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1—WHAT THIS BOOK IS.

HIS book 1s not intended to be read straight through
. and then placed upon the shelf. It is a hand-
book, a kind of musical “ Baedeker,” a guide through
the “Thoughtland and Dreamland” of Chopin’s
kingdom. ;

Students of Chopin have already written volumin-
ously about him, and in their writings are many pearls
of criticism and gems of sympathetic insight; but these
are scattered through innumerable volumes, magazine
articles, and newspapers, and are therefore inaccessible
to all but the most devoted students.

I have tried to collect all such passages of the great-
est value, and I have grouped them under the opus
numbers of the works to which they refer, so that they
are here presented for the first time in their natural
connection, and are available for instant reference.

The main portion of the book consists of a brief
account of each composition, its relative place amongst
Chopin’s works, its distinguishing features, notes of
any special point of interest attaching to it and an
epitome of the comments or criticisms that have been
made upon it by all the great writers, critics, bio-
graphers, and virtuosi who have written about Chopin
and his works.

Although I have begun with a brief sketch of
Chopin’s life, and short preliminary chapters on various
aspects of the composer, this book is in no sense in-
tended as a biography ; whenever the events of Chopin’s
career exercised a palpable influence over his works, I
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have endeavoured in my comments to emphasise the
fact, but any attempt to write a biography when such a
work as Professor Niecks’s “Chopin” is in existence
would be lost labour. ;

Three years ago this book could only have met with
a very limited demand, owing to the fact th‘at the num-
ber of amateurs possessed of sufficient technique to play
Chopin’s music (for the most part extremely difficult) is
very small.

But to-day, owing to the invention of the pianola and
the fact that all Chopin’s works, including even the
least important of the posthumous compositions, are
now available for that instrument, the whole domain of
his music is for the first time open to all. Those who
wish may pass the portal hitherto guarded by the
dragon of technique, and roam at will in his entrancing
music-land.

Nobody who has tried it will deny that the sensuous
enjoyment of music like Chopin’s is enormously in-
creased by the intellectual interest that springs from
systematic knowledge. But life is short and art is long,
and there are few, even amongst those capable of doing
so, who can devote the requisite time to familiarising
themselves at the piano with the complete works of a
composer, when they are dependent on their own un-
aided efforts. But now the pianola has rendered it easy
for any one sufficiently interested to acquire quickly
and systematically an intimate knowledge of the works
of the greatest masters.

Aided by thechronological table Ihave compiled of
the approximate dates of the compositions, the de-
velopment of the composer’s individuality can be studi-
ously followed, and whether for close study or for a
passing reference to a particular work, such an epitome
of the best critical opinions as is here contained must
add new zest to the enjoyment of music.

I have only reproduced such of the comments of the
writers I have quoted as are helpful to a fuller com-

-
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prehension and appreciation of the music, and 1 have
omitted as unessential to the purpose of the work in-
numerable passages referring solely to finger technique.

The book will, I trust, be found equally useful and
helpful to concert-goers, for whom it forms a perman-
ent analytical programme, to pianists, and to those
amateurs of music who can now, owing to the pianola,
pursue for the first time a systematic and co-ordinated
study of Chopin’s works, a delight hitherto denied to
them owing to their inability to read or play the more
difficult compositions.

So great have been the pleasure and profit to myself
of the task of preparing this book, that whether it
prove successful or not, I intend, and have indeed al-
ready begun, to write similar handbooks to the works
of Beethoven, Schumann, Grieg, and other great com-
posers.

Should there prove to be no demand for such a series
I shall not conclude that such works are useless, but
rathe;r that others have not realised, as I have the‘ o=
reaching educational value of the pianola,’and the

vastly increased artistic pleasure to | 1
. . . O 3
its intelligent use. 5 e

IL—CHOPIN’'S POSITION AMONG THE GREAT
Y S G THE GREAT

N p
Ih OII](’, f)f the numerous sketch-books in which Beet-
1oven used to jot down the first ideas for his

G mpOSitIOHS, we ﬁnd Cri 1 i
ed m t &
(9) . Wi SCt )E) ]l ]Ilargln . Hea\e:ﬂ

_why my pianoforte music alw
go(ﬁt lmpression on me, especially wh;ilsitnils kpflsayt(la]de
da }i To mod“ern audiences who have heard Go-
owsky play the “ Appassionata” on a modern concert
grand, this little-known piece of self-criticism sounds
strange, and to understand it one must go back for a
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moment to the history of the pianoforte. An Italian
named Cristofori made the first piano in Florence in
1709. He called it the “pianoforte,” because with the
new hammer action it could play both loud and soit.
Previous to this, the tone of the harpsichord, the keyed
instrument then in general use, could only be increased
by means of a swell, or shutters, as now used on an
organ. Three years before his death the great Bach
played on a German piano made by one Silbermann,
but his preludes and fugues were written in 1722 for
the clavichord. It was not till three years after Beet-
hoven was born that Clementi published his three Son-
atas, Opus 2, which may be said to be the first music
written specially for the pianoforte. But the kind of
piano for which Mozart wrote so much beautiful music
at the end of the eighteenth century was very different
from the magnificent instruments of to-day; for in-
stance, it was another hundred years before the loud
and soft pedals were invented by John Broadwood.
The absence of these on the instruments of that time is
the reason why the sonatas of Mozart and Haydn can
be played with very little loss of effect without using
the pedals, and it was to compensate for the lack of
singing power in the instrument that Mozart used to
embellish his music with the endless turns, trills and
ornaments that helped to fill in the intervals between
the notes of a melody.

With the improvement of the piano came a different
style of playing; the staccato method was abandoned,
and the legato, of which Beethoven was the great ex-
ponent, came to the front. His noble series of sonatas
will remain a priceless possession for all ages. But
full as they are of the most noble and beautiful ideas,
and abounding in sublime and inspiring melodies, Beet-
hoven by no means exhausted the possibilities of the
instrument. There are many passages in his sonatas
which do not sound as if they were intended for the
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piano; they are emphatically stringed instrument music,
and many of his noblest melodies seem to demand an
orchestra for their due expression. It is, therefore, not
surprising that, considering the value of their musical
content, he found the renderings of his sonatas on the
instruments of the period unsatisfactory. The genius
of Beethoven's contemporary, Schubert, that inexhaust-
ible well of musical inspiration, found its most perfect
expression in song ; want of restraint and concentration
debarred him from perfection as a writer for the piano;
but when we come to the next great name in music,
Frederic Chopin, we have arrived at one of the cul-
minating points of the art. Rubinstein, the greatest
artist among pianists, says: “ The Pianoforte Bard, the
Pianoforte Rhapsodist, the Pianoforte Mind, the Piano-
forte Soul is Chopin. Whether the spirit of this in-
strument breathed upon him, or he wrote upon it—#4ow
he wrote for it, I do not know, but only an entire going-
over of one into the other could call such composition
into life. Tragic, romantic, lyric, heroic, dramatic, fan-
tastic, soulful, sweet, dreamy, brilliant, grand, simple,
all possible expressions are found in his compositions,
and are all sung by him upon this instrument in per-
fect beauty.”

In Chopin the romantic school found its highest ex-
pression. The only other name worthy to stand beside
his is that of Schumann, the genius whose almost pro-
phetic insight led him to acclaim his fellow genius as
the noblest poetic spirit of the age.

Than these two, said Rubinstein, the art of music can
no further go, and as far as regards pianoforte music,
there can be no gainsaying this dictum. Writing in
1850, a year after the death of Chopin, Liszt said that
posterity would rank him far higher than his contem-
poraries had done, and the last fifty years have seen a
steady increase in his popularity. Except in the case
of recitals devoted entirely to Beethoven, no programme

2
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is complete without its group of Chopin works; what-
ever other composer is omitted, he is always included,
and yet out of his two hundred and fourteen works how
many can fairly be said to be familiar to the general
public. A few of his easier compositions are perhaps
too well known as forming part of the gradus-ad-par-
nassum of the young person. Some others are heard
too often at concerts; but there are many pieces, perhaps
not the most beautiful, but by no means the least inter-
esting, which are not heard from year’s end to year's
end. Even in his easier works there generally occur one
or two rather difficult passages, as if Chopin had in-
tended to warn off bunglers, and the greater number of
his compositions are technically very difficult. It 1s not
too much to say that eighty per cent of his works are a
sealed book to the average amateur, and the knowledge
to be gained by hearing occasional isolated perform-
ances at concerts can give not the faintest idea of the
range and power of Chopin’s work.

There can be no greater mistake than to think that
because Bach, Handel, Mozart and Beethoven were
great masters, therefore they must be superior to every-
body in everything. Bach in his organ fugues, Handel
in his choral writing, Wagner in music drama, Beet-
hoven in his symphonies, each touched the highest pin-
nacles of art. Chopin in his pianoforte works, with the
sole exception of Beethoven, stands as the unchallenged
master. Even then it is a case of honours divided, for
if in fundamental brain-stuff and majesty of musical
material Beethoven is the superior, in the actual expres-
sion and in the choice of subject most fitly to be ex-
pressed on the piano, Chopin has the decided
advantage.

The last fifty years have produced no rival to him in
his own kingdom. Rubinstein maintained that Chopin
was the last of the great original composers, but in
Mendelssohn, Brahms, Grieg and Wagner, we have
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masters who each in his special department have been
as supreme as the older men. The delightfully uncon-
ventional American critic Finck, in a most stimulating
and sympathetic essay, declares that Chopin is as
superior to all other piano composers as Wagner is to
all other writers of dramatic music, and warns us
against what he calls “asthetic Jumboism,” or worship
of mere size as constituting superiority in art. If only
one work of Chopin’s were left us, such as the first book
of etudes, or the preludes, his fame would be immortal.
If Chopin ranks below Bach, Beethoven and Wagner,
it is not because he wrote only for the piano and for the
most part small works, but because intrinsically he was
a man of lesser mental calibre. But the fact remains -
that as a composer of works for the piano that are
matchless for originality, sheer beauty and felicity of
expression, works which, to quote Finck, revealed for
the first time the infinite possibilities of varied and
beautiful tone-colour inherent in the piano, Chopin is
the supreme master.

Chopin’s chief superiority lies in this genius for tone
colour. He was the first composer who thoroughly
realised the subtleties of which the piano is capable in
the hands of an artist who understands the real use of
the sostenuto and una corda pedals. The evil habit of
describing these as the loud and soft pedals is respon-
sible for much misunderstanding on the part of the
average amateur. Chopin in one of his letters said
contemptuously of Thalberg, that he played “ forze and
prano with the pedals, not with his hands.” The pedals
should of course only be employed with a view to the
quality and not the quantity of tone desired. Chopin
was fully aware of his own limitations. When he was
pr@ssec}‘ by the Comte de Perthuis to write an opera, he
said: “Ah, Count, let me compose nothing but music

for the pianoforte, I am not learned enough to compose
operas !”
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Sir Hubert Parry in his summary of musical history
says of Chopin: “He uttered his thought with com-
plete certainty only through the medium of the piano-
forte. He never became master of orchestration even
sufficiently to write the accompaniment to his concertos
with due effect. But his work for the pianoforte is so
marvellously perfect in its adaptation to the idiosyn-
crasies of the instrument, that it becomes historically
important on that ground alone. IHHis work is not often
great in conception, or noteworthy in design, but it is
the spontaneous expression of a poetical, refined and
sensitive temperament.”

Hueffer points out that this very oneness of theme,
which in a lesser man would have led to monotony, re-
sulted in Chopin in concentration of the highest order.
“ Excepting IHeine, and it may be Sappho, Chopin is
the most perfect embodiment of lyrical power, properly
so called, that the history of art or poetry can show.”

