young, the talented ones-the untalented, the celebrated ones-those not yet 

celebrated ! Either their playing is purely mechanical, with a poor and faulty 

touch, which is the ]east of their evils, or the most unbearable affectation and 

musical abortion rise 'l"P pretentiously. Their execution has thrown itself ]ike a 

thick, suffocating mist on the two pedal~::~, and has taken root in the ground of 

every possible perversity. 
However we will go on to our theme. You play it already with much 

intelligence, sympathy, and warmth, and without any modern empty affectation. 

Should there occur to you at the finale of the second part another passage 

which leads cleverly on to the Dominant, then try it, and perhaps you may 

be able to unite it with the one there. You mean to give on the four 

last semiquavers two passing shakes 1 Very well, let them be very clear 

and neat, and the last one softer than the first, then it will sound very beautiful j 

the singer does the same. With such elegant variations it is quite suitable 

to apply some ornaments, if on]y these are chosen with taste and are executed 

beautifully. It is a different thing with pieces by Beethoven, Mozart, Weber, 

. and others, where veneration requires us to observe stricter views, although also 

this may often be exaggerated, the consequence being pedantry.-N ow, to the 

first variation. Very well ! the springing-chords in the bass you play already 

very precisely, even, and fresh-a language has got into the bass and a certain 

elegant boldness into the treble. The second variation-because it is the most 
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difficult you will not play with both hands before next lesson- to-day take 
the bass alone still. I shall play the treble to it, and after that we shall 

reverse it. But let us close with the fonl'th variation. In general I have 
little more to say about the piece. 

Let us begin another beautiful stndy by Moscheles, which I cannot too 

strongly recommend to you for the strengthening and exercising of the third 

and fonrth fingers ;-for the next two or three months let this one remain 
your constant companion, your friend . 

.J.~frs. Grund. I am convincecl that, with so careful a manner of instruction, 

Amalia will learn to play these variations beautifl1lly and to thoroughly 
master them. 

Tlw.t. In a week or a fortnight she will execute this piece with conscious
ness and conviction, to the satisfaction of herself and others, and the feeling 

for the beautiful which is already awakened in her, as well as the feeling of 

tlte capability will be able to preserve the interest in it. 
You 1;ee how untenable i'3 the objection : ''the children lose all pleasure if 

readiness is to be obtained by many studies, and if a piece is to be practised until 
they can master it." If the teacher begins awkwardly and stupidly, and torments 

the pupil with a forcing down of many pieceR, and in doing so insults and 

scolds-is that to give more pleasure to the pupil than to be able to play readily 

and with ease several short, well·sonnding exercises, in the Ruccess of which he 
can have joy ~-Or a little later, and along with these, to be able to perform a piece 
nicely, without sticking and without struggling-and when this is done, every
thing goes on joyfully and peacefully~ 

.ilfrs. G. But with great and long pieces-do you proceed in the same 
manner with them 1 

Tltat. ~lost certainly-according to the same principles . 

.J.llrs. G. But if you are so particular with every piece, and seek by that 

means to develop the tonch always more and more, it will be a long time before 
Amalia can learn to play several large pieces well,and also before she can l~arn 

many other things. 

That. Is your daughter to learn to jingle on the piano in order to acquire 

proficiency in rnusic? Or is she to learn to play the piano well, and to acq~dre 

proficiency wltile doing so ? The latter, I take it, is your wish, and also mine, else 
you might have taken any te~tcher you chanced to meet.-Oonsider, if the be

ginning is not made by the pupil's learning to perform a piece quite correctly, 

readily, and well, after which the succeeding ones always r)rocecd faster and faster: 
then we have just the usual mechanical playing as you can observe it everywhere, 
and as yon have sufficiently experienced in. your own and in your daughter's 

case. To have fifty pieces played off indifferently cloes not justify the expectation 
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that the fifty-first will succeed quicker and better. But to ~:~tudy four or five pieces 

up to the highest possible maste-ry, gives the standard of quality to the rest. From 

this and from the mechanical studies, as I have gone about the matter with Miss 

Amalia, will then result also-but only very gradually-the best possible playing 

off at sight, which is indispensable for musical education, and which all my 

pupils, when I was enabled to continue their instruction for a tolerably Jong 

period, excelled, and in which my daughters occupy the highest place. It is ne
cessary, however, always to continue with this, to study artistically individual 

pieces with diligence and great exactness, else the continual playing off at sight;, 

which often becomes a passion, leads in the first place to piano negligence, and 

more or less to common music-making and note-thrashing . 
.J.lfrs. G. I am now more and more convinced that an illogical, aimless, in

complete, and superficial instruction can lead to nothing 1·eal, not even, or least of 

all, with those of extraordinary talent, and that those unhe\lthy and eccentric ap
paritions and caricatures in art, which give also to piano playing such an awkward 
and untoward direction, are the consequence of such instruction. 

TAat. In addition, an attentive observer cannot but notice that especially 

the young, when tl1ey are not guided and directed to the beautiful, have a special 
tendency and an irresistible inclination to imitate only what is unsee-mly, external, 

striking, and ugly-the aberrations of art, and to bring to a good display the 
"how he clears his throat." This extends not only to artistic playing, but also to 
composition. I shall leave it to the "'Vell-known ""'to illustrate more closely what 

a. pernicious infhwnce certain composers and vit·tuosi of recent times exercise on so 
many apostles of art, who, in imitation and adoration of them, throw themselves 
faithfully into their arms, and consequently with their support put the world 
into astonishment not only by their inartistic, unrefined and awkward perfor
mances, but also by their frightful arrogance and their immature and impudent 
dogmatism. 

Jhs. G. Let. us drop this subject.-Tell me further your views in regard to 
the Music of the Future. 

That. Yon know already I am a great admirer of creative power-therefore 
also of Richard Vv agner. But such as stand wholly 'l:n the ]J?'Psent-~:~ncl on what 

ground-my opinion of these you may guess. 

* See Chapter XVII. 
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CHAPTER XV. 

Singing and Piano Misdoings . 

.M US I CAL PART Y A T M R. G 0 L D, T H E B AN K E R' S. 

PER S 0 N S. 

Mr. Gm.D, Banker, (is fond of music). 

Mrs. GoLD, (sings and is ailing). 

SILVER, Book-keeper, (formerly a Singer· at Strauss's). 

SAINT, Friend of the Family, (musical hypocrite-also otherwise a hypocr·ite). 

FORTE, a foreign piano Virtuoso, (nerrous ). 

THAT, Teacher of the Piano. 

EMMA, his Daughter. 

(Mrs. Gold has just been singing, in quite modern Italian style, with forced high 
and deep sounds, somewhat jerky, suddenly changing by turns with an inaudible throat
pianissimo, and tremulating at every sound-one-fourth of a tone too fi:l.t, with many 
ornaments. And she sang "I think of thee with love," by Krebs, all the four verses.) 

That. (Ill at ease.) Will you not go on, Mrs. Gold 1- Perhaps the piano is 

too high, and you have first to aecustom yourself to it 1 

lvfrs. Gold. Oh no! tbe beautiful air has affected me too much, and I am 

too unwell. (Whispering to 'l'hat.) Mr. FortA did not. accompany me well either

partly he was unable to follow me and played too softly, partly, while playing, he 

added too much of his own composition, which drowned my somewhat nervous 

voice. 

That. 

Gold. 

(Aside to Emma.) There's an evening of singing! Mercy on us l 

(Who has been talking in the ne:x;t Toom with the deepest interest about 

shares, rushes in, although ?'ather late afte·r the conclusion, and presses his wife's 

hands impetuously.) Admirable! ma:,;terly, splendid-wonderful! Child, you are 

in excellent voice ! Oh, if Jenny Lind had heard you just now l 
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Saint. Charming, superb ! how touching !-There is in this piece quite a 

religious type-something so pious.- -Oh, I do pray you, just "The true hap

pinef:ls " by Voss ; only with this is the enjoyment complete-transporting. Oh 

there is something divine about song !-And your execution-your feeling, 

Madam!-Your absorbing yourself in the composition ! 
(Mrs. Gold already holds in her hands "The true happiness," and can scarcely wait 

till Forte has played through in a curious piano the introduction a la Fantaisie.-A tear 
is trickling down Saint's. cheek already after the introduction is finished, four bars of 
which this great artist has changed into eight. During this impure, "hap
piness," he rolls his moist eyes, and at the termination of the first verse, when the fancy 

of the accompanist becomes again more fertile, he says : "I am silent-my emotion cannot 
find expression ! ") 

That. (Aside to Eu"tma.) Emma, this is called fabricated sentiment-

hypocritical feeling; you can hear now, how people must not sing.-This sort of 

warmth in singing is, to an unspoiled, true musician, loathsome rubbish and 

empty tim;el, hollow affectation, nothing but unnaturalness. But this sort of 

amateur-misfortune you will meet frequently yet. 
(:Mrs. Gold ha,s finished "The true happiness" with all its verses, and appears

almost wholly recovered. Gold is in conversation with Silver in the share-room. 
That and Emma are standing at the background of the drawing-room rather oppressed and 
ill at ease.) 

Forte. (Who Tenutins sitti1~g at the piano, in FTench to jJ:fTs. Gold.) J\fadam, 
you are the centre of all that is beautiful in music. To exhale before snch a 

centre my inmost feeling on the pianoforte, this I reckon among the happiest 

moments of my pilgrimage as an artist. \Vhat a loss it i~ that you in your posi

tion cannot, as a brilliant star of the first magnitude, help the German opera to 
rise again ! 

Jb·s. Gold. (Who is now quite well.) I must confess, Jenny Lind while 
here in this city, has never quite satisfied me. She is and always will remain a 
Swede-always cold. If she had been brought up here, she would have heard 
warmer patterns than in Stockholm ; this alone would have her the true 
direction of feeling. 

FoTte. Quite trne, you have estimated ht>r quite correctly; and in 

where she might have opportunity to hear the like, she lived quite retireu. I was 

just giving concerts there at the time-but she .cleelined to sing in rny concerts, 

and so she had no opportunity to hear rne either. 

Silver. (To ~M'r·s. Gold, with wlwm the singing juTy has now commenced.) 
Are you inclined now to perform with me the duet between Adam and Eve from 

the CTeation ? 

.Afrs. Gold. Here is the Creation-- but we shall wait a little. Mr. Forte 

\viii first play us his latest composition for the left hand, and something of the 

romantic, deep feeling Chopin's. 
0 
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Gold. (Rushes in from the share-room.) Yes, of course-the B-flat major 

Mazurka by Chopin ! Messrs. Henselt, rflmlberg, Dreyschock did al~o play it 

here. Oh, it is touching ! 