Hadow at the end of his very delightful and sym-
pathetic essay on Chopin says: “To sum up, Chopin
can claim no place among the few greatest masters of
the world. He lacks the dignity, the breadth, the high
seriousness of Palestrina and Bach and Beethoven; he
no more ranks beside them than Shelley beside Shakes-
peare, or Andrea beside Michael Angelo. But to say
this is not to disparage the value of the work that he
has done. . . . In structure he is a child, playing with a
few simple types, and almost helpless as soon as he
advances beyond them; in phraseology he is a master,
whose felicitous perfection of style is one of the abid-
ing treasures of the art. There have been higher ideals
in music, but not one that has been more clearly seen
or more consistently followed. There have been nobler
messages, but none delivered with a sweeter or more
persuasive eloguence.”
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III.—CHOPIN’S LIFE AND WORK.

C HOPIN was the only son of Nicholas Chopin and

his wife Justina Krzyanowska; he was born in
1810 at Zelazowa Wola, a village near Warsaw. This
date has been the subject of much dispute, but is now
finally settled. Chopin’s father kept a private school,
and Frederic received a good education there and later
at the Warsaw Lyceum.

At a very early age he displayed great musical abil-
ity as a pianist and composer. When he was nine years
old he appeared with success at a charity concert. At
twelve he was already a composer, and a polonaise is
extant to which the date 1822 1s attached. His Opus 1,
a Rondo in C minor, was published in 1825, and his
Opus 2 appeared in 1828. This latter was the set of
variations on “L4 ci darem,” which attracted the atten-
tion and earned the warm praise of Schumann.

During his boyhood Chopin’s holidays were passed
in the country, where he absorbed the national song
and dance forms in which he heard the peasants in-
dulging, for the Poles as a nation are almost as natur-
ally musical as the Hungarians. Two mazurkas bear
the date of 1825, Chopin’s fifteenth year, and about
this time he wrote a set of variations on a popular
German air, and two polonaises. In all probability he
wrote a great many more pieces than have survived,
for he was always a severe critic of his own work. His
musical education was carried on first by one Zywny,
and then by Joseph Elsner, a composer of some repute.
Both his teachers seem to have recognised that they
had to deal with a boy of strikingly original genius,
and under Elsner Chopin was allowed to develop his
own musical individuality practically uncontrolled.

Young Frederic had had the advantage of asso-
ciating with the children of the Polish nobility who
attended his father’s school, and gmongst his intimate
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friends were the well-known family of the Radziwills.
To these aristocratic surroundings and associations
Chopin owed the delicate refinement for which he was
distinguished all his life.

His first long journey was a trip to Berlin in 1828,
and in July, 1820, he visited Vienna, where he gave two
concerts with conspicuous success. Chopin was an im-
pressionable youth; he had a boyish affection for a
Miss Blahetka, but his first serious love affair was his
devotion to a beautiful young opera singer, Constantia
Gladkowska, whom he met in Vienna. Nothing is
known of the unfortunate attachment, nor why it ter-
minated, but on Chopin’s side it was a very pure and
genuine devotion, and undoubtedly had its influence in
deepening the emotional side of his character.

He was again in Vienna in 1830, and this time he
remained there for eight months, till July, 1831. At
his concerts he had relied chiefly on the compositions
he had written to show off his powers as a virtuoso.
These were the “La ci darem ” variations, his two con-
certos, the Krakowiak, and a fantaisie on Polish
national airs. He went out a great deal into society,
and perhaps owing to this, the uncertainty of his plans,
and his unfortunate attachment to the beautiful Glad-
kowska, he composed very little. After prolonged
hesitation he finally set out for Paris, where he arrived
early in October, 1831.

He already enjoyed a considerable reputation as a
virtuoso with a particularly refined and individual
style, and although he modestly intended to take les-
sons of Kalkbrenner, he decided after his first inter-
view not to do so. In a short time his position was
assured, and he became one of the most admired
pianists and fashionable teachers of the day.

In December, 1832, he published his first book of
mazurkas, Opus 6, and from that time till failing
health put an end to his creative powers in 1847, he
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wrote one hundred and twenty-two separate works,
large and small, or every year an average of eight com-
positions, of which it is not too much to say that eachis
a masterpiece. The only exceptions to this high level
are a few pieces composed about 1833, which seem to
reflect in their licht and essentially French style, the
shallowness of the Parisian society life into which
Chopin at first plunged con amore. These pieces in-
cludle the Boléro, the variations on an air of Halévy's,
the third Rondo, and a Duo on airs from © Robert le
Diable” It seems as if his facile salon triumphs had
for a brief time lowered his ideals, and perhaps his
want of success as a performer before large audiences
at public concerts was the blessing in disguise that
drove him back upon himself, and led to the composi-
tion of his finer and more elevated worlk, which may be
said to begin anew with the B minor Scherzo and the
first Ballade. Chopin was never so much at his ease
before a large audience as he was when playing to a
select few in a drawing-room. The knowledge that
he was not doing himself justice led him to withdraw
increasingly from what he called “the intimidation of
the crowd.” It was probably in the winter of 1831 that
he heard of the marriage of his “ideal,” Constantia
Gladkowska, to a wealthy merchant of Warsaw. We
are told nothing of the way the news affected him, but
it is undeniable that from this time onward his music
shows a deeper note of feeling.

Chopin usually spent his annual holiday in travel-
ling. In 1835 he visited Dresden, and there fell in
love with Marie Wodzinska, the pretty daughter of a
wealthy Polish count. This was the Mlle. Marie, to
whom he dedicated one of the smaller waltzes. In 1836
he proposed, but the family did not approve of the
engagement, and her refusal does not seem to have
caused Chopin very serious unhappiness.

At Leipzig about this time he met Schumann, Clara
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Wieck, and Mendelssohn, who used to call Chopin with
affectionate playfulness “ Chopinetto.” Schumann’s en-
thusiastic admiration of Chopin’s playing, and his
affection for the composer, was as great as that he had
already displayed for his music, but Chopin hardly
seemed to reciprocate this appreciation. When he re-
ceived a copy of Schumann’s “Carnival” he put it
down after looking at the title-page only, and all he
said was: “How nicely they get up this style of thing
in Germany.”

It was in 1837 that Chopin first met George Sand.
His friendship with the celebrated authoress lasted for
eight years and is the most discussed episode of his
life. No two authorities agree either on the extent or
quality of the friendship, or as to the character of
George Sand, some presenting her as a dissolute heart-
less monster, and others as a charming woman, a good
mother, and a faithful friend. Even Niecks, although
no admirer of the authoress, whom he thinks incapable
of telling the exact truth, is bound to admit that no
one can pronounce authoritatively on the moral aspect
of this extraordinary friendship. Hadow accepts
George Sand’s version that it was purely platonic, and
on her side exclusively a maternal affection ; but what-
ever the truth, there is no doubt as to the result. Chopin
certainly suffered cruelly towards the end, although at
first and for long intervals he enjoyed a happiness and
a sense of completion in his life that had till now been
lacking; and this in spite of the first serious break-
down in his health, which occurred in the winter of
1838-9 after an attack of influenza. This winter he
spent at Majorca with George Sand and her children,
Maurice and Solange. As usual, when people go
abroad for their health, the winter climate proved ex-
ceptional. After a fortnight of lovely gardens, orange
groves, olive woods, and beautiful and romantic
scenery, it turned cold and began to rain, and went on
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raining for months, till in February, at the first oppor-
tunity, they took ship for Marseilles, where Chopin
spent the spring in convalescence, nursed devotedly by
his loving friend. After this he spent four months of
every summer at George Sand’s chiteau at Nohant, and
it was here that the bulk of his best work was pro-
duced. In 1847 came the rupture between the friends,
and the ensuing winter was one of illness, inaction, and
consequent financial embarrassment. The revolution of
1848 broke out in Paris, and Chopin came to England.
He stayed in London till the summer, when he went
for a tour in Scotland.

It is a curious fact that he and Mendelssohn are the
only musical geniuses of the first rank who have visited
that country. Poor Chopin was very ill all this time.
When he played in London he had always to be carried
upstairs to the first floor, and in Scotland he complains
incessantly of the weather, which he said was killing
him. He found nothing to his taste and declared all
Scotch women were ugly. Mendelssohn, however, said
“he should like to become a Turk, and settle in Edin-
burgh.”

During the whole of his stay in England his health
became steadily worse. Towards the end, the self-
control and reserve of the sick man began to give way.
Bz writes from Dover Street to his friend, Grzymala:
“A day longer here and I shall go mad or die”; and
again: “I have never cursed anyone, but now I am so
weary of life that I am near cursing Lucrezia (George
Sand). But she suffers too, and suffers more because
she grows daily older in wickedness.” There is no
doubt that the rupture with George Sand hastened and
embittered his last days, and yet there are always two
sides to a quarrel, and in a letter of about the same
date, George Sand says: “I have exhausted all that
the cup of life contains of tribulation. I hoped at
least for the old age on which I was entering the re-
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compense of great sacrifices, of much work, fatigue, and
a whole life of devotion and abnegation. I asked for
nothing but to render happy the objects of my affec-
tion. Well, I have been repaid with ingratitude, and
evil has got the upper hand in a soul which I wished to
make the sanctuary and the hearth of the beautiful
and the good”

What is one to believe? All her biographers seem
to agree that the authoress had a marvellous capacity
for self-deception, and sympathy with Chopin leads
one to think the stinging epigram of Alfred de Musset
was not too severe on her: “If I no longer believe in
tears, it is because I have seen her weep.”

The anonymous generosity of Miss Stirling, his
Scotch pupil and hostess, saved Chopin from actual
want and discomfort, for, of course, with the inability
to teach, compose, or play, his income had almost en-
tirely ceased. He resigned himself to the prospect of
death with a noble courage, and was tenderly nursed
by his sister and his faithful friends, Gutmann and
Franchomme. To the latter he murmured towards the
end : “She always said I should die in no other arms
than hers” When he was almost in extremis, George
Sand came to the landing outside his door, but Gut-
mann, fearing to agitate the dying man, refused her
entrance.

The anecdote of the Countess Delphine Potocka
singing to the composer is undoubtedly true, but there
is the most extraordinary discrepancy in the accounts of
those who were actually present, as to what she sang.

Sentiment and cheap romance, however, have made
the most of its opportunity. An anonymous writer in
an extinct periodical says: “There is still quite an
eager demand for a very bad engraving with the
Countess sweetly singing and Chopin sweetly dying.
Indeed, many people would seem to believe that
Chopin spent his life dying, with the compesition of
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his own funeral march by way of recreation. At his
best they conceive him as an adorable invalid, an
anzemic sentimentalist. Therefore, it is always a
Chopin nocturne that the mooney women of second-
rate fiction dream over at black pianos in great dim
rooms with French windows.”

Chopin’s funeral with its service at the Madeleine
and the procession to Pére-la-chaise was one of the
important events of Parisian life in 1849. His funeral
march was arranged for orchestra for the occasion, and
Lefebure Wély played two of the preludes on the
organ: those in E minor and B minor from the twenty-
four which make up Opus 28

IV.~CHOPIN AS A VIRTUOSO:

WHEN Chopin told Mendelssohn that he had been
to see Kalkbrenner with the idea of taking les-
sons from him, Mendelssohn said impulsively: “You
play better than Kalkbrenner,” and it is on record that
he wrote to a friend: “How happy I am once again
hearing a real musician, not one of those half-classical
virtuosi who would so much like to combine the honours
of virtue with the pleasures of vice in music.”