All. (Except Silve1·, Tha.t and Emma.) It is touching ! 

That. (To Ids Da~tghter~·.) If this man continues to play in the same style 

in which he accompanied the "true happiness," then you will hear how this 

1\faznrka ought not to be played; it is not tmwking in the least ; it merely depicts 

dashingly the Polish dancing cadences, a~ they are iniprovised by the Polish 

peasants, but idealized according to Chopin's manner. 
(Forte makes several dangerous runs up and down, and many octave-passages fortissimo 

with raised pedal-and unites at once with it--without paltsing--the Mazurka, which ought 

to begin presto. Nothing was to be heard of time and rhythm, but enough of a continual 
rubato and unmusical syncopations. Some notes were pretty indistinctly played pp. and 

much spun out, others were struck suddenly, very quick, too strbng and hasty, so 

that the strings clattered, and one string had to pay with its life for the last B-flat major 

chord.) 

Gold~ Excellent, bravis:simo ! What a conception ! Such artistic produc

tions ean make a person forget the very Exchange ! 

Mrs. Gold. You have shaken even my inmost nerves, penetrated my very 

heart I Now quick, let us still have the F-sharp-minor Mazurka, Op. 6. 

Scdnt. Oh, what a musical evening Mrs. Gold h<lS prepared again for us!

'Vhat sublime pain lies in this production ! 

Silver. (A side.) "\Vhat would Father Strauss say to this affected unmusical 

execution, this mockery of all good taste? 

Tliat. Mrs. Gold, I think you should send for the tuner to put a new string 

on B-fiat. The second one will also snap immediately, it has a flaw already, and it 
is too fiat. 

Forte. (Triumphant.) Oh, never mind !-This often happens with me and 

does not matter. 1'he piano is a battle-field, where victims must fall. 

That. (Aside to Emma.) You see he thinks that if it does not sound it 

clatterS at least, and that sounds out of t'une produce more effect than perfect ones. 

Ernrna. 'Vhere has that man learned to play 7 

:n~at. Child, he has not learned at alL-He is a genius-with such every

thing comes of itself. Instructi~n, you see, would have fettered his genius, and 

he would thE'n play clearly, correctly, naturally, and keep time-that would be far 

from artistic. This unbridled jumble without any time is exactly what is called 

" the piano-soaring of genius." 
(Forte thumps through several foreign chords with the utmost quickness with the pedal 

up, and passes over, without a pause, to the F-sharp-minor Mazurka. He accentuates 
violently, this bar he extends making it a present of two crotchets, from another he takes off a 

crotchet, and so he continues until he fluishes with great self-satisfaction, when at once and 
after some desperate diminished chords of the seventh he combines with the preYious piece the 
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Serenade of Schubert (D-minor) after the transcription o£ Liszt.-During the playing of 
this, in the course of which the second string on B-flat has now snapped too, causing some 
clatter, there arises some whispering as to who may be the author of the piece, whether 
Mendelssohn, or Doehler, or Beethoven, or Proch, m· Schumann, till at last Silver names the 
"Serenade of Schubert," and Forte finishes with-the soft pedal, which in his enthusiasm he 
had frequently before.) 

That. (To Emma.) Never play or sing in company without first announcing 

the name of the piece you mean to perform.-You see when this gentleman had 

finished his Serenade, the company too had just finished guessing. 

All. (Except Silver (J;nd Tl~at.) What a performance ! Oh, what artistic 

enjoyment! 

.Jfrs. Gold. vVh~ enchantment there is in this playing ! 
Silver. (Requesting of llorte some piece of information.) In the Serenade, 

where it changes into F-major, in your quickness you changed the two bars into 

only one bar-was that accidentally 1 

Emrna. (Aside.) This \Yould have been the very place for retarding. 

Forte. In such beautiful things one must abandon oneself entirely to one's 

inspiration and feeling. At another time I may make three bars of just as 

genius ancl enthusiasm may at the time bid me and work within me. That is 

what is called "resthetic surprise." .Henselt, Moscheles, Thalberg, Clara, to be 

sure, do not perform thus, but then for this reason they can no longer produce 
any effect. 

That. (To Ernrna.) I trust your sound natural sense, your musical educa

tion, will for ever preserve you from such unnaturalness. 

Emrnrfl. With such playing one gets quite gloomy and uncomfortable. I sup-
pose this is what iK ealled. " demoniacal-modern ~" 

Tl~at. Yes. 
Ernma.. And have the people liked that ~ 
Tltat. Oh: yes-many think it to be grand and full of and inventive. 
(Mrs. Gold has the Creation in her hand, and Silver leads her to the piano for the execu

tion of the great duet between Adam aml Eve. Forte is exhausted and That plays the 
accompaniment. Silver sings very sensibly and naturally--Mrs. Gold in her forn!er manner, 

still less in time and more out of tune, but to make up for that she adds, with her thin, 
sharp, cutting, forced voice very long ornamentations on the pauses in the Allegro, and 
rolls her black eyes frec1uently upwards. After having finished, Mrs. Gold, quite dissolved in 
feeling, is led by Silver to a large arm-chair.) 

Saint. Ah yes, \vhen Haydn is reproduced in this manner, then only does 

the didne art of music celebrate her real triumphs !-Mrs. Gold, were those de

lightful fermatas of your own invention 7 

J.lfrs. Gold. No ! The excellent Viardot.Garcia inserted them as Rosina 

in the Barber of Seville, and I had them copied for me hy a musician at the 

theatre. Bnt the application of them in this due~ is my property, and I hl1ve 
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surprised and delighted with it in many parties.- This grand chromatic scale, 

furiously rushing down, wherewith the artistic Garcia beats everything in the part 

of the visionary and fainting Amina in the Somnambub, I in8ert in the great Aria. 

of the "divine Prophet," soniewhat timidly, it is true, since the boldness of a 

Garcia is to be acquired only on the stage. 
Emma. But, father, Jenny Lind did sing Bve in this duet in Vienna with 

Staudigl quite piously, simply, and innocently. 

That. That's just the reason why :M.rs. Gold says that Jenny Lind 

coldly and ought to hear ·warmer patterns. At home we shall speak furbhee on 
this subject . 

... l:ftrs. Gold. Now, Mr. That, I hope your Emma will now also play some 
trifle 1 After that I shall perform with J\fr. Silver, ftlrther, {'Of 1'hy grace, 0 

Lord," and some duets of Kiicken's, and if the company desires it, conclude with 

" Robert, toi que j'aime." 

1'hat. \Vill you permit me fil'st to the snapped strings 1 
(The whole company in the meantime take tea in the adjoining room and admire the 

untiring exertion and the culture of Mrs. Gold.-That having finished his work, ]'orte steps 
to the piano and plays his Study for the left hand, at the same time extending his to
wards the company.) 

Tluxt. (At the conclusion, to Forte.) 'Vould it not have been easier and 

more suitable, if you had played it with your right hand too 1 
Forte. Truly that was a very pedantic observation of yours, which muHt be 

pardoned to old people. Yon misunderstand my position entirely ! Do you not 
feel, then, that I already have one foot in the future 1-Do yon not feel that the 
public wish not merely to hear, bnt also to see something extraordina/ry? Do you 
not observe that these very ailing looks of mine have already produced great 

musical effects~ 
Saint. Do yon not feel the quite extraordinary charm and efiect which the 

left hand alone affords 1-And not less the extended right hand? 
That. Oh, indeed !--Ay, it is possible that feeling has taken a wrong direc· 

tion with me. I must first live myself into the Parisian flight of feeling. 
(Emma now plays the A-flat major Ballad by Chopin, after That ha(l 11arned the piece 

bejo1·e-/wnd. The company was attentive.) 

Forrte. (After the conclusion.) Bravo !-n, good beginning, Mr. That !-I am 

sorry I must take my leave: I have to visit hn> Parties to-night yet, and to deliver 

many introductions. 
Silver. JYiiss I have just been told th,lt you have abeady played 

much of Chopin, and beautifully. let us hear his two latest Notturni also. 

M1·s. Go?d. (To Emma.) Have yoa heard the great celebrated Camilla 

Pleyel-and her rendering of the delicious D-minot· Concerto of Kalkbrenner 1 
Do you not also play things so beautiful and brilliant, for example, that beautiful 
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tender N otturno in D-flat by Dahler 7 Mr. Secretary X. performed it here lately 

in a transporting manner. 

Emm(t. I know it-my little sister O::ecilia, is playing it under me. 

That. Would you in the meantime be satisfied with the two N otturni Op. 
48 of Chopin 7 

The concluding song--'' Robert, toi que j'aime," I shall not speak of.-About 

midnight there was an elegant supper, spiced with sweet wines and wii..h-sour 
recollections of this musical evening. 

CHAPTER x·vi. 

Artists alone have ever been to blame for the Decay 
of Art. 

At the beginning of this century, when the old celebrated, thin, modest pianos 

and harpsichords of five octaves by Silbermann, on which lVIozart and Haydn 

had to play, made room foe the hammer-pianos of six octaves and for the first 

beginnings of our large grand-pianos, there began to develop also the so-called 

Bravura-play which distinguished itself by fullness of tone, quickly changing 

progression of barmonies, brilliancy, boldness, greater technique and totally 

new sound-effects. The talented Peince of Prussia Louis Feedinand, Himmel, 

Dnssek, Steihelt, \Vulfl, and somewhat later Field, Clementi, Moscheles, Hummel, 

Beethoven, and others, at that time threw everybocly into astonishment by 

their compositions and the artistic rendering of them on those new pianos 

which were qnickly advancing to perfection. It was therefore a. natural 

consequence that because of t.hese new, brilliant, and fnll-bodied effects of 

sonnd, the compositions of Handel, .lVIozart, Httycln, which though classical 

were yet more simple and less exacting, were either neglected, or else trans

cribed, as Kalkbrenner and Hummel have clone with Mozart's Concertos. 
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They were played in the modern sty~e, that is to say, with greater brilliancy, 

with more bravura, in a quicker tempo, witl{ more passionate and stronger 

accentuation, in one word, "in the modern concert-style," and thus the venera

tion due to these masterpieces was violated. Yet this new style of playing 

charmed people greatly, and was much appre.::iated. The times of simplicity 

were past, and it was not only in piano-playing that the impulse to produce 

music in fuller, more powerful sounds, manifested itself, instrumental music 

also had given up its accustomed trio style In the same manner as Hummel 

and others treated the old piano compositions, :Mozart and Von Mosel acted 

previously in the intmmental department, when they adorned the Oratorios 

of Handel with a richer instrumentation. I myself also and my daughter 

Clara gave ourselves up with zeal to this new, brilliant style of playing. It 
was truly an earnest progress, no illusory one, as our most modern artists 

have made it, there was no foppish artistic pretentiousness about it, no distorted 

performance of good master-pieces, for the method, being in it~elf simple, did not 

allow of any such infatuated external flourishes as a few years later were admired 

by the public as manifestation~ of genius. My daughter Clara gained at that 

time much applause with piano-concertos of Mozart arranged in this style ; 

not at home,_ it is true, not in Leipzig, there not till she had returned to her 

native town from Paris with the laurel-wreath she had obtained there. Leipzig 

was not the city that knew how to value, to encourage and to protect native 
talents, for, with international trade, interest and attention hacl turned to the 

artistic accomplishments of foreigners. With the greater part of the Leipzig 

experts and critics of those times-who with their accustomed rashness of 

judgment knew immediately what they were about-Clara passed until then 

for a dull, talentless girl, whose scientific education had been neglected, whom her 

father had with pain and force drummed some pieces into, which therefore she was 

able to play by heart. The walls of the " Gewandhaus" '<- and your humble 

servant are able to tell much more about this-and also about the silent 

acclamation which at that time the Septett of Hummel and the Concerto in 

E-minor of Chopin received in subscription concerts, when she pe1jormecl the 

latter for the fi·rst tinw and the second and third rnovement for the second time. 

Leipzig, however, was not the only place that totally misconceived this Concerto 

and Chopin's other compositions, such as Variation:'l, Mazurkas, Notturni, which 

had been published just then, and which were foe the first time performed in 

Germany in public by Clara. Cl'iticism in other cities said its say much in 

this manner : "This young girl appears to have some talent, only it is a pity 

that she is in the hands of such an unmusical, incapable father, who force:> 

* At that time the principal Concert-room in Leipzig. 
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her to play such rubbish." But when I say that this shy, modest, but 

musical, girl did nevertheless play well at least in Leipzig, some unprejudiced 

connoisseurs of those times, who are still living, can confirm me. To return 

to the above-mentioned '' Gewandhaus" concerts, I have further to add that 

my daughter, when she had finished, made her bow, but before a silent public, 

and that the notabilities of this concert did not think it worth while to take 

the slightest notice of her or to speak a word of encouragement to her. She 

slunk away in tears from those hot boards-her father with her; both felt 

as if they bad committed a crime against their native city. 

My innocent, child-like Clara afterwards comforted herself with the thought 

that in fluch a celebrated city native girls never were applauded at first-only 

foreign boys. But on the other hand, people knew at once what to say, ·when the 

young girl returned from Paris : 

'.'All had come of itself." 

A small, detached remnant of those who were at that time so quick in their 

judgment, and who were joined by a few young, arrogant, and haughty imitators, 

tried indeed to receive my daughter Marie in the same manner, but without 

success and without the consent of the public, who had now become clear in their 

perception, for they possibly thought :-

"Surely such a thing cannot come of itself twice!" 

Suffice it to say Clara afterwards obtained acclamation, often great acclama

tion, especially with the well-known Variations of Herz Op. 20 and 23, and the 

Concerto of Pixis) Op. 100, and similar pieces, which it is true Marie Wieck, in 

the spirit of the advanced musical times, exchanged for compositions of Beethoven, 

Chopin, Mendelssohn, &c. 
But since that time, after Mendelssohn, with the meritorious and active assiAt

ance of David, had done incredible things in Leipzig, and in the service of the 

ra-rest humanity and amiability never treated young talents with contempt, but 

tried them without prejudice and encouraged and protected them-since that time 

Leipzig has totally changed, and appears, on the occasion of good performances, 

in holiday <h·ess, unprejudiced and approving, nay, even enthusiastic, and verily

as if wishing to repair former wrongs-often yet more so at the appearance of 

natives than of strangers, whose appearances, indeed, in the present circumstances 

of the concert, are becoming rarer and r~rer, and must soon stop entirely. 

Thus, then-although the frequent piano-caricaturists (who, at that time, 

knew how to draw glory and money in plenty from the infatuated and confused 

public by rope-dancing and harlequinades of all kinds, by octave-thunder, trill

ings, extensions, jumps, raging, roaring, falling into fainting-fits; and the strangest, 

mo~-:tt striking outward appearances, and most ridiculoni:l jestures, aml were sup

ported nnfl hoisted up by venal phrase-criticism, and other wonderful arts) had 
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incurred t'ny just contempt and criticism : yet I was among the better class of such 

as sinned against effect among the men of modern progress and almost all the 

superiot· concert-players, although I felt "\vell that trnth and beanty were not 

worthily enough represented by any of them. Here now appeared, also as an 

idealistic art-v'irtnoso in Berlin, Hamburg, Frankfort; London, and Leipzig, the 

universal, fiery lVIendelssohn, who, with his exceedingly fine and intellectual feel

ing, and in his exemplary style of playing, and with the finest technique sustained 

by the rnost becmt,iful tonch, the technique being to him merely the servant of true 

art, never an end in itself, and with the support of the authority he had already 

obtained, and also of his ahle teachers, such as L. Berger and Zeiter, ventured 

even in public to perform the simple immortal masterpieces of Bach, Handel, 

Haydn, J\lozal't, Beethoven (of the first period), and others, with a simplicity, 

naivete, chastity, elegance, and devoti(m until then unheard of. The astonished 

public, to whom Hummel's Septett and Chopin's Concerto had at that time ap

peared not brilliant enough, not suit<:tble for concerts, not fit for producing suffi

cient effect to express themselves approvingly, granted at first only a reluctant 

sncces d'estirne, which, howovee, after repeated pel'formances, soon went over to 

enthusiasm, which was given alHo to others who perfonned in a similar style and 

proved their artistic training in it. It is only natural that at the same time the 

piano rope-dancers with their worthless doings, with whom nothing but the titles 

showed inven!;ive powers, should still draw something of an audience and continue 
to do so some years ago, for the history of the world advances slowly and along 

with it the history of art ; Lut they could rarely venture with impunity on good 

piano-music-such ostentation remained without results, for in order to achieve 

results theee iR required a different tenclency from what those sinners against Art 

possessed. 

In the same maunee now as l\!Iendelssohn operated first and last in Leipzig, 

and especially in the Conservatory, Moscheles operated in London, Chopin, and 

to some degree St. Heller in Paris, lVIessee and many estimable amateurs in Frank

fort on the J\Ia,in, FiRchhof in Vienna, a Lie ~tl'tists in Berlin, others in Dresden, in 

the more recent times Robert Schumann at Dusseldorf, ami so forth. Thus only 

an impulse and intrepidity were required-and the obedi€nt public followed again 

the "Superior," the true, the beautiful. To speak of the latest times, we already 

see with the finger qnaeks tlutt still exist and their pupils and mimi0s, deserted 

Concert-rooms in Dresden, Leipzig, Vienna, even in smaller places, and now they 

can no longer be filled even with free tickets. Recommendations of all kinds, 

American melodies, Indian Negro tbemes, _Ne plns u1tras of jumps and extensions, 

chaeming titles at the head of fabrieations wi1,hout brains or invention-beside 

these Handel and Beethoven on the coneert-Lill- announcement of only one per

fMtnHlli?J,---ailing looks, pressing recommendations, newspaper noise, clique and 
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claque-all is in vain: the public is this time prevented by other engagements 

and will admire the next time or when the very last performance takes place. 

1'he public are tit'ed of harlequinades, and demand sterling musical culture, 

they demand an appreciative manife::;tation of it, they desire to hear fine 
sound. and good music, performed with real art and grace, without excess and 

charlatanism, and at the same time a brilliant virtuoso production of the s~uperio1' 

kind. 

But criticism, too, bas partly taken a better and more gratifying direc-

into learned hands capable of judging; it no longer pays 
homage to and coteries, it expresses its opinion impartially, boldly, and with 

dignity. There is, consequently, o'ving to it a well-merited share in the impro-red 

turn of art, and of the sympathy of the public. I may be permitted to name, 

from among several, only Carl Banck of Dresden, and Bischoff, Editor of the 
Rhenish Journal of Music. Also, I do not hesitate to give the correspondent 

signing Kerin the " Signale," lVIessrs. Klitzsch, Schaeffer, and T. U. in the "Neue 
Zeitschrift fUr JYiusik," and others, the credit of a competent and impartial 

ment concerning compositions of the most various kinds. 

But now one word more to our lady singers. The piano-fury takes the turn and 
has taken the turn, and you do not wish to take the turn 1 How is it possible 

that the musical tours of such a one as Jenny Lind, whose beautiful, only true 

style of singing has again found its confirmation in the singing of Henrietta Sontag 

and of Persiani, should have remained without visible result for yowr style of sing

ing, and should have gone pai:it you without leaving a trace 1 'Vith older, long 

forced voices, especially on the stage, a change is no longer admissible and scarcely 
possible-they are, moreover, just on the point of dying out; but you, who are 
young singers, you allow yourselves to be shamed in judgment by the entire public 
at large, who showed for Jenny Lind everywhere equal acknowledgment, equal 
del1:ght I 

Could you, then, not endeavour, by a diligent and attentive solmization, to 
draw out al;:;o your voice, and by a natural and chaste singing, without a 
forced intonation of the sounds, to aim at the real effect-depth of feeling 1 Nay, 

not even the most sensitive conception and the most charming performance of the 

parts of Agatha, Amina, Maria (from the Daughter of the Regiment) etc., has 

stimulated you to emula.tion 7 For example, in " Softly sighs " you are still continu

ing to quite loud, joyfully, fast, and merrily, ''the Nightingale and Cricket 

seem to enjoy the night air ''·-I suppose because the word enJoy is in it 1 The 
appearance of Amina in the Somnambula, in fact, the whole part yon run through 

in quite a mechanical ! Do yon not know that Jenny Lind, with the " Fare

well" in the Daughter of the Regiment, moved the over-crowded Opera-house in 

Vienna times to tears, and not-to applause 1 \Vhy, you sing and act Maria 
p 
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and .Amina in quite a curious and odd manner, quite the opposite way to .Tenny 

Lind. Is it that you think to lose in originality and independence if you do notre

main in your unthinking old style, but imitate Jenny Lind somewhat. You have 
so often heard songs of hers worthy to be remembered for ever, yet you will sing 

"On wings my fancy ranges/' and "Gently through my mind there passes," and 
"0 ! Sunny Beam," just as thoughtlessly as ever, or with false pathos. .And what 

shall people think of your antiquated adornments and Fermatas~ Mendelssohn 
and a very few others have thrown the piano fury from its zenith, but with you 

art is not to be raised by artists ! You say : " Our teachers do not draw our 
attention to it." .Are the teachers, who often are the most prejudiced, to do every
thing then ~ You must medita,te and strive. You exclaim further : "We are 

obliged to sing shouting-operas, which enslave the voice, and such things as circum
stances and conductors impose on us. 'Benvenuto Cellini' was buried after its second 

appearance--the ' \Vandering Jew' is to be the next opera, and the one after 

that an opera-monster of an unknown Italian of Milan, ' 'n1e mad Joanna,' which 
contains no pieces whatever for singing, much less melodies, an<l is rooting quite 

in the future." Just you all learn to sing again in really beautiful and true style, 

in the same style as Jenny Lind and others, and then you need have no hesitation 

in saying : vV e shall no longer shout singing nonsense, no longer shout trumpet 
and trombone sounds. Then the progress-trash will come to an end at once, and 

the composers will have to cultivate their feeling for beautiful and correct singing 
and for healthy and effective melodies, and if they, as is possibly the case, are not 
able to do that, they must give up their opera desires. By so doing you will pro
mote the " everlastingly beautiful," and that is true JWogress and salvation from all 
errors of singing and from all artistic twaddle on the subject. 