From his earliest youth Chopin was a distinguished
performer on the pianoforte. His first master, Zywny,
taught him up to the age of twelve, when his progress
was so extraordinary that they decided to allow him
to follow the dictates of his instinctive genius. Like
Schumann, he endeavoured to increase the flexibility
of his hands by a mechanical device, but fortunately 1t
was not attended in his case with the dire results that
}_Jefcll Schumann, whose attempt in this direction ended
in a permanent crippling of his fingers, and stopped
his career as a virtuoso. Chopin positively created a
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new school of technique, and developed pianoforte
playing to a remarkable extent. The contemporary
criticisms on his playing when he gave concerts in
Vienna all go to prove that he was an artist of great
individuality and of fine artistic conscience. One of
the leading critics of the day wrote: “He is a young
man who goes his own way, although his style of play-
ing differs greatly from that of other virtuosi; and
indeed chiefly in this that the desire to make good
music predominates noticeably in his case over the
desire to please.”

Moscheles has left us in his letters an interesting
critique of Chopin. He says: “He played to me, and
then for the first time I really understood his music
and saw an explanation of the ladies’ enthusiasm. The
ad libitum, which with his interpreters degenerates into
bad time, is, when he himself performs, the most charm-
ing originality of execution; the harsh and dilettante-
like modulations, which I could never get over when
playing his compositions, ceased to offend when his
delicate fairy-like fingers glided over them; his piano
1s so delicate that no very strong forfe is required to
give the desired contrast. Thus we do not miss the
orchestral effects which the German school demands
from a pianist, but feel ourselves carried away as by a
singer who, paying little heed to the accompaniment,
abandons himself to his feelings. He is quite unique
in the pianistic world.”

Chopin, too, had a delightful disposition, free from
the pettiness and jealousy that so often mar artistic
natures. When he and Moscheles played to Louis
Philippe at St. Cloud, the latter wrote: “Chopin and
I revelled like brothers in the triumph achieved by the
individual talent of each; there was no tinge of
jealousy on either side.”

Heine, who was one of Chopin’s intimate circle in
Paris, said that genius in the full acceptation of the
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term must be allowed to Chopin. “He is not a vir-
tuoso only, he is also a poet ; he can make us apprehend
the poetry which lives 1n his heart; he is a ‘tone-poet;,
and no enjoyment is equal to that which he bestows
upon us when he sits down at the piano and
improvises.”

The veteran Kiihé heard Chopin play at the house
of Mrs. Sartoris in Eaton Place; he tells us he paid a
guinea for his ticket, and that Chopin’s performance
was “the most perfect example of poetry in sound
which ever greeted my ears. Were Chopin alive now,
every seat would sell for five guineas within two hours
of the announcement of a recital by him.”

Sir Charles Hallé, who knew Chopin well in Paris,
has left in his autobiography an enthusiastic record of
his admiration of the composer as pianist.

“The same evening I heard him play, and was fas-
cinated beyond expression. I sat entranced, filled with
wonderment, and if the room had suddenly been
peopled with fairies I should not have been astonished.
The marvellous charm, the poetry and originality, the
perfect freedom and absolute lucidity of Chopin’s
playing at that time cannot be described. It was per-
fection in every sense. ... In listening to him you
lost all power of analysis; you did not for a moment
think how perfect was his execution of this or that
difficulty ; you listened, as it were, to the improvisation
of a poem and were under the charm as long as it lasted.
... Chopin carried you with him into a dreamland,
in which you would have liked to dwell for ever.”

Von Lenz, who often heard Chopin play, writes:
“That which particularly characterised Chopin’s play-
ing was his rubato, whereby the rhythm and time
throughout the whole remained accurate. ‘That left
hand,’ I often heard him say, ‘is the conductor; it must
not waver, or lose ground, do with the right hand what
you can and will’ In the fluctuation of the Zempo
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Chopin was ravishing ; every note stood on the highest
degree of taste, in the noblest sense of the term. W hen
he embellished—which he very rarely did—it was
always a species of miracle of good taste.”

About Chopin’s 7ubato playing, Berlioz said in his
autobiography : “ Chopin could never bear the restraint
of time, and, I think, carried his independence too far;
he simply could not play in time. He was the delicate,
refined virtuoso of small gatherings of groups of in-
timate friends; but Liszt was at his very best with two
thousand hearers to conquer.”

With regard to this point Chopin said to Liszt: “I
am not at all fit for giving concerts, the crowd intimi-
dates me, its breath suffocates me, unknown faces mzke
me dumb. But you are destined for it, for when you
do not win your public you have the power to over-
whelm it.”

These few quotations will serve to illustrate the uni-
versally favourable opinion of Chopin as a player.
A whole book of appreciations might be culled from
the writings of those who were fortunate enough to
have heard the poet-composer play his own com-
positions.

To conclude, we will take the evidence of an anony-
mous writer who heard Chopin play during his last
visit to London:

“Over himself his art exercised a great charm. I
have seen him look fifty when he took his place, and
twenty-five when he quitted it; sit down a meagre,
worn, livid, panting man (his face, as someone described
it, seamed with pain and anxiety), and as he proceeded,
shadow after shadow gradually dissolve, and fold after
fold soften, and the flush of health come back into the
cheek, and the dim, glassy eyes brighten with a cheer-

ful and living intelligence.”
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V—CHOPIN AS A TEACHER.

HOPIN increased the income he made from his
compositions and his rare appearances in public
by teaching. His fee for giving a lesson to pupils, of
whom he, as a rule, had as many as he wanted, was
twenty francs, but he never taught more than five hours
a day, and every year he spent several months in the
country. Although at one time he made quite a good
income, he was generous and unbusinesslike, and con-
sequently never saved money. It has been urged
against his merits as a teacher that none of his pupils
ever attained to the first rank amongst virfuesi. This,
however, can easily be accounted for by the fact that
a large majority of his pupils were amateurs. Two of
his most promising professional pupils died young,
Charles Filtsch and Paul Gunsberg. The former was
a prodigy of marvellous musical organisation, and, in-
deed, by contemporary accounts he was as a pianist
what the boy, Von Vecsey, is as a violinist. Amongst
his most prominent pupils were George Mathias, pro-
fessor of the piano at the Paris Conservatoire; Tel-
1cf’scn, o Nprwegian; and Adolph Gutmann, the mas-
ter's favourite pupil par excellence as Niecks terms him.
Chopin also taught Brinley Richards and Lindsay
Sloper. He was always kind to his pupils, but occa-
sionally very irritable; and a pupil tells us that he
used, when teaching amateurs, to break up pencils as
a method of venting his annoyance. His pupils simply
1dolised him. Smoothness of execution, beauty of tone
and intelligent phrasing were the points on which he
most insisted.

In furtherance of the last two details, he always
urged his pupils to hear good singing, and even to take
singing lessons themselves, in order that they might
develop a true and expressive method of canzabile
playing.
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VI—CHOPIN'S TASTE IN MUSIC.

it I N the great models and masterworks of art Chopin

sought only what corresponded with his nature.
What resembled it pleased him, what differed from it
hardly received justice from him.”

This was Liszt's dictum upon Chopin’s preference in
the musical art; and bearing this undeniably true state-
ment in mind, it is interesting and instructive to gather
from various sources which were the composers whom
Chopin greatly admired, and which again were anti-
pathetic to him.

Chopin esteemed Mozart above all other composers.
Liszt explains this by saying “that it was because
Mozart condescended more rarely than any other com-
poser to cross the steps which separate refinement from
vulgarity.” Niecks amplifies this explanation: “But
what no doubt more especially stirred sympathetic
chords in the heart of Chopin, and inspired him with
that loving admiration for the earlier master, was the
sweetness, the grace, and the harmoniousness which in
Mozart’s works reign supreme and undisturbed.” It
is said that Chopin never travelled without the score
of “Don Giovanni” or the Requiem, and Liszt tells us
that even in “Don Giovanni,” Chopin discovered pas-
sages the presence of which he regretted. It is curious
that he adored Bach while seemingly neglecting Beet-
hoven. When he wished to prepare himself for one of
his concerts, it was not his own music that he played,
but that of the great organist, whilst he always
grounded his pupils on the Preludes and Fugues, and
adjured them always to study Bach.

Hallé narrates how he played Chopin “at his request,
in his own room, Beethoven’s Sonata in E flat, Op. 30,
No. 3, and after the finale he said that it was the first
time he had liked it, that it had always appeared to
him very vulgar.”
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Probably it was want of familiarity with the works
of Beethoven which was at the root of Chopin’s in-
difference. Von Lenz says: “He did not take a very
serious interest in Beethoven, he knew only his prin-
cipal compositions, the last works not at all. This was
in the Paris air! People knew the symphonies, the
quartets of the middle period but little, the last ones
not at all.”

Of his contemporaries he played chiefly the composi-
tions of Hummel, Field and Moscheles. The former
had been an admiration of his youth, and the concertos
particularly show that Hummel exercised a formative
influence on Chopin. From Field, too, he adopted the
form of the nocturne, although he infused into it a
warmth, a distinction, that are absent from even the
best work of the Englishman. He was especially fond
of playing the duets of Moscheles, and certain pieces
of Schubert also found favour with him.

Of Weber he apparently did not entertain a high
opinion, and notwithstanding Schumann’s extravagant
acmiration and sincere affection for him, Chopin never
displayed the least admiration for the work of his
great romantic contemporary.

Chopin hated virtuoso music, and with the exception
of a few pieces of Liszt’s, none of the efforts of this
school were ever to be found on his music desk.

VIL—EDITIONS OF CHOPIN'S WORKS.

THERE are a very great many editions of Chopin’s

works from amongst which the amateur or student
may take his choice. To avoid confusion it will be
advisable not to give a complete list of these, but to
say at once that the three best are those published by
Bote and Bock, edited by Karl Klindworth ; Schlesinger
(Ro_bert Lienau), edited by Theodor Kullak; and
Breitkopf and Hirtel, of Leipzig.

3
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The last is the most complete; it has several editors,
viz., Bargiel, Brahms, Franchomme, Liszt, Reinecke and
Rudorff. It contains the orchestral parts to the six
pieces with orchestra, the works for stringed instru-
ments, and the songs, besides more posthumous works
than any other edition.

Klindworth’s is a purely pianoforte edition, and is
generally considered the best from an editorial point of
view, i€, in the correctness of the text and the choice
in variants, when such exist. Kullak’s edition has the
advantage of many notes and much interesting com-
ment on the works. It contains the songs but not the
trio and ’cello duets. Chopin, although he wrote and
re-wrote his pieces with the utmost pains until he was
satishied with them, prepared his manuscript very neg-
ligently for his publishers. He often did not see the
proofs, which were sometimes corrected for him by his
friends. The consequence is that the original editions
are often full of mistakes and misprints.

Schumann, for instance, in reviewing the “Taran-
tella,” said that “the first comprehension of this piece is
unfortunately rendered very difficult by the misprints
with which it is really swarming.” The consequence s,
that there exist several important differences between
the various editions, and the editors, many of whom
were pupils of Chopin’s, have disputed right royally
over the different readings. The first complete edition
of the works was issued in 1864 by Gebethner and
Wolff, of Warsaw, edited by Kleczynski. Amongst the
other editions are those edited by Tellefsen, Scholtz,
Mikuli, Richter, Jadassohn, Mertke, Kohler and
Bohn.