The history of .Art offers you her hands, and, in the empty houses at repeated 
performances of such tormenting operas, every intelligent person sees already con
firmed anew the proposition : 

"Artists cdone have evm· been to blame fm· the decay of A1·t." 
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CHAPTER XVII. 

Miscellaneous. 

The author signing himself, "Well known," tries to establish in his letters 

~:>omething like the proposition : "The work that on the first performanee gives 

most enjoyment and pleasure to the general public, without at the same time 

requiring especial activity of their reason and reflection-is the right-the best 

one." .A.ncl further: The general effect of a work of art must manifest itself 

immediately after the first performances. 'Vith this I shall compare experiences 

drawn from my life. I was with many others witness of the four first perfor

mances of the "Freischlitz" in Leipzig. At the first performance the only points 

that pleased were the \Valtz in the introduction, and the chorus of hunters and the 

chorus of virgins-in fact, you see, the least important parts; everything else found 

neither visible nor audible acclamation. Yet during the succeeding performances 

the interest extended by degrees to almost the whole of the rest, according as the 

comprehension and the enjoyment arising out of it increased after repeated hear

ings. 
I was present in the Leipzig "Gewandhaus" at the first rehearsal of the 7th 

;:;ymphony of Beethoven. Musicians, critics, connoisseurs, and people quite ignorant 
of music, each and all were unanimously of opinion that thi::; Symphony could have 
been composed only in an unfortunate, in a drunken condition, especial1y the first 
u,nd the last movement, that it wa:s poor 'in melody, and so forth. We all know 
with how great veneration the mixed public already listen to this Symphony in 
Garden concerts, etc., and with how visible a pleasure they enjoy it. 

The success of the 9th Symphony also is contradictory to the opinion of" Well

known." Some years ago people, it is true, were startled at the incomprehensible, 

unenjoyable chaos of this Symphony of Beethoven. We are already reconciled to 

it, and acknowledge and enjoy its magnificent beauties. The tormenting and 
unpleasant execution of the solos and choruses in the last movement, which are not 

adapterl for the voice, is the only thing that never can and never will give enjoy

ment, just because it is not beautij1.d, and will remain so, if human voices have to 

struggle, and the execution stops far behind the conception. Thus to the full

ness of harmoniou~; sounds surely there must be joined also architectonic beauty 
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aud cha.1•actet•, i£ it is to E:llltisfy om~ highet~ demands. 1l1he1m lattei', howevei', tH'e 

l'ecognised only, and by degrees mot•e and more, after tepeated hearing, and when 

connoisseurs, and such as, without being connoisseurs, are yet well-educated, can 

with consciousness feel then~ out. 

What the author says concerning operas, singers, composers1 music of progres:-:; 

etc., I have also in other respects treated on from another point of view, and fre

quently I lmve come to the same results. Only he may permit me, in practical 

respects, here and there to defend my lady-t:~ingers. The appearance (it may be for 

the first time) of a well tratned ancl sensible lady-singer, (who, therefore, has under

taken a task), for example, with an Aria in a concert before a criticising and well

educated public, whose attention is not drawn off with other theatrical secondary 

matters, as is the case on the stage, who eagerly listen for every breath, every 

vowel, every word, every sound-is a dangerous undertaking. She must then be 

allowed to choose whatever she wishes, something that is within her voice, that she 

is able to conunand fully in all dimensions, that puts her voice and her good qualities 

into the clearest light, etc. The managers of the concert can give her no special 

orders as to what she is to sing. Above all things the singer wishes to please; 

that the managers, too, are to please with it, is not at all necessary and a matter of 

indifference to the singer. Nor are the managers able or willing to indemnify her 

for a failure-nay, they will not even comfort he1 because of it, so that she has all 

the risk on her own side. She, consequently, chooses most likely an Italian Aria 
of Bellini, Donizetti, Rossini, or 1\Iozart, etc., because in that her voice has speci:1lly 
good sound, attraction, and enchantment, and can show itself in its full extent
circumstances which make all unprejudiced and educated he~rts favourably inclined 

to her. Let the classical people, or those who behave like such, lament and wail 
at this-it does not matter. This Aria we are ~;pea,king of is with Italian text, and 
is the singer not to take this original text which is evidently so much easier 

having been applied in so clever <1 manner and in a correct, artistic and singing 

style, by the composer, who is an expert in singing 1-Instead of that; a miserable 

German translation ?-No, :Mr \V ell-known, that is too great a demand l You 

speak so openly and pointedly concerning the classical behaviour and many other 
glaring foolishnesses, and you mean suddenly to become so rigorous and chastising 

to my poor singers 1 The favourable circumstances, talent, voice, health, several 
thousand Thalers, a clever teacher capable of self-sacrifice, the fortnne of being able 

to hear great masters, from fonr to five years' time, and many other things beside:'!, 

must unite till she arrives at the above-mentioned Aria, (I here speak of trained 

singers, not of others who can do everything), and then she is not to sing of Italian 

love in the Italic(;n lang'Ua!]e, but in a German, rugged, and awkward translation 

that is not adapteJ for singing ~-:My friend, you cannot be in earnest-why should 

you be so bitter 1 If the pub1ic wish to know thoroughly every word of 
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the ltalian luvtl, theu sul'eiy ynu must be gallant e1wugh to the singe1• to give then1 

the translation of the few words-the execution will uo the rest. Every A ria, 

every song will sound best in the language in which it was originally composed. 

Do not even many .French l:lrtists endeavour to sing German songs in the German 

language ·1 Jenny Lind spent several months in making the German text in the 

" Daughter of the Regiment" and in the "Somnambula" adapted to the voice. 

Consider, then, what difficulties a singer that wishes to sing well has to overcome 

with German words. Why, you even object to the pronunciation. 

In regard to singing in time, especially in German vocal-music, I think you 

might also grant some little indulgence. Yes, if there were no taking breath, 

and none of those time-consuming consona.nts, and none of many other things ! 

The greate:-;t singers frequently have difficulties with these points ! Consider the 

liberties the strict Jenny Lind, the most conscientious singer of our century, 

took, and had to take, so as to give satisfaction to the beauty of her voice ! 

Moreover, a ::;inger neither can nor ought to take as a pattern the strict time

keeping of a \Valtz, etc. ; here again you go too far_ And the use of 8ingle 

::;ounds in recitative and with the Fermates, so as to allow tone and voice to 

resound beautifully? Well ! Let Lind and other great singers answer 

you on that. Until the time great singers perish with the art, it must remain 

so. However we must not in this place, before the general public, open a singing 

and a lecturing school, in order to force from om· enemies a mocki,tg 0mile. 

The Well-known wants no rnore Cadences? Well, here the opera of the 

future, which you contest so much, meets you very opportunely. You may 
in the end be a conductor yet with such singing-music of the future. \Vhere 

are you to get for such productions well taught, artistically trained singers'? 

You will not get one, no not even one, who still has a voice, though no tntining. 

If you do not frequently give to the former an opportunity of sustaining sounds, 

of spinning them out, and of allowing them to produce an effect, and of 
re~ounding now powerfully and then again charmingly-and this now and then 

with their alluring shakes (the most beautiful ornamentation for three centuries) 

cTescendo, decrescendo, with the finest shadings and with the most spirited anima

tion, then you repel that of which the singer is prouclest, for it has taken her four 

or five years to learn it beautifully. In addition to that she had the rare fortune 

of having this faculty trained and cultivated under the direction of a 

teacher of the old extinct school, who does not destroy the voice ·in the training. 

Now you would be satisfied with the other one ? No ! you will not get her either

or she 'vill run off again soon. vVhy, her voice is all she possesses) else-she has 

nothing, or she has learned it wrongly or badly. And you wish to take <.nvay 



110 
from her sole possession, the vuice, which in this style can last only a short time, 

the opportunity of having a free range, of allowing itself to be heard, and of 

making impression, according to its own way though it may be in an uncouth way~ 

Cruel man, surely you cannot be married, since you are so ungallant, impracticable 

-at least you have trained no singers yet. Surely Haydn, Mozart, Winter, Weigl, 

Rossini, C. M. von Weber, whom you can otherwise appreciate so well, did 

not write down their many Cadences from ignorance or from embarrassment 1 

I have heard the cantatrice Willmann, for whom Haydn specially wrote the 

Soprano part in the Creation, execute at Erfurt with wonderful ability those 

Cadences and elegant although short ornaments which Haydn himself had 

taught her. Ay, ay, zeal, anger, displeasure at the innumerable contemptible 

things and· incredible foo1ishnesses in our times, which are so rich in contradic

tions, mislead you to kill everything at once. People will in another respect also 

cast the same reproaches at me : ''let us comfort each other together ! " 

I must also interpose against what you say concerning the pianoforte and the 

Virtuosi and so forth. 

"No great Composer was ever a great Virtuoso, and no great Virtuoso 

becomes a great Composer ~ " 

Why, you empty the bath with the child in it !-Mozart, Dussek, Hummel, 

Moscheles, Von Weber, Mendelssohn, even BeethovEn, and several others 

belonging to the good days of the piano, were certainly great and celebrated 

Virtuosi. It takes nothing from their geeatness as Vietuosi, nay, rather it 

is a credit to them, that they employed in a sensible manner their important 

powers as Virtuosi (which their successors often endeavoured in vain to reach, 

even with their balancing rope-dancing) merely as a means to produce good 

music, demanding much and fine technique. And Mozart's 24 Concertos etc., 
the execution of which tnas smiled at by every beginnfir ~ Well, do you rea1ly 

mean it~ In playing and executing these in a style as beautiful, as healthy, 

as correct, and as finished as Mozart did (it is true, on pianos and Harpsichords, 

which were easier to play on), I have succeeded with but few pupils. To do so 

there is required an extremely well developed mechanism, a fine, a thoughtful 

musician, the neatest finish, and the most elegant and sweet expression of the tone. 

Here the beginner does not smile in the least, but the connoisseur smiles at 

these and at a whole multitude of Virtu0si besides, who are obliged, because of 

their weakness or their mistaken tendency, to look at such performances over 

their shoulders. And when these venture upon them, then they (~1'e laughed 

at-not Mozart. 

What ~-·on our good, full-toned instruments, sustained and spun-out 

melodies, pieces adapted for singing, and good music, Concertos of Beethoven, 
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Mendelssohn, Chopin, etc. 1 could not be played beautifully, feelingly, and 

impressively, especially not with accompaniment? Well, by that decision, with 

one single blow you upset me, my book, and my pupils !-Yours must be a. pretty 

piano-box !-A composer you are, a teacher of composition, an expert in music, 

an author and a scholar, but don't you come out with your Virtuosity, for surely 
it suffers from manifold and sensitive infirmities ;-so much I can be sensible of. 

I at least shall decline to make of you a good Virtuoso, and that too with your 
hammer-box, with your prejudices, with your hostile views as to the piano,-
that would be called" carrying coals to Newcastle." In what hidden, out-of-the-way 

corners were you then in the Leipzig Concert-halls, when there was fine piano

playing, without piano-horror and without mortifying and endless jumble of 
pa;:;sages, compositions of Beethoven, Mendel~sohn, Chopin, Schumann, and 
others ~ '\V ell I declare ! Yon want to banish the piano-demon, yet you will 
not do justice to what is right, but throw my three trifles too at once after 

it7-
I shall not argue with you any further, for you are monstrously rough, 

you arc an expert with the pen-though not with piano and singing-pupils : 
else I would pray you for further information about many things that are to 
be read there in print in your "Musical Letters." But-after having further 

suppressed rny views concerning you1· views in regard to the third period in 

Beethoven-one thing further I mnst approach nevertheless, and I ask quite 
with the utmost politeness and with an entreaty for instruction : 

"Were it impossible that a powerful fugue of Bach, Handel and others, 

even if the public were not able to recognize and to examine and cultivate singly 
its architectonic beauties, should of itself and as a whole, if it were executed 
witlt s1we and good appointments, make in the church an impression of the solemn, 
the sublime, the eternal, the monumental~" 

HINTS 

FOR HONOURABLE TRAVELLING PIANO VIRTUOSI. 

Speaking in general, you ought no longer to make any tours, not even to 
London and Paris j except you hacl the intention of giving lessons there. But 

to do that you have opportunity at home1 and perhaps with more and surer 
results than there, assuming that you are an able teacher. Paris, it is true, 
fondles the pianists and gives them food and drink, but it does not pay; on 

the contrary, the Virtuoso has to pay-to the Journals, if he wishes only to 

have his narne 'lnentioned.-Ancl J .. ondon-pays no longer. Neither is there 
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any necessity for it : during the Season dozens of Virtuosi have for years 

been ready to play gratis, because they imprudently happen to be tl1ere, and 
wish to have played in London. Several of them cannot even do that if they 

have not many introductions, good recommendations,-lnck. Such is at present 
the lot of what is beautiful in Virtuosodom. First to learn much with great 

sacrifice, then to expend money in trying to gain the criticism of the daily papers there 
(now almost as in Paris), all the time living very expensively; and then, after 

unspeakable trouble, at last to give a Concert, only at the best to recover 
the expenses of the concert, and then to have the English luck to be allowed 

to play the three little pieces that have been received favourably5 either gratis or 
for an insignificant sum, over and over again for three months, and along with this 

to be obliged to play some silly pieces which editors of London pape1·s m·e wont to 
fix on in the interest of certain composers. "America shall pay the London 
accounts, London honour~" The expectations are d,istant! The bills are 

to be honoured on that side ? How many are there that have already returned 

from there with conve1•ted emigrants in order to take up again the teaching 

wantonly forsaken at home, which now is not paid one whit better than before for 

all one's poor living in London and America, for all the fog and soot swallowed, 

and for all the sacrifice of one's small inheritance. In our times, when the 

understanding of a beautifu 1 masterly piano performance fi.nds its expression 
with the educated public, even without so-called foreign renown, it is all the 
same where a pel·son has played or where he has not played. Let directors 
of Concerts, therefore, lay aside their astonishment and their former views, 
if unprejndiced and experienced Virtuosi that understand their times, no longer 
seek for a few pounds~ sufficient for the journey and the inn-keepers, to reap 
a doubtful glory ancl a suspected honour, probably even still fighting with an 
existing Coterie. vVhat then shall such an honour lead to, an honour that 

he can make no use of anywhere, and for which the artist is perhaps even 

meant to beg 1 By that means, and by the unlimited misuse of music for 

every imaginable charitable object, the artist is wholly cut off from the possibility of 

reaping for himself and by means of concerts of his own a reward or gain 

which surely ought not to be grudged to a vocation of life that demands so 
many sacrifices~ A decline of a beautiful and masterly Virtuosity, too> must 

result from that, or rather has already resulted since 1848. Everywhere, 
especially in the rising generation, we meet with the ' 1 dozen-play," that is, one 

plays like another, one dozen like another, their playing is neither cold nor warm, 

neither fine nor exactly rough, neither bungling nor masterly, neither musical nor 

unmusical-but brave and homespun, '\Yith the notes in time, which, to be sure, 

is still better than the thrashings of the future. But what is still wanting is 

made up according to circumstances, and quite in conformity with the spirit 



113 

of these times, when associations are so much in vogue, by the universally and 

fully developed clique with the claque and the criticism of the day besides. 

Why then, I ask, is this young generation, with all their good talent, un

willing and unable to advance 1 The ''ideal models" are wanting, on 
wllich they might form and warm themselves and get their enthusiasm 
aroused. 

But I return to my next subject. 0l'lr musical friends, it is true, are tired of 
virtuosi, but they are no longer tired of music, as during the times of political com
motion ; music is again asked for-also good piwno rnusic, if it is executed in a 
masterly and not in an amateur manner. And neverthelesH, you ought not 

to make tours if you do not wish to fall into ihe danger of sacrificing almost 
everywhere your time, money, and health. Let me solve for you this problem 
afresh on the market of life and add some counsels to it. 

] . Almost everywhere you go, they will say to you : "Ah, if you had 
come a month ago-now, every day for weeks to come is taken up with subscrip
tion-concerts, a charity-concert for the infant-hospital, a concert for ragged 

children or for unragged ones,-likewise for the Pestalozzi-union, likewise 
for the city poor-for the shame-faced poor-for the shamelest:: poor-for an 

unknown benevolent object, or for a known one-for the pension-fund-for a 
monument-likewise for the benefit of an unfortunate virtuoso, who has got 

into trouble with his hotel-bill and now tries to dispose of his tickets ,in person j 

in addition to all that, the theatre is jm~t bringing out a new opera-not to 
reckon innumerable Soirees of private associations. Come back in a month, 
we can then find a day when you also can get the concert-hall." But not to lose 
your time, as is likely the ca:::~e, you may appear in one of the next begging
concerts to make yourself known and (tppreciated. After A'rt has begged nearly 
long enough for the poor-when are these to begin begging for Art ~-It is 
questionable whether you intend to return in a month, after the public are sucked 
dry and have got tired of potpourri and charity, or when meanwhile a great 
inundation or a great conflagration has taken place, or cholera and fevers are 
raging there 1 Moreover, all sorts of unfortunate circumstances will make your 
best introductions come to naught. Yon will learn that these influential intro

ductions are addressed to friends that are absent, sick or dead. 

2. The hotel-keepers, the person that lets the hall, the local authorities, the 

parochial board, the persons that see to the arrangement of the concert, thE' 

people that carry the instrument, the tuner, the proprietors of newspapers for 
expensive advertisements, the printer, and (as is the case in some places) the 

person that lets seats, who consents to let for money and kind words those seats 
whereon will sit mostly holders of free-tickets, and further all those that are on the 

look-out for a tip, etc.-not one of them can forget that blest-led piano-fury period, 
q 
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when an entrance ticket was paid with two or three crowns. "Such a piano 

Virtuoso," they say, "rnay gain within a couple of hours hundreds of crowns ; if 

he does not clear them, that is not our fault, therefore he must pay, pay high-

we must meet him with premeditated difficulties." 'l'he word is now no longer 

"An open course to talent," but " Open and hidden obstacles ! '' The hotel-keeper, 

reflecting that he has to write many accounts doubly chalked before he can gain 

a hundred crowns rnore than he cdready, chalkB you trebly; the proprietor 

of the hall, which. moreover is the only one in the place, cannot get rent high 

enough for it, ancl yet the lighting up of it is of the most miserable description. 

The police require payment for permission, but of course they give no payment 

of indemnification, if the as usual, has hit on an unlucky day, when 

· the manager of the theatre suddenly appoints an opera ; then the managers 

of the poor frequently demand a high tax for the poor, for whol:le benefit the 

Virtuoso is afterwards still to give a special performance, and they refer for 

it to the profits which under different circumstances Virtuosi had sometimes 

rnade,-and thus it goes on. In addition to that, the local at·tists and their friends, 

the concert and theatre establishments, etc., are hostile to you. They think 

their own enterprises endangered and damaged by you, since you might perhaps 

be received with special favour, and then you give a second concerb.

In short, the expenses and difficulties are altogether out of proportion to the low 

price of admiHsion, which, ns it is, is still too high in comparison with that paid at 
the subscription-concerts which are now being held in almost every to·wn. And 
now the free-tickets I Heavens l who has an idea of their number ? If you 
were to strew out with full hands your Californian tickets, if you were to take a 
special clerk for packing and delivering them, you have after all when the 
concert is over made for yourself who were waiting and watching in the 
background to see whether they would be forgotten or not ! Among the 
innumerable cares, troubles and mortifications connected with the arranging of a 

concert, the complete sending oat of free-tickets stands at the top. But then 

your hall is also filled, ancl pljople congt·atuhte you-on the splend~iJ 

These receipts a.nd the sum which the ticket-seller at the entrance door ('.vbo 

generally stands in most amiable communication with the ticket-collector, and 

cherishes quite a special sympathy for him) condescends to hand over to you, 

may indemnify you for the next da.y, on which is greedily demanded payment of 
the terrible expenses. Then after all sometimes come the local authorities, who 

fix a tax in proportion to this filled hall. 