Breitkopf and Hirtel have also issued a most com-
plete thematic catalogue of the works, with several in-
teresting lists and classifications.
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THIS thorough and painstaking book is the standard
_ authority on Chopin’s life and works. There is a
leisurely completeness about it, but the material is well
arranged and it is never diffuse. The professor not
only examined every scrap of documentary evidence in
existence, but he had the advantage of personally in-
terviewing the friends and pupils of Chopin who were
alive at the time he began his researches. As far as
dates and the facts of Chopin’s life go, no other bio-
gr_aphy’ of the composer is worth reading; Professor
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the works published before his, but all succeeding bio-
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and their books are but a rearrangement of his material.
The chief sources from which Professor Niecks drew
were Liszt's and Karasowski’s biographies, and other
works then extant were a short life by Joseph Bennett
and a brief essay by Hueffer. g
But apart from biographical details, it is always in-
teresting to read what a musician of critical insight
has to say about Chopin’s position and capacities as a
composer, and here the essays of Hadow and Finck
and the more elaborate works of Huneker, show th(’ilj
value; whilst of variety of opinion in regard to the
actual works, there is naturally no end. b]Finck for
instance, resenting Niecks’s epithet of * decid’edly
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commonplace,” applied to some of Chopin’s songs, is
stung into remarking that “Niecks’s two volumes are
full of such preposterous opinions,” and adds: “It is
indeed a calamity that the task of writing the most
elaborate work on the life and compositions of Chopin
should have fallen into such hands.”

Apart from the musical opinions, the fact remains
that the professor’s work is monumental and a model
of what a musical biography should be, concise but full,
appreciative, but free from the undiscriminating hero-
worship and exaggeration that, as a rule, disfigure this
class of work.

LISZT, Franz. “Life of Chopin,” translated by John
Broadhouse. Published by Wm. Reeves. London.

Shortly after Chopin’s death, Liszt published a
memoir of his friend of curiously unequal merit. As
far as regards facts and dates it is most inaccurate and
misleading, but as a sympathetic, critical appreciation
of his work and position as a composer it is invaluable.
It is the work of a great artist, and as full of insight,
delicate discrimination, and justifiable enthusiasm as
are Liszt’s writings on Wagner.

George Sand described it as “wun peu exubérant en
style, mais rempli de bonmes choses et de tres belles
pages.” s

Certain chapters, particularly those describing the
Mazurka and the Polonaise, are worse than exuberant
in style, they are positively grotesque and nauseating
in their sentimental extravagance. The researches of
Mr. Ashton Ellis have made it quite clear that it is to
the flowery pen of the Princess Carolyne Wittgenstein
that these blemishes are attributable. Liszt allowed
her to embellish his work at her own sweet will, with
the result that the book, at any rate, for English
readers, is quite spoilt. It cannot, however, be over-
looked by the Chopin student, for the personal reminis-
cences of one of the greatest composers by one of the
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greatest executive artists of the world must be in-
valuable.

SCHUMANN, Robert. “Music and Musicians,” trans-
lated by Fanny Raymond Ritter. Two Vols. Pub-
lished by Wm. Reeves. London.

Scattered throughout the collected criticisms that
Schumann published in the musical papers which he
edited, are very many references to Chopin and his
various compositions. These will be found incorpor-
ated in their natural connection in the body of this book.
Amongst those who have written about Chopin’s music,
Schumann has the unchallenged right to the first place.
Himself a genius of the highest rank, he discerned
even in the earliest work of Chopin a kindred spirit.
His admiration never wavered, he greeted every new
composition of Chopin's with sympathetic appreciation,
and his critical remarks are not only interesting from
the point of view of musical history, but they are of
real value to the student of Chopin’s works. They are
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HUNEKER, James. “Chopin, the Man and his Music.”
Published by Wm. Reeves. London. 1g0I.
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is by far the most important. From a biographical
point of view, like all who come after Niecks, Huneker
can have nothing new to say; but his comments on the
works are fresh, varied and stimulating. The chief
faults of the book are a want of method in the arrange-
ment, rendering quick reference very difficult and a ten-
dency to exaggeration in style.

HUNEKER, James. “Mezzotints in Modern Music.”
Published by Wm. Reeves. London.

The third essay in this book, a series of studies on
modern musicians, 1s devoted to a study of the Polish
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composer, entitled “ The Greater Chopin” This is a
sympathetic essay, and discriminates between the
greater and smaller works of Chopin with nice critical
msight. The book is interesting throughout, and has
the gift of enthusiasm.

KARASOWSKI, Moritz. “Frederic Chopin, His Life,
Letters, and Works,” translated from the German
by Emily Hill. Published by Wm. Reeves. Lon-
don. 1879. Second Edition, revised. 1900.

This was the first serious attempt at a biography of
Chopin, and the letters that the author obtained from
the composer’s relatives give it value. In the Polish
edition published in 1882 are some till then unpub-
lished letters from Chopin to Fontana. Niecks criti-
cises Karasowski's “unchecked partiality and bound-
less admiration for his hero, his uncritical acceptance
and fanciful embellishments of anecdotes and hear-
says, and the extreme paucity of his information con-
cerning the period of Chopin’s life which begins with
his settlement in Paris.” Karasowski’s comments on
the music are meagre and unsatisfactory.

FINCK, Henry T. “Chopin and other Musical Es-
says.” Published by Charles Scribners’ Sons. New
York. 1809.

This essay of Chopin, which gives its title to the
book, is a most brilliant bit of work. The writer is a
daring and unconventional critic, never hesitating to
give utterance to his most original ideas, whatever the
weight of authority against him, and, as a consequence,
he is always worth reading. Here, in a short space he
has put together more of value and interest than in
many long works on the subject.
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FINCK, Henry T. “Songs and Song-Writers.” Pub-
lished by John Murray. London. I1QOI. :
In this fascinating book, covering a field in _wh_ur:h
hardly anything has been accomplished n a similar
line, the student will find an admirably written chapter
on Chopin’s songs.

BENNETT, Joseph. “Frederic Chopin.” Published
by Novello & Co. London and New York.

This is a brief biography, in Novello’s series of
Primers of Musical Biography, which can bcT_com-,
mended to those who have not the time to read Niecks
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WILLEBY, Charles. “Frederic Francois V‘Chopﬁin."
Published by Sampson Low, Marston & Co. 13802
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tory. Descriptions of Chopin’s music are 1ptroclxlc§cL
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volume. The criticisms are interesting from a per-
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HADDEN, J. Cuthbert. “Chopin” Published b\y
J. M. Dent & Co, London; and E. P. Dutton &
Co., New York.

This volume is one of a series published under the
title of “ The Master Musicians,” a set Qf musical blO«
graphies of varying merit. This particular contribu-
tion is, however, one of the most satisfactory of the set,
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although hardly necessary to those. who possess the
more expensive work of Niecks.

HADOW, W. H. “Studies in Modern Music” Second
series. Published by Seeley & Co. London. 1g0l.

The second study in this book on Frederic Chopin is
the most sympathetic, discriminating, and truly critical
essay that has appeared in England. It has personality
and distinction, and makes one wish that the writer
could see his way to a larger work on the subject.

KLECZYNSKI, Jean. “The Works of Frederic
Chopin, and their Proper Interpretation.” Pub-
lished by Wm. Reeves. London.

_ This book consists of three valuable lectures, contain-
ing many interesting hints on “ How to play Chopin.”

KLECZYNSKI, Jean. “Chopin’s Greater Works,”
translated by Janotha. Published by Wm. Reeves,
London; Charles Scribners’ Sons, New York.

These three further lectures deal with the Preludes,
Ballades, Nocturnes, Polonaises and Mazurkas, Tt is
difficult to see why the Etudes, Scherzi and Sonatas
should be omitted in dealing with the “ greater works,”
but these lectures, though wanting in method, contain
much valuable instruction, and are by no means the
least interesting of the many works on Chopin.

AUDLEY, Madame A. “Frederic Chopin, sa vie et
ses (Euvres.,” Published by Plon and Cie. Paris.

This is a brief and readable life of the composer

founded on the work of Karasowski, but now of little
value.

WODZINSKI, Count. “Les trois Romans de Frederic
Chopin.” Calmann Lévy. Paris- 1836,

This book which, as Niecks says, 1s more of the nature

of a novel than of a biography, deals primarily with
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Chopin’s attachment to Constantia Gladkowska, M:
Wogzinska, and George Sand, but has also a wider
scope, and cannot be altogether ignored.

BARBEDETTE, H. “F. Chopin. Essai de critique
musicale.”

This brochure was published in Paris shortly after
Chopin’s death. It is interesting as containing a qle—
tailed contemporary criticism of the whole of the works
by one who had the advantage of often hearing Chopin
perform.

H Louis: “Letters on ,Music to a Lady,”
ELLIEEEgétng%? Fanny Raymond Ritter. Published
by Wm. Reeves. London. 1877. :
In this book will be found a rhapsody on Chopin’s
mazurkas.

EHLERT, Louis. “Aus der Tonwglt.” Two vols.
B. Behr’s verlag (E. Bock). Berlin. 18g8.

The concluding essay on Chopin is a valuable con-
tribution to the literature of the subject.

SCHUCHT, Dr. ]J. “Frederic Chopin und seine
werke.” Leipzig. L. F. Kahnt.
This short volume contains many interesting com-
ments on the music.

VON BULOW, Hans.

This celebrated virtuoso edited an edition of the
Etudes and Impromptus in which there is much valu-
able instruction as to performance, and some interesting
critical opinions.

KULLAK, Theodore.

This well-known teacher edited an editior} of Chopin,
published by Schlesinger. The professor’s notes are




42 A HANDBOOK TO CHOPIN’S WORKS.

valuable not only to the student of the piano, but from
the point of view of artistic and critical interest.

RUBINSTEIN, Anton. “Conversations on Music,”
translated by Mrs. J. P. Morgan. Published by
Charles F. Tretbar, New York.

This little book contains Rubinstein’s opinions on
many composers ; naturally he had a very high opinion
of Chopin and expressed it very vigorously.

TARNOWSKI, Count Stanilas. “Chopin, as Re-
vealed by Extracts from his Diary.” Translated
by Natalie Janotha. London. Wm. Reeves.

This 1s a brief but very interesting sketch of Chopin's
fascinating personality, illustrated by extracts from his
diaries and correspondence.

Of writers on musical history who have naturally
said more or less interesting things about Chopin, it
will be sufficient to mention the names of Sir Hubert
Parry, who sums up Chopin with his usual felicity of
diction and unerring insight in his invaluable work,
“The Evolution of the Art of Music”; Oscar Bie, who
has a good deal to say about Chopin in his “ History
of the Pianoforte and Pianoforte Players”; and H. H.
Statham, in his “My Thoughts on Music and Musi-
cians.”

Sir Charles Hallé, Berlioz, Mendelssohn, Henselt,
Moscheles, Scholtz, Heine, Kuhé, and other contem-
poraries of Chopin have frequent references to the com-
poser and his works scattered throughout their auto-
biographies and letters.

Niecks has transmitted to us the personal reminis-
cences of Stephen Heller, Ferdinand Hiller, Ernst, and
other friends of Chopin, and also tells us of Chopin’s
pupils and their remembrances of their beloved teacher.
Prominent amongst these are Mathias and Gutmann.
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Contemporary critics have left on record their appre-
ciation or depreciation of the great master. Qur own
critics, Davison and Chorley, who wielded such power
in the forties, admired the Polish composer, but Rell-
stab, the German critic of the Berlin “lris,” earned for
himself unenviable fame by the retrograde and unap-
preciative nature of his criticism, which rivalled in
violence the diatribes to which Hanslick and his school
treated Wagner. ; '

Von Lenz, a German, who made a cult of piano vzr-
tuosi, has left us a very full account of Chopin’s genius
as a pianist. o _

Amongst critics who have incidentally said much that
is interesting about Chopin, one must mention _]A
Fuller Maitland (especially with reference to Chopin's
sonatas), Arthur Hervey, and J. F. Runciman; whilst
in America, in addition to Huneker and Finck, H. E.
Krehbiel, W. F. Apthorp, and W. J. Henderson must
be remembered. _ .