3. You wish to perform a trio 7 But to do this, do you not also require 

a Violin and a Violoncello, and the best performers on these instruments 1 

You pay your dutiful visit to the manager of the theatre, to the musical 

director, to the leader, and some other influential persons, and to the above-



115 
mentioned artists. Half these people were not at home, but no matter : 

you go until you have been successful. . They gladly consent, but there is 

great difficulty in finding out an hour for the rehearsal of the Trio. At 

last the difficulties are overcome, and now you breathe more freely, and already 

you shyly put an expensive preliminary announcement of your concert in 

the daily paper. Ah ! but there is still wanting a lady-singer 7 The managers 

of the theatres ·must try to spare their best singing-powers, else they would be. 

worn out regardlessly and greedily by the constant charity-concerts, and therefore 

they can give no permission, which is also quite natural and in order. Well 7 

At last you take a singer whom no one wishes to hear any more, who has 

no longer a voice. Be thankful that the poor girl, who shares her lot with 

hundreds of her like, assists in making up your concert. She and the other:-; 

who assist have, as it is, nothing for it in return but a few of your free-tickets, 

which they richly deserve. Now everything is accomplished : "To-morrow my 

concert takes place under the kind patronage of many friends." The publicatiou 

of this programme, got up with such enormous difficulties, costs only from two to 

three crowns. On the morning of the day that the concert is to take place, yon 

awaken with the determination to play over your solo pieces once at least to-day, 

since for a week previous it was impossible to do so because of active and passive 

visits. There is a knock at the door. Come in ! Behold a note from the 

singer: "With the greatest regret I beg to inform you that, because of a sudden 

hoarseness and from fear of too severe criticism, I must forego the pleasure 

of singing at your concert to-night-another time I shall have great plea

sure "-Another knock. Come in ! The Violinist and the Cello-player with 

compliments send word that, to their g1·eatest regret, they are unable to be 
at the last rehearsal at eleven o'clock, as there is a rehearsal of an opera in 

the theatre from ten to two, and further, that to-night their assistance is doubtful 

since, because of the sudden hoarseness of the first Comic, the piece "The Liar 

and his Son ~' may perhaps not be performed and "Der Freischi.ltz" may possibly 

be substituted.-"\Vhat is to be done now 7 It is impo'!sible now to countermand 

the concert, the daily paper is out, and the concert-bills are published, fifty 

tickets are sold already, this is the only evening that the hall is free for the 

next fortnight, the piano is there already and is just tnning, everything else 

has already been arranged last night. Throw yourself at once into a cab, make 

your round of calls again to the above-mentioned persons, perhaps you may 

manage to get these artists relieved of their other dnties. They will be very 

happy to do so, "should The Freischtitz not be pcrfoi:mecl." All right! now 

quick again into the cab, look for deputies without a 1·ehearsctl, for which there 

now 1s no longer time. Nobody wants to be the stop-gap, least of all without 

rehearsal! At this point the following adYice may be still given to you : 
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Get smail Lilis printed, which at'e handed politely to the public at the ehtt;ance 
of the hall : "In consequence of opera·and of colds, my Concert remains without 

the kind assistance of many friends-I shall piay instead a Sonata of Beethoven, 
and in fact, 14 pieces, one after another." Comfort yourself, during the finger
mania-period I have often seen this happen, even to Rubinstein in Dresden 

when he was only fourteen years old, who, on that occasion, though I had 
at the rehearsal in vain drawn his attention to it, threatened to Hink and vanish 

through a rotten board into the hollow space below. 
4. Do not any longer make a tour without some kind of instrumental, 

or, hest of all, singing-assistance. 1\Iuch piano-playing without a break is a 
horrid fate, even if you do not break through the boards. 

5. Before you deliver any introduction, go first to the Music-seller that 

sells your tickets for the Concert. He has to endure on your account much 
detention, much annoyance and many unpleasant things-maybe even your 
own reproaches, if the thing does not go straight ! This kind tormented man, 
from wholll all the ladies desire tickets for the first and !::leeond rows of seats, 
so as to be able to watch the hands of the player, will inform you about 

many things that you ought to be acquainted with before you take another 
step : be guided by him, and do not think you know better. The concert·instinct 
of such a man, who has so many dealings with this strange virtuoso.race, 
is often amazing. After that however look for the beHt and most honest 
tuner, and try by every means to gain him for your purpose. Through 
his counsel and support you may perhaps get an instrument that will play, 
that keeps in tune, and that you may manage to perform upon ; leave the 
instrument entirely under his control, else you will be sure to make yourself 
ridiculous by accidents of all kinds, and always different ones in different 
towns. Every Virtuoso has his instmmcnt with him, it is only the unlucky 
piano-hero who is given over to the discretion of strange instru.ments to 

the very last note he plays. Yet do not embibter your situation still more 
by too fastidious fear. Be content if the touch is passable and the mechanism in 

good order. It is for you to remember, that among thirty so·called concert
grands there is always only one that is such really, and that the other ones 

have only to bear that name in subrnission. 

G. Your next step is to go to the honour~tb!e reporter, referee, critic of con

certs, who will make you acquainted further with quite different difficulties and 

with the concert-diplomacy to be employed in this particular town. In fact, 
give the concert, not according to you1· own head, but according to the better 

heads, who know the town and its inhabitants. But ::tfter that, in the choice of 

the concert-pieces, show firmness, else people would advi::;e you so much up 

to the beginning of the concert that in the end you will play quite different 

\ 
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piece8 from those Ihentioned in the concjert-bill. ~his is ho fiction, it is 
experience. From this ariseR the "Concert-muddle," an extraordinary mixture, 

which does not permit of any chemical analysis. Arrange your programme 

so that you endeavour to draw the public up to you, so that you play those 

pieces that are earnest and demand much attention in the first part, because 

the public are then still fresh and most susceptible. In the second part, 

however, pass with a skilful transition (my daughter Marie lately used to 

choose for this purpose seve1•al short cha1·acteristic pieces frorn the di.fferent 

epochs of piano-'l11/usic) over to the brilliant production of any of the Letter 

class of drawing-room pieces. Who then would play only for the connoisseurs 

and artists, that for the free-tickets 1 Is it not the general public that 

pay the expenses-surely I cannot knock them on the head, else at the second 

concert I have nothing but kind free-tickets before me. Neither do the 

11ice words of the criticism indemnify for the loss of nice crowns. Or shall 

I have to thank rather any celebrated lady-singer for the luck of a good house~

A man does not wish always to read serious things, things that strain his 

thoughts; he often prefers a pretty comedy without murder to a great dt·ama 

with murder, and may for all that remain a gentleman. 

7. Have no readings at your concert, except by the best tested and the mo~t 

popular readers. An unfortunate choice and an unfortunate Teadiny often 

go together with the result that a musical public is thereby put into the 
very worst humour. 

8. A concct't ought to last scarcely two hours-rather leave out your 

o1vn Composition. 

9. :Make yourself well acquainted beforehand with the piano that is to 
be lent to yon. Do not wax eloquent, do not brag that yon can play on 
anything. I have experienced terrible things with others,-uot with my 
daughters, because I sent after them, almost to all places where they performed, 
their own well-tested concert-grands-often at great expense. N ot.withstanding 
all that, and with all my great caution, I have had to enrich my concert 
experiences for thirty years long with the oddest difficulties and in every place, 
again and with different and unheard-of ones. 

10. I would have many things to tell you yet-but the publi0 must not 

hear them. 

11. vVell l--one remark more, but of course between ourselves.-If you 

travel for several months continuously, when you have neither time nor oppor

tunity for quiet study-your execution does not improYe; on the contrary, it 

grows worBe and worHe. You are too quick in the tempo, you begin to be indis

tinct, your execution gets uncertain, your U8e of the pedal can~less, and negligences 

of all kinds surprise you. In short, go home at once when the season iB over-
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it is necessary. Come to yourself again, and lay down again the standard 
of a strict criticism for your playing. And how is it now with you, you 
wonderful young gentlemen-you wonderful misses of from sixteen to eighteen 

years 1 Where has your good genins gone to~ FE:>tch all your musical friends, 
fetch your old teacher, ask him for an honest and a strict criticism-study 
again earnestly and carefully-for you have forgotten the three trifles! Your 
whole glory, it may be obtained already or not obtained yet, will else be lost

your art is lost already. The unlimited acchmation, the praises, the worshippers, 
the empty phrase-makers- alas ! they are of no use, if we want to strive after 

an ideal. This can be done nowhere but- in the quiet closet. 

C 0 N C E R T · H A L L S. 

Concert-halls are being built or are intended to be built at present in 

many towns for the importunate so-called Virtuosi, for singers and for subscrip
tion-concerts which are most extraordinarily on the increase ;-not so much 

so, in the meantime at least, for respectable artists, as I have explained already. 
I think it my duty, with the experience I have had, to give my views 

also in regard to this subject for further consideration, and I limit myself 
to speaking here of '' Concert-halls for singers, lady-singers, piano-performances, 
subscription-concerts, musical-assemblies, rehearsals, etc., and perhaps also for 
balls." 

Among all the concert-halls that I have got acquainted with and tested 
in Austria, Germany, France, etc., there are only three that are wholly and 
in every respect suitable for their purpose, and therefore I think that these 
before all others ought to he taken as patterns, not only as regards simple 
interior decoration, which cannot dh;turb and interrupt by anything inappropriate 

the unbroken transmission of the sound, but also as regards approximate length, 
height and breadth. After many experiments in the manufacture of pianofortes, 
acoustics has fixed on this principle : "that sounding-hoard is the best, which 

sounds best." J .. et us transfer that and say : " that Concert-ball is the best, 
which sounds best." These halls are the Gewandhans Hall in Leipzig. the 

Hall of the Singakademie in Berlin, and, at least in regard to the main point, 
the A polio-Hall in Hamburg. Each of these celebrated halls holds about 
from nine to twelve hundred of an audience) according as the small l1all adjoining 

is more or less made use of. For smaller parties, lectures, qnartett entertain
ments, rehearsals on the piano, etc., only the small l1all is opened. Anything 

below or above that is faulty. If the hall is built la1·ger in order to give now and 



119 

then on special occasions admit.tance to two or three thousand people, manifold 

JisadYantages arise, which are detrimental to its being used much1 and conse

quently must greatly reduce the handsome rent which a perfect hall would bring. 

I throw out, among others, the following considerations : 

Fi1·st. That in so large a hall rehearsals for orchestral-pieces, as wflll as 

for the piano and other instruments with the accompaniment of the orchestra, 

are almost impossible because of too great a sound, which must disturb and 

be prejudicial to exact harmony. 
Second. That concerts in such a hall, when the audience numbers only 

from four to six hundred, which is most frequently the case, would be a 

ridiculous or a sad sight, and the artists would rather shun it than make use 

of it. 
Third. That the performances would be called in doubt before an audience 

compar<ttively so small, just because of too great a sound, which can be deadened 

only when the hall is pretty well filled. 

Ji'ourth. 'fhat; the expenses of lighting and heating would be very much 

increaseu, as it is almost only in winter that concerts take place; and that 

this, therefore, with the present position the concert is in, would be most 

impracticable. 
Fifth. That in such a hall singers could make an impression only if they 

wel'e, according to the most modern French, Italian, and I am sorry to say 

also German style, to scream, and not to sing. They would, therefore, instead of 

assisting to re-establish and to further the true chaste art of singing, as it 

is at present with very few exceptions yet represented only by Jenny Lind 

and Henrietta Sontag, they would only, I say, do the opposite and assist the 
unnatural, which would be a pity. Do not hold up the theatre against me. 

This is not the place to invefltigate to what degree our large theatres (besides 

too strong an instrumentation in so many German operas unadapted for singing) 
have contributed to the almost total decay of a noble singing style; besides, 

opera singing is quite a different thing from concert singing. 

Large halls can he used only for industrial exhibitions, balls, and masque

rades, and for large vocal performances of from five hundred to a thousand singers 

and powerful orchestras-not even for large subscripti01i-concerts, as is sufficiently 

proved by the Centr·al-Halle in Leipzig, the Reitbalm (Circus) Hall in Vienna, 

the Hotel de Ville in Paris, etc. 

In several large cities they intend at present to erect large exhibition 

buildings for menageries, rope-dancers and equestrian performances, and to unite 

concert-halls with these. However suitable in some respects this might be, I 

must dissuade from it, were it only for the reason that those large exhibition 

buildings for want of space have to be erected outsicle the to,vn, whereas 
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the place for concert-halls is within the town. In regard to that I may also 

make the innocent concert remark, that J anizary-music,., and lions' voices, as well 

as hyena howling, are of such a penetrating nature, that surely tender voices and 

virtuoso performances on the piano and on other instruments would at times 

have to endure a most superfluous accompaniment however far removed the 

hall might be. 

TO SEVERAL YOUNG PIANO CO~IPOSERS ! 

I have just come home from a severe piano-seance. A well-known Virtuoso, 

who himself composes, has been trying to play to me a number of your piano 

compositions and this with discomfort and affliction-with enormous exertion.

Surely you do not compose the like for yourselves alone, else you would not have 

got it printed. Hence the question: for whom is it then, really, that you 

compose 1 
" For well educated amateurs who can find no pleasure in the insipid, 

vague drawing-room and finger-music, and are desirous to have a better 

entertainment." 

Among all those whose musical education I have cnmpletecl during forty 

years, there is none who could play and master ~mch tormenting, clumsy composi

tions, which are partly quite unadapted to the piano and over-loaded wit.h 
unnatural and endless harmonies and syncopations. And if there were some 

who would really by diligence and perseverance wish to master your music
they are to entertain themselves with that, they are to have pleasure and enjoy
ment in it-are they 1 

''We also write for musical Virtuosi." 

If Virtuosi are inclined to play, and in a great measure to study, such 
difficult music, then :mrely it ought to be very different music-of different 

effect, different form, different power of invention, of different value. 

"We want to foster music and not merely the piano." 

Well ! I should hope that Beethoven, Franz Schubert, Chopin, Mendelssohn, 

and Schumann have written music, and they are reckoned by no means poor 

composers ?-Do they perhaps need to be ashamed of their music, and at the 

same time of their innumerable and satisfying beauties of sound and their 

pianistic effects which are frequently so very striking? 

Let me make for once a closer inspection of your "Spring time Raptures." 