Amongst German and Polish writers whose con-
tributions to Chopin literature are of little value, may
be mentioned Niggli, La Mara, Sowinski, Tarnow-
ski, etc.

Of works dealing with George Sand, the most use-
ful are that lady’s own memoirs, “Histoire de ma vie,
and her six volumes of correspondence. Henry James
has an interesting article on her in his “French Poets
and Novelists,” and Bertha Thomas has written a life
of this extraordinary woman. ;

Other works are extant by Brault, Stefanie Pol, and
Wiladimir Karénine. Charles Wood’s “Letters from
Majorca” contain well-written descriptions of Valde-
mosa and Palma. _

The thematic catalogue published by Breitkopf and
Hirtel is a model compilation, and is invaluable to the
carnest student.
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VVORKS WITHOUT OPUS NUMBERS PUB-
LISHED AFTER THE COMPOSER'S DEATH.
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CHRONOLOGICAL LIST OF CHOPIN'S WORKS
IN THE APPROXIMATE ORDER OF

THEIR COMPOSITION.

Name of Piece and Key

Composed

Mazurka.
Mazurka,
Mazurka.
Mazurka.
of the preceding Mazurka
Mazurka. C major
Mazurka. A minor.
ami Emile Gaillard
Valse. E minor
Polonaise.
a Mme. Dupont
Polonaise. G flat major. Of doubtful
authenticity
Polonaise. B flat minor.
_ an Wilhelm Kolberg
Valse. E major

G major
B flat major
D major

Adieu!

Variations. Emajor. OnaGerman Air

D major, A remodelling 1832
Dédiée a4 son

G sharp minor. Dédiée

18247
1825
1825

1829-1830

1833

1829

|
|
| 1826
|

Published

1851

Composed

Name of Piece and Key

Opus No.

\’?VOR“KS WITHOUT OPUS NUMBERS PUB-
LISHED DURING THE COMPOSER’'S LIFE-TIME

Name of Piece and Key

Composed

Grand Duo Concertant. E major
For piano and violoncello, on
themes from * Robert le Diable.”

Trois nouvelles Etudes. F minor, A
ﬂat‘major, D flat major

Variations VI. E major (Largo).
From the “ Hexameron."

1829, with
A.Franch-
omme

Mazurka. A minor (“ Notre temps ")

Published

1833

1840
1841

1842

1822
1824
1825
1826

1827

1829-1831
1829-1847
1830

1830-1834
1832

1833

i
‘\

Polonaise. G sharp minor

Variations on a German Air

Mazurka. G major

Mazurka. B flat major

Rondo. C minor

Polonaise. B flat minor.
to W. Kolberg

Mazurka. A minor

Polonaise. D minor

Nocturne. E minor

Rondo a la Mazur

Polonaise. B flat major

Rondo for two Pianos

Variations on ‘¢ LA ci darem ™

Sonata. C miner

Trio for Piano, Violin, and 'Cello

Fantaisie on Polish Airs

Krakowiak

Valse. B minor

Valse. D flat major

Valse. E major

Polonaise. F minor

March Funcbre

Mazurka. D major (remodelled 1822)

Polonaise for Piano and 'Cello

Second Concerto. F minor

Twelve Etudes

Seventeen Polish Songs

Mazurka. C major

Mazurka. F major

Trois Ecossaises

Concerto. E minor

Grande Polonaise brillante

Twelve Etudes

Four Mazurkas

Five Mazurkas

Three Nocturnes

Variations on an Air by Halévy

Three Nocturnes

Dedicated
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Composed ’ Name of Piece and Key
|

= IR = = —= o G Name of Piece and Key

|
1833 | Mazurka. C major ‘ [ ‘
|

Opus No. ‘

Grand Duo for Piano and 'Cello .

Fantaisie Impromptu | ; 1844 Sonata, B minor

| Rondo. E flat 1846 f\-Iaznrka. AAmmor

Four Mazurkas IEhrS: g‘;jm]{as
alse. E fl ajor ‘ ‘ ‘ ‘ DO AT i i

}ggiéio E flat major ; 1 Polonaise Fantaisie ] s

First Scherzo. B minor . : Two Noctarnes | 63

Mazurka. G major iz N 1847 '%Efec Qgﬁzg;kas ! 64

Mazurka. C major [ 67.  No,- Three Valses e | 65 .

Valse. Gfkmlnior | 70. No.3 SOUMﬂiorl?angand el | 67. §0.2’

Valse. F minor S 1849 Mazurll{a, %r 211]1]1?; 6R,  Noud

Two Polonaises 1 ’ | Mazurka. I mil o o | 1

Two NOCUI?I]:S No date M azur!:&.- 1 i mmc?ri 2 tl;)lé?ggfxetiﬁi?{g i

Second Scherzo., B flat minor ' obtainable E.Gaillard. Proba ﬁ A A

T dio Nocloraes ‘ : Valse. E minor. Probably |

First Impromptu, a ‘ | 1829 D chably

Lons M;gu?ia%t” A fat | . | | Trois 1101;\!@1105 Etudes. Probably |

Four Mazurkas w : ' 1835-1840

Sonata. B flat minor ' 35 : |

Second Impromptu —

Two Nocturnes

Second Ballade

Two Polonaises

Third Scherzo

Three Mazurkas

Twenty-four Preludes

Valse. A flat

Tarantelle

Polonaise., F sharp minor

Prelude C sharp minor

Allegro de Concert

Third Prelude

Two Nocturnes

Fantaisie. F minor

Three Mazurkas

Hexameron Variations

Third Impromptu

Fourth Ballade |

Mazurka. A minor (* Notre temps") |

Polonaise. A flat ‘

Valse. F minor

Fourth Scherzo. E major

Two Nocturnes

Three Mazurkas

Berceuse

58 ‘
67. No.4 |
59 {
60 |
61 |

1834

1838-1839

1840
1841

e e st e b

(




OPUS I.—First Rondo. C minor.
Dedicated to Mme. de Linde. Published 1825.

THE Opus 1 of any well-known composer has always

a special interest of its own. Schumann, who had
in 1831 reviewed Chopin’s Opus 2 (the variations on
Mozart’s air, “La ci darem”) with lyric fervour, evi-
dently inquired for and obtained his Opus 1, for early
in the next year he wrote to Wieck (the father of Clara
Wieck, who subsequently became Madame Schumann):
“ Chopin’s first work (1 firmly believe that it is his tenth)
is in my hands; a lady would say that it was very
pretty, very piquant, almost Moschelesque. But I
believe you will make Clara study it, for there is plenty
of Geist in it and few difficulties. But I humbly ven-
ture to assert that there are between this composition
and Opus 2 two years and twenty works.”

We know of two compositions that were composed
before 1825, the year in which this was presumably
written. These are the Polonaise in G sharp minor, to
which the date 1822 is assigned, and the Variations on
a German national air, “ Der Schweizerbub,” dated in
the Breitkopf and Hirtel edition, 1324

There are also two mazurkas of the same year, 1825,
but doubtless there were several other early efforts that
Chopin destroyed.

The publication of this rondo was for Chopin tke
event of this year: “Only he who has experienced the
delicious sensation of seeing himself for the first time
in print can realise what our young author felt on this
occasion.”

* Niecks.
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Madame de Linde, to whom the piece was dedicated,
was the wife of his father’s friend, the rector, and
Chopin often used to play duets with her.

The group of works to which this piece naturally
belongs consists of five rondos, of which it is the first
and simplest. The other four are Opus 5—Rondo a la
Mazur, Opus 16—Rondo in E flat, Opus 14—Rondo or
Krakowiak, and Opus 73—Rondo for two pianos.

The latter piece was composed in 1828, so that the
whole group belongs to Chopin’s earlier work, Although
quite a boy when he wrote his first rondo (he was only
fifteen), there is immense promise shown in the inven-
tive power and in the technical ability displayed in the
writing ; the leading subjects are well contrasted, and
we see at once that it is the work of one who thor-
oughly understands the instrument for which he is
writing.

Niecks says of these earlier works: “They have a
natural air which is alike free from affected profundity
and insipid childishness. They can hold their ground
without difficulty and honourably among the better
class of light drawing-room pieces.” He points out the
want of cohesiveness as a weak point, “the different
subjects are too loosely strung together.”

Although not strikingly original, it cannot be said
that Chopin in this rondo showed himself the imitator
of any particular master. There are traces of the in-
fluence of Weber, and perhaps even more of Hummel,
whom we know Chopin admired immensely.

Karasowski thinks this rondo Chopin’s weakest work,
“His individuality was not at that time fully de-

veloped and Hummel’s influence was unmistakable. It
1s no disparagement of his talent to say this, for every
young pianist of that period made Hummel his model.
and, moreover, every genius, however independent,
begins by unconsciously imitating his favourite com-
posers and artists. As an instance of this, we need
only mention Beethoven.”
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Hadow says: “ This rondo is a singular e;{tgmple{?(fj
Chopin’s strength and weakness 1n cqrpp?sa 1011_1ﬂrl ‘Ehe
doubt a concert rondo should not be criticise \q\tl Bk
same severity as the rondo mo_vc-ment of % sgnc. as,azes
even with all laxity of concession we can nh pss o
and even pages through which Elsner ought to

wn his pencil.” _ :
dr%\/e cannlc))t help liking the C minor Rc‘)nﬁdo. r'trlihf}rli
is lightness, joy in creation, which contrast “Cl) L
heavy dour quality of the C minor Sonéltta, egubeﬁt
Loosely constructed, in a formal sense, an 90 i
ant for his strict confines, this Opus Iis rcmOr \}'n"n-’
much more remarkable than Schumann’s Abegg Varia

tions.” (Huneker).

: ,,
OPUS 2.—Variations on: “La ci darem sa mano.
With orchestral accompaniment. B flat major.

Dedicated to Titus Woyciechowski.
Composed 1828. Published March, 1330.

ERHAPS the chief interest attaching to these variz_x-
P tions is that their mastery, grace, and novelty

roused in Schumann so great an admiration that they

caused him to write his celebrated critical essay entitl‘(;,d
“An Opus 2” This, he subsequently reprinted at thl_e
commencement of his collected writings, and by this

immediate recognition of the work of an c;ngma}ll %el’llu;
he proved himself gifted with an insight that }i:earc
almost be termed prophetic. He saw at once tha e
was something entirely removed from the merflmec i
ical trills and arpeggios of Kalkbrenner, Herz, a
their school. o _
theClg]cfpin undoubtedly wrote these varlatmng};} in orc.lc:f
to show off his own powers as a Virtuoso, ’but1 js Tgcir.nu:
shone through the mere technical aim, and the various




62 A HANDBOOK TO CHOPIN'S WORKS.

sections of the work are instinct with true grace and
poetical intention. In the concluding sentence of
Schumann’s criticism lies its true value, “I bend before
Chopin’s spontaneous genius, his lofty aim, his master-
ship.”

It would not do to compare these variations with
such work as Brahms’s superb studies on an air of Paga-
nini’s, nor even with Schumann’s own “Etudes
Symphoniques.”