Here then you have at the beginning a dry, thin, immovable little melody 

of four or eight bars, which of itself is of a very dull appearance, and here 
~~~- -----~--~~-

* "Janizary-music" is the name given in Germany to the percus:;;ion instruments -big 
drum, cymbals, &c. 
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you try to depress it still more by some inartistic and <lull harmonief:l ?
The next bars already indulge in a few daring chords and skips, and to these 

are very soon joined superhuman spans and arpeggios. Now work begins

now we are taught how to work, and that in a polyphonic manner,-you 

are turning everything round and round, and, alai:! ! you enslave every 

little semiquaver with a learned harmonic chord. Now come passages for 

the left hand, and for the right hand alone, and also for both together and 

moving contrary to each other. But they are so stiff and intricate, and 

modulate in such a forced manner, that surely nobody can have plea~mre 

in it even if he were able to play them correctly and clear and legato as you 

have prescribed. Moreover, in playing, the fingers of each hand often meet 

on the sctme key;;;. That may perhaps sound on p!tper or in your imagination

but never on the piano ; on the contrary it disturbs the fulness of the sound, 

the flow of the passages, and is disagreeable. Then follows the middle theme ; it 

moves in D sharp-minor, for the piece is in F sharp-major. Of course not a 

piece will do now-a-days with anything less than five or six sharps or flats. 

vVhat fashionable composer would now-a-days still write in G-major, in D-major, 

etc. !-These vulgar keys belong to the olden times. Now yoG continue to 

grub steadily on in a loud wail over the world's sorrow, and in countless sharps 

and flats.-Can no pleasant ideas whatever any longer rise up in you? Are 

there then no longer any cheerful, bright, pleasant colours whatever-not even for 

" Spring-time raptures " '? If you have already painted these in such a gloomy, 

gray, snow colour, what then will your "Spring-time sorrows" turn out to be 

like 1-Why, that is exactly as if you wished to meditate inC sharp-major over the 

the desponding inscription of a tombstone.-After long torments and tortures of all 
kinds, once more, towards the conclusion, the ill-used melody in A sharp-minor. At 

first it i:::~ slow in time, then quickened; finally it goes through B flat-major to D 

sharp-minor, and gradually ends in nothing. My tormented friend got to the end 

with the ninth page, and I-also with my analysis of this "Spring-time rapture."

It is true this composition is by no means common or trivial, not even for the draw

ing-room-but it is just as little for the future or the present. I cannot suppress 

the remark that on these nine pages there might have been almost room for 

Schumann's Forest Scenes, or his Children's Scenes, or his Album for Youth l 

"Compositions which come easy to the fingers, and are at the same 

time effective in sound, there are plenty from Czerny to Schulhoff. These 

we recommend to you." 

Would it be so great a misfortune then for you, if one could play your 

" Spring-time raptures" successfully to educated people so that all could enjoy it 1 
'Y ould it not then be agreeable to your publisher, whose over-sharped and 

flatted compositors have to sigh f:lO much over your manuscript, if he could sell1 

R 



122 
along with a hundred copies of the charming J dylls and the bold Tarantella of 

Sclmlhoff, and the Children's Scenes of Schumann, two or three copies of your 
compositions 1 You surely do not write for yourselves alone, and for the pub
lislwr's own self. l\foreover I have already some just doubts as to your· execution
but much less would I wish to hear it performed by your publisher. 

"We write for domestic musical edification, for souls that are of a simi

lar humour, and not for you and such as are content with mere pianistic effeets: 

we pursue higher aims, the publishers must know that best-otherwise they 
wonld not pay us for our manuscripts. And criticism has already judged 
many things of ours to be excellent, and has encouraged us to continue:" 

llfy criticism, at all events, has not been encouraging, nor do I envy your 

hopeful publishers. Besides they are said to have already had meetings wherein 
predominate, and where they woefully discuss the now universal wailing 

over the world's sorrow of the young generation of composers.--It will not be long 

before it is found out how many paying souls of a similar humour, and friends of 
domestic musical edification, have come to buy such pia,no and music-sorrows, as 

have for some years past been coming in such numbers into the light of the world. 
No, gentlemen, you are on the wrong track. In what is unmltnral, in a 

troubled, plodding reflection-in the zeal to make everything different from others 

-in the hasty endeavour to be original at any the proud pretentious
ness to make one's theoretical studies shine everywl1ere-in the zeal to wish to 
begin where Beethoven stopped-in the eagerness only to continue Schumann's 
individualities-in such and similar affectations of superiority there is no real 
creative powe1·-no progress, no future. 

Little thanks have I to expect for my book-after this maybe, however, now 
and then a friendly pressure of the hand by a music-publisher. 

C H A P T E R XV I I I. 

Concerning Pianos. 

Without giving my opinion in regard to English and Germhn mechanism and 

the advantages of each over the other, I pass to the main point, to the quality of 

the tone~ and to a correct style of touch. In this the culture of tho singing-ton~, 

the human voice, will always assist us. 
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Fi'i·st. The style of touch must never be tough, but elastic, sure, and 

Bnpple. \Vhether more or less hard (but not so easy as at former timeB) does not 

matter; it depends on the power and the age of the pupil and the player. But he 

must be able to have the instrument under his command-not the instrument him. 

If the touch is tough and stiff and unequal, if it demands an unusual and unnatural 
exertion of power ; and if with this it should perhaps be the case further that the 
drop of the keys is too deep and the measure of the octaves too far apart: then 

the pupil becomes the victim of the instrument and fails in his purpose. 
Second. The tone must never reach its utmost limit and by that means exhaust 

itself; tha.t is, if with a cor'rect, loose touch I play however strong, there must re
main in the hearers the feeling that if I were to play still stronger, the sound would 

be st'l·onger still.-The Bame thing holds good with the too. A tone which is 
entirely exhausted, which excludes the possibility of going further, and suggests 
finiteness is not bea·utiful. I know well all our opera singers deride me, and the 

applauding public give me the lie, and the opera of the future laments over such 

conservative ears.-Ah yes, if there were not such a thing as the three trifles! 

Tl~i'i·d. The hammer must be neither too soft, too sharp, too firm, nor too J~a·rd. 
A sharp, pointed tone, with a strong touch, at once reaches its limit, becomes 

rough, disagreeable, and injurious; at least according to the old school, and it does 
not admit of sufficient shadings and misleads to a childish style of play. And a 
tone that is too soft, with which the player has to fight, does the same thing, it is 
injurious to distinctness and clearness in all respects and in all dimen~ions, and 

misleads to a bad touch.-A good and proper leathering of the hammer is the 

true ornament of the piano. 
Foulrtlt. The tone must have volume and inner power, energy and decision. 

A hollow, though apparently beautiful-sounding, soft, sweet, violet-blue tone it: 
nothing, can lead to nothing, expresses nothing, in fact deprives the passages and 
the playing of all exp~·ession-the player is lost.-The heavy stringing of the 
present day, if the whole mensuration is in correct proportion to it and the totwk 

adrnits of every degree of shading, gives to the tone something of volume, some
thing masculine and satisfying-and is a great improvement in the construction of 

instruments. 
Fiftk. The instrrunent must be equal, all the octaves must be in the most 

beautiful proportion to each other. A beautifully trained voice is also in this case 
the standard and the pattern. If any one says: "but my grand piano has a very 
beautiful bass ! "-well so much the worse if the treble and the middle parts 

are not exactly in proportion also in regard to colour and quality of the 
Round. If any one says : "my daughter studied in Paris, and has acquired ex

ceedingly strong chest-tones" -so much the worse, if the other registers do noL 
tally with them-ancl have been on the contrary p1·essed down and deteriol'(ftted by 
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the unnatural, presumptuous proceedings. Inequality of the piano spoils the most 

beautiful playing~ and a player who has spirit and feeling becomes ill at ease, un
certain, faint-hearted, and despairs of his art. 

Si;x;tlh. The tone must come forth at every degree of strength or weakness easily 
and instantaneously on being struck, and must. continue to sound and prolong 

itself. This produces the sonorous, an infinite charm united with grace wl1ich 
affects the feelings of every educated, unprejudiced person, which can be replaced 

by nothing else in the nature of sound, and which can be talked away by no 

Hegelian Nomenclature. This again leach; me involuntarily to the human voice.

A voice that of itself sounds or appears to sound, when you are close by, strong, 

soft, full and withal even youthful, but remains too long and too much in 

the throat, and does not come out by the nearest and shortest road, and 

therefore does not lie in front, and does not resound im;tantaneously, does 

not produce and prolong the sound with ease, without too much breath, and 
not without the necessity of putting forth too much breath upon it :-such 

a voice is without charm and grace, is wanting in fulness of soul, in the 

enchanting. It excites no lasting intE:rest, no real sympathies ! On the 

contrary the interest diminishes every time it is heard. I specify here as 

an instance the voice of Tichatschek of Dresden, and even the les::; tntined 

one of Madame Gunther-Bachmann of J..Jeipzig, which for this very reason 

for many years never lost their attractive power. And whitt bt;tter and 
surer proof of this position can be given than the voice of Jenny Lind, a 
voice not great, not strong, not imposing, in the deep notes even faulty, 

hoarse, at least mu.ffied, which nevertheless produces the same effect before 
all men and before all nations ?-I have expressed myself in more detail 
on this subject before, and now I repeat only this -that for this reason such 

a tone lying in front and coming forth easily, though itself of no imposing quality, 

developes a complete capacity of range even in the largest halls and theatre8 ; 

whilst the throat-voice, though apparently much stronger and fuller, even if 

it should, or-because it does, exert itself ever so much, remains unsatisfactory 

and without effect, and makes in piano a childish impression. Exactly the 

same is it with the pianos, if the sonnd remains on the sounding-board aml 

goes towards the inside (throat-sound), instead of going to the outside (sonorous

sound) as it ought to do. The player of the violin, who can never become 

a victim to a loss of ear and sound like our finger-heroes, but who on the 

other hand never during his life-time gets out; of the violin-trouble, will 

understand me the easiest. He does not frequently seize upon new violins 

just made in Pftris, or wherever it might be, strictly according to Straduarius 

or Guarnerius, which, close to his ears or in a small room, sound strong and 

apparently impres::;ive; he will he sure to prefer for performances in large hall::> 
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an apparently far weaker one that is older, even one of Steiner, because it has a 
sonorous toneJ a tone that comes forth easily and carries.-Now the 

same quality of sound has also its justification in the choice of the piano, 

which however must never be measured according to age, although new onesfor a 

very short t'irne do improve, it is true, in beauty of sound, because the sounding
board becomes more pliant, more willing, and more resonant, and the hammer 
gets more flexible. 

Seventh. Square pianos and cottage pianos, etc., are only half measures. 

If ~omething whole is to be produced, every element must be whole too. These 

instruments have too little volume and are unable to satisfy, apart from tl1e 

consideration that they do not at all admit of a real bravura play. 

Eighth,. \Vhat is the use of the new, good grand piano, or how long does 
it do its duty, if I think that all that is needed is done when I have bought it, 

and that it needs to be tuned only every two or four months, after it has 

gone down half a tone or even a whole one 7 The pianos are sent out from 

good and approved manufactories, that have dry wood, a large stock of excellent 

ma,terial, and good, clever workmen, well t'uned indeed, hut not tuned for 

good and all. Consequently new pianos must, during the first year, every 

week or every fortnight be treated so as to be made in tune and in uni~:~on with 

the tuning-fork, by good tuners who are experts in pianos and possess a fine 
ear. Of good tuners it may be demanded that they be able to put the tuning

hammer firmly and perpendicularly upon the tuning screws and do not press them 

hither and thither, and that they let do,Yn the strings from the top and 

do not draw them up and down until they are finally right. An instrument 
that is not kept at the pitch at which it has been built, loses every day, 
becomes more and more faulty and useless. A piano that is no longer in 
unison with the fork and is only at times drawn into the right pitch, will 
remain in it scarcely a few days, especially if the weather change frequently, 

however much trouble may be taken by the skilful tnner-there are however only 
few of such-and though he exert himself for hours with repeated drawing 
up. "'\Vith our 7 -octave strongly leathered instruments the poor man is often 

to be compared with Sisyphus, whose stone always rolls down the hill again 

after he has almost got it to the ,must then, from the very outset, be 

kept at the exact pitch of the tuning fork, and altogether the instrument 

must he entrusted to the care and surveillance of a tried and experienced 

tuner. This must now be extended also special1y to the keeping in good 

order of the mechanism. If the instrument is used daily, and especially 

for virtuoso playing, the mechanism must every two or three months be 

carefully re-examined, cleaned, newly arranged and intoned, especially if the 

instrument stands in a room much exposed to duHt-which however is in other 
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respects also advisable, especially in winter, because of the l'eguiar daily 
heating of the room. For dust is a dangerous enemy to all mechanism-it 

is only dmnpness and direct grreat heat that surpass it in sad consequences. 

Ninth. In the same manner as a player with a stiff arm and wrist can 
never draw from the piano a beautiful and magnificent tone, he likewise 

with such stiff striking and senseless pushing destroys all mechanism in a short 
time, in however careful and masterly a style it may have been constructed. 

Therefore also on that account the player must strive for a good and correct 
touch. 

I close this chapter, or better still the whole book, with a pretty common 

observation. If you ask the good or the bad virtuosi, the celebrated ones or the 

not celebrated ones, those that play much or those that play little, educated or 
uneducated amateurs, rich or poor mm;icians, creative or uncreative composers : 

" How are you satisfied with yom· instrument ? " Answer : " I am very well 

8atisfied." Well ! I am not satisfied !-They are pianos of detestable quality, 

utterly played out, unequal pianos whose mechanism is destroyed and that 
do not at all admit of a healthy, much less of an artistic play ;-they are more or 
less old or now rattle boxes in which not a hammer any longer strikes and 

falls off correctly, which do not keep in tune, and have a tough, sticking, obstinate, 

insecure touch. I cannot understand the inne1· being and the t1·ue spirit of these. 
What if they be already the pianos of the future ~--My old friend, who is 
now proprietor of three estates, is right : ''I should much like to advance 
with the rolling times-but it cannot l)e." Amen. 

C H A P T E R X I X. 

Conclusion. 

My old friend, well-read and still reading, to whom I sent my Ninth 

Chapter for inspecti0n, writes to me as follows. 

MoTTO : '' There m·e timec; that are Itnsusceptible, but what is everlctstin[J 

will lwve its time."-J-on. Vo~ MuLLER. 

My OLD FRIEND, 

If you are still well, I am very glad ; I myself, thank God, am still 

quite well-and have read your Ninth Chapter. 
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But your three trifles appear to me rather to be very gigantic things even if 

you had written no more than this : 

fine taste, 

deep feeling, 

delicate ear. 

Why at once feel the pulse of one's times in the highest degree of comparison, 

and attack them on the tenderest spot 1 And, moreover, if a person cannot sign 

"\Veil-known," or" Unknown" but gives frankly and openly his name~ Why, 

you are always getting ruder and more disagreeable, and you do not consider how 

many enemies you are thereby making for yourself of those who consider these 

three small positions a~ long since overcome~ At this time of day, when people 

speak so much of '' spirit," of great spirit, of " inner being of the future," 

and have invented so beautiful phrases for it, you appear with three so 

inconvenient trifles exalted to the superlative degree.-Do yon perhaps think 

our wise, spirited times will not at once perceive what is standing maliciously 

between your lines~ Ha, ha, I can tell you that easily : you name the teachers 

of singing and of the piano, and at the same time you mean the piano virtuosi 

and the composers ! Thus you wish to express yourself on our century something 

in this manner : 

the three trifles, 

and in addition to these the necessary knowledge and the necessary creative 

power-voila tmtt I Who is there but knows Prince Louis Ferdinand, Dussek, 

Field, Clementi, Himmel, Hummel, C. M. Von Weber, Beethoven, etc. ~ 

Now comes the piano-mania-period, and in addition to that the compositions ; 

now the three trifles must stand as follows: 
perverted taste, 

hypocritical feeling, 

spoilt ear, 

and in addition to this the necessary mannerisms and some manufacturing 

power-voilct. tout I 
Thereupon people remember again the three genuine ti·ijles and they become 

s;ensible ; we allow ourselves to be enraptured by Beethoven, Chopin, Mendelssohn, 

Franz Schubert, Robert Schumann, and a very few more. 

Thereafter appear the dry imitators-they are of little significance. 

But now enters the latest progress with increased piano-fury.-The three 

trifles are now called 

perverted taste, 

utter want of feeling, 

utter want of ear, 

and in addition to these, the necessary impudence, boundless va:p.ity, senseless 
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exertion of power, with bad touch or no touch on the piano, pitiable 

inventive power, the necessary mystic pictures on the covers, enticing title

pages-but Spirit (Geist). And for this is proclaimed : 

higher beauty, 

standpoints attained, 

consuming in the artistic work, 

misconception of the inner being, 

genius must be free, 

and so forth. 

You are unmasked, my old conservative friend. Your deeds yet belong 

only to the olden times, and your art of singing utterly. That dates from the 

last century. Get away with your Jenny Lind and Henrietta Sontag. Why, 

they are spiritless glass-shade singers. Will you then not make yourself 

acquainted with the inner being of the latest magnif~cent throat-voices of p1·ogress? 

Can you then get positively no longer forward with the rolling times? But 

you will be nicely rapped on the fingers for it by the philosophical progress 

authors. Do you really imagine our times will grudge a few phrases? They 

will tell you what Spirit (Geist) means. In short, I should not like to he 

in your shoes ! Conclude your book with 

"pater peccavi." 

Even in misfortnne, 

Your sympathizing friend, 

v. E . 

• 

l'RlNTED BY LESLIE AND RUSSELL, CROWN COURT, ABERDEEN, 