We should see immediately that we are dealing with
the work of Chopin’s earliest youth; the want of depth
and emotional power would be at once felt. Chopin
unfortunately never attempted this form when he had
fully developed his powers. If he had, there is but
little doubt that he would have given us a supreme
example of the style. The orchestral accompaniment,
according to Niecks, “shows an inaptitude in writing
for any other instrument than the piano that is quite
surprising considering the great musical endowments
of Chopin in other respects” The orchestral accom-
paniments are, however, not necessary to a complete
enjoyment of the work, It begins with a long intro-
duction, a free improvisation on the air. Schumanp
speaks of it admiringly as “so self-concentrated.” Then
follows a theme, treated simply, though “Zerlina’s
answer has a sufficiently enamoured character.”

Between each variation an orchestral tutti intervenes
with great effect in a kind of ritornello,

The first variation, according to Schumann, “ex-
presses a kind of coquettish courteousness—the Spanish
grandee flirts amiably with the peasant girl in it.”

The second variation is a wild rush of demisemi-
quavers. “It is comic, confidential, disputatious, as
though two lovers were chasing each other, and laugh-
Ing more than usual about it.”*

In the third variation all is changed. The demi-

¥ This variation is omitted in the existing pianola rolls.
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semiquavers are now in the bass only, in passages in
= : /| + ~o S .04 = 5o o3
which Schumann sees Masetto at a distance, sxxmyﬁl&
audibly without making any effect on Do;l Juan. e
movement is filled with “moonshine and fairy magic.
The fourth variation is of a brilliant bravura char-
acter. “How boldly, how wantonly it springs forward
to meet the man.” ] LR, i g
The fifth is the adagio. “It is in B flat minor, as it
should be, for its commencement it presents a moral
warning to Don Juan. It is at once mischievous and
beautiful that Leporello listens behind the hedge,
¥ 3 3 = ;. - =Y 10 i PN -
laughing and jesting, that oboes jand d;{lpn‘et}cs f£11
chantingly allure, and that the B flat major n fu
bloom correctly designates the first kiss of .lonve. it
In the finale the beautiful air is turned into a bril-
liant polacca. : i . .
“It is the whole of Mozart’s finale, popping cham-
pagne corks, ringing glasses! Leporello’s voice be-
tween, the grasping, torturing demons, the fleeing Don
Juan—and then the end that beautifully soothes and
closes all”

OPUS j3.—Introduction et Polonaise Brillante for

Piano and Violoncello. € major.

Dedicated to Joseph Merk.
Composed 1829. Published 1833.

IN a letter from Warsaw, dated November 14, 1820,
Chopin says to his dear frlend,‘letus Woycie-
chowski, “I wrote an ‘ Alla Polacca’ with cello accom-
paniment during my visit to Prince Radziwill It is
nothing more than a brilliant drawing-room piece suit-
able for the ladies. I should like Princess Wanda to
ractise it. T am supposed to have given her lessons.
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She is a beautiful .girl of seventeen, and it was charm-
ing to direct her delicate fingers.”

This extract shows us that we need not look for any
special merit in this work. “The leaning towards
Hummel is still evident; the motives are easily com-
prehensible, harmonious, clear, and simple in their
development.” (Karasowski.)

It 1s dedicated to Joseph Merk, of whom we read in
one of Chopin’s letters: “On Thursday there was a
soirée at Fuchs’s, when Limmer introduced some of his
own compositions for four violoncellos. Merk, as usual,
made them more beautiful than they really were by his
playing, which is so full of soul. He is the only vio-
loncellist I really respect.”

“On the whole we may cccept Chopin’s criticism as
correct. The Polonaise is nothing but a brilliant salon
piece. Indeed, there is very little in this composition,
one or two pianoforte passages and a fizesse here and
there excepted—that distinguishes it as Chopin’s. The
opening theme verges even dangerously to the common-
place. More of the Chopinesque than in the Polonaiss
may be discovered in the introduction, which was less
of a piéce d’occasion. What subdued the composer’s
individuality was no doubt the violoncello, which, how-
ever, is well provided with grateful cantilene” (Niecks.)

“Chopin himself pronounced this a brilliant salon
piece. It is now not even that, for it sounds antiquated
and threadbare. The passage work at times smacks of
Chopin and Weber (a hint of the Mouvement Per-
petuel), and the ’cello has the better of the bargain,
evidently written for my lady’s chamber.” (Huneker.)

“The only portion worthy of Chopin is the counter
theme for the ’cello in F major, this with its brilliant
piano accompaniment is the only redeeming feature of
the piece” (Willeby.) :
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QPUS 4.—Sonata in C minor.

Dedicated to Mr. Joseph Elsner.
Composed 1828. Published posthumously 1851.

THIS sonata, written at the age of eighteen, may be

classed with the Trio, Opus 8, and the Rondo fpr
two pianos, Op. 73, as an example of the works Chopin
wrote as a student. He himself says of it: “As a
pupil of his, I dedicated it to Elsner” Between the
master and his pupil there existed a warm affection and
respect. Chopin learnt more from Elsner than he did
from his other teacher, Zwyny, although he had a good
opinion of both his masters.

“From Messrs. Zwyny and Elsner even the greatest
ass must learn something,” he is reported to have said
to some Viennese gentleman who told him that people
were astonished at his having learnt all he knew at
Warsaw. Liszt wrote of the master, “Joseph Elsner
taught Chopin those things that are most difficult to
learn and most rarely known: to be exacting to one-
self, and to value the advantages that are only obtained
by dint of patience and labour.” :

Of this sonata Niecks says: “It is indeed a pupil’s
work, an exercise, and not a very successful one. The
exigencies of the form overburdened the composer and
crushed all individuality out of him. Nowhere is
Chopin so little himself, we may even say so unlike
himself. The distribution of keys and the character of
the themes show that the importance of contrast in the
construction of larger works was still unsuspected by
him. The two middle movements, a Minuetto and
Larghetto, although in the latter the Self—imposgzd
fetters of the £ time prevent the composer feeling quite
at his ease, are more attractive than the rest. In them
are discernible an approach to freedom and something
like a breath of life, whereas in the first and in the last

5
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movement there is almost nothing but painful labour
and dull monotony. The most curious thing, however,
about this work is the lumbering passage writing of our
graceful, light-winged Chopin.”

In Karasowski's opinion this sonata “shows a striv-
ing after classic forms, but does not give us the idea
that the composer was working from inspiration, his
wishes and capacities do not seem always to correspond,
and the work altogether awakens no lasting interest.
‘The third movement is most worthy of notice, but this
does not satisfy us completely; it sounds rather forced
and laboured, probably on account of the unusual g
measure.”

Barbedette considers the final movement the most
brilliant. “Chopin never wrote but one piano sonata
that has a classical complexion, in C minor, Opus 4,”
writes Huneker. “It demonstrates without a possi-
bility of doubt that the composer has no sympathy with
the form. Little of Chopin’s precious essence is to be
tasted in the first sonata. The first movement is
wheezing and all but lifeless . . . and it is technically
difficult. The Minuetto is excellent, its trio being a
faint approach to Beethoven in colour. The unaccus-
tomed rhythm of the slow movement is irritating.”

He does not agree with Niecks that the finale is but
barren waste. “There is the breath of a stirring spirit,
an imitative attempt that is more diverting than the
other movements. Above all, there is movement, and
the close is vigorous though banal. The sonata is the
dullest music penned by Chopin, but as a whole it
hangs together better than its two successors. So much
for an attempt at strict devotion to scholastic form.”

Chopin deliberately designed this sonata for pub-
lication, and sent it to Haslinger in Vienna, together
with the “La ci darem ” variations, Opus 2. With one
excuse or another Haslinger deferred publishing it, and
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it was not till Chopin’s death had given it a fictitious
value that it was at length brought out in 1851. _
The first movement, Allegro maestoso, can unheSI_—
tatingly be described as the only really dull composi-
tion in the whole range of Chopin’s works. A few early
pieces may legitimately be termed weak, but they are
always brilliant. This Allegro, however, is tedious,
and the criticism showered on it with regard to lack of
contrast in key and thematic material is amply justified.
With the Minuetto things improve. It is denvative
but well written, and not uninteresting. The experi-
ment in the always difficult and risky § time of the
Larghetto is a failure. There is no rhythmic beat in it,
such as malses the barbaric second movement of Tchai-
kovsky’s “ Pathetic” Symphony so fascinating. It has
simply the effect of having no backbone, no structure,
and the chief thing to be thankful for is that Chopin
evidently felt this too, and brought the movement to a
rapid conclusion that cannot be considered untimely.
Barbedette and Huneker are more right about the
last movement, and the brilliant passages in the bass
do not deserve Niecks’s epithet of lumbering. Never-
theless we have much to be thankful for to Elsner.
“Leave him in peace,” he said of his gifted pupil, “his
is an uncommon way because his gifts are uncommon.
He does not strictly adhere to the customary method,
but he has one of his own, and he will reveal in 11'15
works an originality such as has not been found in
any one.” : N
Chopin made no more experiments in piano sonatas
in strict classical form, for his two masterpieces, Opus
35 and Opus 58, are of such different calibre that it
would serve no good purpose to group them arbitrarily
with this youthful effort, and the last published Sonata
in G minor, for piano and 'cello, simply because they
are all called sonatas.
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OPUS 5.—Rondo a la Mazur. F major.

Dedicated to Mlle. la Comtesse Alexandrine de
Moriolles. Published in 1827.

THIS is the second of the group of five Rondos (for

particulars of which see page 60o. Both this and
the first Rondo first saw the light at Warsaw, but they
did not become known outside Poland till they were
published in Germany in 1836. Schumann, reviewing
it then, thought it probable that it was the work of
Chopin’s eighteenth year. “The extreme youth of the
composer 1s only to be guessed at in certain involved
passages, from which he has found it difficult to extri-
cate himself at once; but the Rondo is, notwithstanding,
Chopin-like throughout, lovely, enthusiastic, full of
grace. He who does not yet know Chopin had best
begin the acquaintance with this piece.”

The advance Chopin made in this Rondo, compared
with his Opus 1, is very marked. It is the only one of
the rondos not written in the traditional 2 time. It is,
as the title implies, a maxurka in rondo form, and as
such it naturally has a touch of that national feeling
which was from now on to become so striking a char-
acteristic of much of Chopin’s music. After his four-
teenth year Chopin passed his summer holidays in the
country ‘round Warsaw, and there, listening to the
peasants singing and dancing their mazurkas, his sensi-
tive musical intelligence absorbed those national ele-
ments of the music of the countryside which, passing
through the alembic of his own personality, issued in
a refined and idealised form in the Mazurkas and
Polonaises.. It is the work of a poetical and impres-
sionable youth, as opposed to the first Rondo, which is
that of a light-hearted boy. It has not the same mastery
of effect nor the brilliant virtuosity of the Krakowiak,
but it is superior in feeling to the Rondo in E flat
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major, which belongs to that short period of Chopin’s
lifc during the early years of his residence in Paris,
when a kind of blight seemed to fall on the poetry and
idealism of his compositions.

The first subject has the rustic tang of a true mazurka
redolent of the countryside, while the secondary theme
is of refined and graceful beauty. It is highly indi-
vidual, there is no hint of imitation of any othpr com-
poser, and more than an indication of one of Chopin’s
most marked characteristic—widespread chords and

kips. 2

; 'Fhe Comte de Moriolles, to whose daughter this
Rondo is dedicated, was tutor to the adopted son of
the Grand Duke Constantine, then governor of War-
saw. Chopin frequently visited at the palace, his
talents and charming manners rendering him always a
welcome guest amongst the most wealthy and culti-
vated people in the capital. This environment acting
on his innate refinement gave him the aristocratic tastes
and nature that he exhibited throughout his life in so
marked a degree. : :

Kleczynski, who is never tired of combating the idea
that Chopin’s music is all melancholy, draws attention
to the “brilliant passages, cascades of pearly notes, and
bold leaps which we find in this Rondo.” '

“Is this the sadness and the despair of which we
hear spoken? Is it mot rather youth exuberant with
intensity and life; is it not happiness, gaiety, love for
the world and men?” y ]

“Who could fail in this Rondo to recognise Chopin
in the peculiar, sweet, and persuasive flows of sound,
and the serpent-like winding of the melodic outline,
the wide-spread chords, the chromatic progressions, thp
dissolving of the harmonies, and the linking of their
constituent parts. The harmonies are often novel and
the matter is more homogeneous and better welded into
oneness.” (Niecks.) _ :

“This Rondo is a further advance. It is sprightly,
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Polish in feeling and rhythmic life, and a glance at
any of its pages gives us the familiar Chopin impres-
sion—florid passage work, chords in extensions and
chromatic progressions.” (Hunelker.)

THE MAZURKAS.

HE Mazurka in its native home, the district of
Mazovia, was sometimes sung and sometimes
danced. “In the minor key, laughs and cries, dances
and mourns, the Slav,” says a German writer, and
doubtless when Chopin spent his summer holidays in
the country he often heard the villagers expressing
their primitive emotions in their characteristic fashion.
In ballrooms the Mazurka became more animated and
graceful, and although it has never been much in vogue
in England it is much affected in St. Petersburg, where
its votaries display an amazing grace and dexterity.
In its essence, however, it is the dance of the people, as
opposed to the Valse, the dance of society. In Chopin’s
hands, however, the Mazurka ceased to be an actual
dance tune, and became a tone poem, a mirror of moods,
an epitome of human emotions, joy and sadness, love
and hate, tenderness and defiance, coquetry and passion.
“There is in them,” says Finck, “an’ inexhaustible
variety of ideas, making each of them unique notwith-
standing their strong family likeness. They are like
fantastic orchids, or like the countless variety of hum-
ming-birds, ‘those winged poems of the air, of whizh
no two are alike, while all resemble one another.”

Of all the works perhaps they are the least well
known, and least played, and yet they are full of ex-
quisite melody, rhythmic and harmonic details of in-
tense interest, novelty and Beauty. Tn them Chopin has
concentrated, as Huneker points out, “the sorrow and
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tribal wrath of a down-trodden ngtlc?ni 21’1,1dsotr}r1;
Mazurkas have for that reason an ethnic \azlt ul—ti. st thé
of the earlier ones are quite short and simple, L(li .
later numbers Chopin elaborated the form cons et they,
and both in emotional content and musical 1?Eeres_n th)é
become very valuable. They lend tl?elnfe ves elﬁ -
most extraordinary way to the moc;\,d of th.: movn‘i‘: S
most of Chopin’s compositions the woﬂ:~ gk i
mood, but with a mazurka you may play 1t gni h,;ry_
merrily and lightly, and the next you may ﬁlﬂ h1 . ;w_
monising with your most depressed %mu;q i “\C\Té rce)ad
ever, it will not fail to soothe and‘ com,_o‘m. | '111 2
that Chopin never played them twice am\e.r [n a e
them, nevertheless, there is that.undcrc‘une‘n‘l;_o me(i,_ e
choly which caused it to be said of him, “his 1;11_1’} '1’\:?.
gay, but his heart is sad.” Many of them o ?;ln 1 1
tervals and scales of Eastern origin w.}nch ,g:we% en'fl =
curious foreign fragance that is occasmnal]y t?\er{ oir
mannerism. Mendelssohn, for instance, said oha ?[%O <
of the Mazurkas that th’ey “are so mannered that they
- hard to understand’ . s
ar?thg on record that Chopin, who, especmll}idm his
younger days, was full of fun and' l]oke's, \T'out c())cnc’zc
sionally play one of his Mazurkas in strict me 1’101?1 e
time, to the great amusement of those who had hear
i ; them properly.
hll?.ig}f}ssiglthit “to do justice to the L\iTazurkasIorEc
would have to harness a new pianist of the first rank to
cach one of them. The latent and unknown poac-imy 13
the original Polish Mazurkas was only mdma{te : a&w
was b); Chopin divined, developed, and brogg ht ? thé
licht of day. Whilst he preserved the Ih}/iL m o
dance, he ennobled its melody and enlarged 11tts pro(i
portions, weaving into its tissues harmonic hg}; an
shades which were as new in themselves as the themes
to which he adapted them.”
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In Liszt’s book on Chopin will be found a most
elaborate, flowery and fanciful description of the
Mazurka and how it was danced in Poland. No
Englishman can read this extravagant, unrestrained
and almost indecent rhetoric without feeling sick. But
it is comforting to know that it is not to Wagner's
noble-minded friend, not to the great creative artist,
that we owe these highly-coloured pages. . The re-
searches of Mr. Ashton Ellis have brought to light the
fact that the whole section was written by Princess
Carolyne Wittgenstein, whom Liszt with foolish fond-
ness constantly allowed to mutilate and disfigure his
work.

Finck says: “It seems strange at first sight that the
Mazurkas, those exquisite love-poems, should be so
much less popular than the Valses, for they are quite as
melodious and much easier. Perhaps the cause of their
compartive neglect is that they are so thoroughly Polish
in spirit; unless they are played with an exotic rubato
their fragrance vanishes.”

They are of all Chopin’s works the least known.
Even though they are mostly within the technical grasp
of the average amateur, they are neglected. Possibly
their very number, and the fact that they are so difficult
to identify by opus number and key, is partly
responsible,

There are in all fifty-six Mazurkas by Chopin. Only
forty-one were published during his lifetime, in eleven
different sets of three, four, or five each. Eight were
published by Fontana posthumously as Opus 67 and
Opus 68.  One appeared in a musica]l magazine without
opus number during Chopin’s life, and six others,
mostly of early dates, were discovered at various times.
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OPUS 6—Four Mazurkas.

ist Set—No. 1 in F sharp minor; No. 2 i-n C sharp
minor; No. 3 in E major; No. 4 in E flat minor.

Dedicated to Mlle. la Comtesse Pauline Plater.
Published December, 1832.

ANY writers have said felicitous things aléout
Chopin’s Mazurkas, some of whm%n ?ave rvieri
already quoted in the introductory chapter. fntliu : ye
ing the four very characteristic specimens o > teoggr
cozlposing the first set, one 1s rcmmded‘of wl'tatl e
Bie has said : “ The Mazurkas are bourgeots little j t)hri
half bathed in sorrow, half crushing their %am in o
jubilation of the rhythm in an unparallele Se}i??sl o
intellectual inspiration.” They are the first 'put 1‘&;;1@,
worlk of Chopin’s in which the individual charac iflbl s
of his genius shone forth clearly and unmista adAyC;
the first-fruits of Chopin as a poet. The five pre(?f:l 1tr}11b
works have shown him to us as the boy, the youth, the
virtuoso, the salon composer, and the student. E
The national dance form was always a favourlteko
Chopin’s. Some of his earliest efforts were Mazur a;s,
which may be found amongst the posthumous coglp_(?s;
tions, and a Mazurka was the last thing he wrote during
his final illness when he was too feeble even to try_lt Dg
the piano. This set is dedicated to Countess Plater, E}Lln
Karasowski tells us of an occasion at her house w (il‘l
Liszt, Heller and Chopin were present, and a 11_vc§
discussion arose on national music. Chopin mamtalried
that no one who had not been in Poland and inhale
the perfume of its meadows could have any true syzn»
pathy with the folk-songs. As a test of tili)s, 11t (\;a:
proposed to play the well-known Mazurka, “ Po and i
not lost yet” Tiszt, Heller, and other piamsts per-
formed, but those present acknowledged that Chopin
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surpassed them all in comprehending the true spirit of
the Mazurka.

Karasowski wishes to combat the idea that the
mazurkas are too sad, too much in the minor. As a mat-
ter of fact, an analysis shows that of the total of fifty-
six, exactly half are in the major keys and half in the
minor. He says: “The propensity to melancholy, to
musing, is not in itself a weakness; a delicate nature is
not necessarily a feeble nature. Chopin, a Pole, could
not avoid that which is characteristic of our nation.
Our peasants-like dances in minor keys; they return
often, and sometimes persistently, to that somewhat
monotonous tone which, nevertheless, with them indi-
cates so well the loving and generous depth of their
being.”

Elsewhere in a lecture on the mazurkas, Kleczynski
becomes dithyrambic in their praise. “The book of
mazurkas is an inexhaustible well of poetry. Nearly
every one of these works is a masterpiece. In these first
mazurkas at once appears that national life from which,
as from an inexhaustible treasury, Chopin drew his in-
spirations.” . 2

The contemporary critic J. W. Davidson wrote: “If
Chopin had done no more than reveal to us through his
mazurkas the national musical feeling of the country—a
country at once so wedded to misfortune and so politi-
cally interesting as Poland—he would have achieved
enough to entitle him to unanimous sympathy.”

Chorley, the critic of the “Athzneum,” who heard
Chopin play some mazurkas in London, said: © They
lose half their meaning if played without a certain free-
dom and licence, impossible to imitate, but irresistible if
the player at all feels the music.”

Hadow says that the mazurkas, in short, bear some-
what the same relation to the tunes of the peasantry as
the songs of Robert Burns to those of the forerunners
whom he superseded,
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Huneker speaks of the mazurkas as “impish, rgogbxc%:
gay, sour, sweet little dances. They are a se?alc f(z[?g
to most pianists, and if you have not the sa\‘ourcoh e
Slav in you, you should not touch thCH}; Yet Chopin
has done some good things in this form.”

Krehbiel lays stress on the fact that national colour
comes out more clearly in Chopin’s mazurkas than in
any of his other compositions. “Unlike the polonaise‘
this was the dance of the common people, and even as
conventionalised and poetically refined by Chopin, there
is still in the mazurka some of the rude vigour which
lies in its propulsive rhythm.”

No. 1 in F sharp minor.

This first mazurka is very characteristic of the type.
. e L i £ = £ ar
Tt begins with a triplet figure in the first beat of the bar,

which Kleczynski tells us is a detail which has since
been copied in all the mazurkas of other composers.
“Tt is to be observed that this must not be _T)lz'\ycd too
quickly or it will thereby lose its characteristic. Tt is
almost invariably used in expressing feelings an.d ex-
hibiting different shades. Simple and natural in the
rmeniné‘ of the mazurka, it bends, immcdlat(—?ly' from tha
fifth bar, into various effective shapes, permitting a f;(.?.e
execution. Later on, as if fatigued by so much repeti-
tion, it begins again slowly. At the end of the ﬁlstl
part, again, it smiles pleasingly, passing qmetly by, and
resting with a country-like air of stupidity on the last
note. At the ninth bar of the second part it recurs with
a passionate and fiery character, apd how m‘any”charar-
ters does it not take in the following mazurkas.
Huneker, who writes of this set: “They are perfgct of
their kind,” says : “ This mazurka first in puhhcaimn 15
melodious, slightly mournful, but of a delightful fresh-
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ness. The third section with the appoggiaturas realises
a vivid vision of country couples dancing determinedly.”
Hadow quotes it as an instance of the right use of a
single phrase repeated in similar shapes, which is a
characteristic of Polish national music, often, however,
carried to excess in their songs. The third section,
marked scherzando, forms a delightful contrast to the
rather melancholy tone of the mazurka as a whole.

No. 2 in C sharp minor.

Here we are introduced to another characteristic de-
vice much used by Chopin, especially in the earlier
mazurkas, a drone bass which gives a very rustic tone to
the dances in which it is used. The trio marked gajo
expresses real light-hearted country gaiety.

Kleczynski instances this mazurka and the following

one as exemplifying how Chopin discovered inexhausti.
ble treasures where no one before him had ever thought
of them. He calls it © equally picturesque and peasant-
like, yet each in quite a different style. In the first you
hear at the commencement the bass murmur in lovely
strains, while the violinist, preserving a firm tone on
the second chord, purrs quietly to himself, and wavers
somewhat roughly in the rthythm of the melody. Then
follows a song so sad, heartfelt, naive, diversified and
caressing, and so wonderfully constructed upon the two
contrasts of piano and forte, that one cannot listen long
enough to it, after which the middle is so gay and vil-
lage-like that it sets one’s feet moving as though to a
dance. Then the former bass passages return, and the
first motive follows them with the wonderful change
(marked r#bat0), in which one sees the real ideal peasant
with his rather intoxicated fantasy and an eagerness to
expand the impulses of his soul.”
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Huneker quotes it as “having the native wood note
wild,” and speaks of its “slight twang, and its sweet—
sad melody. There is hearty delight in the major, and
how natural it seems.”

No. 3 in E major.

Here again we have a drone bass to commence with,
accompanied with a quaint irregular accent. This ma-
zurka should be played quicker and with less rubaio
than the others of the set. _

Huneker says : “ We are still on the village green, anfl
the boys and girls are romping in the_dal},ce. The har-
monisation is rich, the rhythmic life vital. i

Kleczynski sees in it the approach from a distance of
a wedding festival. “The music comes steadily nearer,
and the whole cavalcade hurries on the scene in leaps
and noisy movement. How true this is to life, how
natural, yet how largely endowed with musical riches
even if we refer only to the harmony of the third part
(marked 7isvegliato). This with its chromatic harmony
15 so characteristic that it becomes a real model, fol-
lowed inevitably by all Chopin’s imitators from sheer
necessity.”

No. 4 in E flat minor.

This mazurka, which is very short and without any
definite end, is very plaintive and in the nature of a
sketch. It is a tone-picture of the kind of mood when
one cannot get one’s thought away from some trouble
that is besetting the mind. : :

Huneker says: “ The harmonies are closer and there is
sorrow abroad. The incessant circling around one idea,
as if obsessed by fixed grief, is used here for the first,
but not for the last time by the composer.”
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QPUS 7.—Five Mazurkas.

No. 1 in B flat major; No. 2 in A minor; No. 3 in I
minor; No. 4 in A flat major; No. 5 in C major.
Dedicated to Mr. Johns.

Published December, 1832.

HE Mr. Johns to whom this set of mazurkas was
dedicated, was an American whom Chopin intro-
duced to Heller as “a distinguished amateur from New
Orleans.” We may wonder now what the distinguished
amateur thought when he read some of the current criti-
cisms on the music Chopin dedicated to him. It was of
this set that Rellstab, the critic of the Berlin musical
paper, “Iris,” wrote: “In the dances before us the author
satisfies the passion (of writing affectedly and unnatur-
ally) to a loathsome excess. He is indefatigable, and 1
might say inexhaustible in his search for ear-splitting
discords, forced transitions, harsh modulations, ugly
distortions of melody and rhythm. Everything it is
possible to think of is raked up to produce the effect of
odd originality, but especially strange keys, the most
unnatural position of chords, the most perverse com-
binations with regard to fingering. . . . If Mr. Chopin
had shown this composition to a master, the latter
would, it 1s to be hoped, have torn it and thrown it at
his feet, which we hereby do symbolically.”

This style of criticism sounds very strange and ridicu-
lous to us now, for these very modulations and transi-
tions are what constitute the chief charm of the ma-
zurkas to modern ears. As Finck says modulation is an
even deeper source of emotional expression than
melody, and in every one of these mazurkas there are
some bars that are exquisite to linger over and play
again and again to oneself with different tone-colouring,
rolling them on one’s tongue as it were to get the ex-
quisite flavour of them,
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Von Lenz said that the mazurkas of Chopin were a
literature in themselves, and a systematic study of them
as a whole makes one realise the truth of this saying.
This set, though containing nothing of the importance
of the later opus numbers, 1s a microcosm of the series,
containing pictures of every mood, from the gay bon-
homie of the opening one, through the wild sadness of
the second, the rugged strength of the third, the ex-
quisite cheerfulness of the fourth, to the dainty vague-
ness of the coda-like fifth. :

As Huneker says: “ The mazurkas are dancing pre-
ludes, and often tiny single poems of great poetic 1n-
tensity and passionate plaint.”

No. 1 in B flat major (5).

This is perhaps the best known of all the mazurkas;
for this popularity it is indebted to its technical simpli-
city and straightforward cheerful mood. _

“There is an expansive swing, a laissez-aller to this
piece, with its air of elegance, that are very alluring
The rubato flourishes and at the close we hear the foot-
ing of the peasant. A jolly, reckless composition that
makes one happy to be alive and dancing.” (Huneker.)

“ An exquisite Mazurka, buoyant and full of elegance.
What movement, what grace, and noble charm in the
later short notes. In the third part we have the popular
note again, in a characteristically monotonous bass and
with it the never-to-be-ignored 7#bato, which, \\fhat_cver
else it may be, is purely Polish-Slavonic and entirely
peasant-like. In these wavering strains one recognises
the whole soul of a Slav, with its free impulses and its
expansion under emotion.” (Kleczynski.)

No. 2 in A minor (6).

Karasowski considers this one of the best of the ma-
zurkas. Huneker says that “it is as if one danced upon
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one’s grave; a change to major does not deceive, it is too
heavy-hearted.”

The trio (marked dolce) in a major with its scker-
zando closing bars is beautiful, and notwithstanding
Huneker’s remark, forms a sufficient contrast to the very
sad strains of the opening.

No. 3 in F minor (7).

Kleczynski and Karasowski unite in admiration of
this very beautiful mazurka, “where to a sort of sad
theme of violins the bass supports the rhythm so cheer-
fully, and where the middle part is so original and full
of energetic fantasy.”

“ Guitar-like is the bass in its snapping resolution.
The section that begins on the dominant of D flat is full
of vigour and imagination ; the left hand is given a solo.
This mazurka has the true ring.” (Huneker.)

No. 4 in A flat major (8).

“What is besides inexpressibly interesting, is the
variety of ideas. One mazurka laughs, another weeps,
one 1s thoughtful, another dances.” Thus Kleczynski;
and what he says of all is true of this particular ma-
zurka. It is a veritable kaleidoscope of moods, and the
trio is a priceless treasure, with its characteristic Polish
repetition of a single phrase and then the sudden change
to A major, in which there is, as Huneker says, “much
to ponder.” It is one of those episodes to which one
recurs again and again with ever increasing pleasure.

No. 5in C major (g).

This is a sketch, a kind of coda to the set. It is a
little masterpiece with a single idea, but not so exquis-
itely delicate and gemlike as the seventh prelude, which
it somewhat resembles. Huneker calls it a silhouette
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with a marked profile, and says it is full of the echoes
of lusty happiness. It has not any definite end and it
is difficult to leave off playing it. Kullak suggests clos-
ing on the first note of the twelfth bar, but the effg:ct is
vastly greater and more poetical if the melody is al-
lowed to die away inaudibly on the dominant sewza fine
as indicated by Klindworth.

OPUS 8—Trio for Piano, Violin and Violoncello. G
minor.

Dedicated to M. le Prince Antoine Radziwill.
Composed 1828. Published 1833.

THIS is one of the four works of Chopin in which the
violoncello is concerned and the unique instance in
which he composed for the violin.

Niecks classes it with the early works of Chopin’s
cighteenth year that he wrote as a student, and it seems
to be generally considered his most successful essay in
the classical form, although Hadow says that “the first
movement 1s as badly drawn as some of the later Cor-
reggios.” ‘,

In a letter of Chopin’s to Titus Woyciechowski,
dated September, 1828, we read: “As to new composi-
tions I have nothing besides the still unfinished trio
which I began after your departure. The first allegro I
have already tried with accompaniments:”

In August, 1830, he wrote: “Last Saturday I tried
the trio, and, perhaps because I had not heard it for so
long was satisfied with myself. ‘Happy man, you will
say, won't you? It then struck me that it would be
better to use the viola instead of the violin, as the first
string predominates in the violin, and in my trio is
hardly used at all. The viola would, I think, accord
better with the ’cello.”

This is one of the rare instances in which Chopin
discusses a technical musical question in his letters,

6
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The trio was not published till five years aftc?r“llts
composition, and Schumann, in reviewing it, says: ; n
regard to the trio by Chopin, I may remind my rﬁa e:rs
that it appeared a few years agoand is already i.}novill:
to many. Let no one take it amiss in Florestan t ?t e
prides himself on having first introduced a youth from
an unknown world, to publicity, unfo‘rtunqtely in alyeréf
somniferous spot.* And how finely Chopin hascr_ga 15(; .‘
his prophecy, how triumphantly he has issued from é]lij
fight with the ignoramuses and Philistines, how nobly
he still strives onward, ever more sxm_p,ly and artlSth..
ally! Even this trio belongs to Chopin’s earlier wo]rgxst,
when he still gave the preference to the mrtuoso.f uh
who could have well foreseen the development of suc
an anomalous originality, that such an energetic natuie,
that would rather wear itself out than submit to'tée%
laws of others? Chopin has already left several periods
of development behind him; the difficult has b6ﬁome s}o]
easy to him that he throws 1t aside, and like all]t oroug[
artists, turns with preference to the simple. W hat_ca\ln
say of this trio, that every one who understands it has
not already said to himself? Isitnotas noble as po'ssfli
ble, more enthusiastic than the song of any poet, original
in detail as in the whole, every note life and music:
Wretched Berlinese reviewer, who couldest not comprel-
hend anything of all this, g{ld nev?};+w1llst. How

ise, vet pity thee, miserable man! :
de%]\:;illeb);, \Ehg is not often moved to enthusiasm, 13
oards this trio as: “One of the most ,perfect .311'1Ié
ﬁnfortuna,tely, most neglected of Chopin’s works.
is in sonata form, and has tIhe’ four movements, Allegro,

erzo Adagio, and Finale’ :
SC}"}he preva%ence of the tonic key seems to hu? t‘he
only blot marring the first movement. The Scherzo

% The Allgemeine Musikalische Zeitung. Cf. Op. 2.
+ Rellstab, the Berlin critic of the Iris.
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is delightful and the movement so flowing and full of
life that it carries us along irresistibly, while it is diffi-
cult in the domain of chamber-music to name a more
beautiful movement than the Adagio.”

Finck, always original and interesting, thinks it “ ad
mirably adapted to the instruments for which it is
written,” and tells us how in an amateur trio club, to
which he belonged, it was the universal favourite of
the members, and that with it they always closed their
evening’s entertainments.

“Twelve years after it was written, one of Chopin’s
pupils, Mme. Streicher, tells us that when studying the
trio with him, he drew her attention to some passages
which displeased him, saying that he would write them
differently now.”

Huneker seems to think that the sonata form
cramped Chopin’s individuality and imagination, and
also notices the sameness of key complained of by
Willeby. However, he says: “The Trio opens with
fire, the Scherzo is fanciful, and the Adagio charming,
while the Finale is cheerful to liveliness. Its classicism
you may dispute, nevertheless it contains lovely music.”

Barbedette does not consider it equal to thé master-
pieces of Beethoven and Schubert, but declares that it
contains such beautiful melodies, such happy modu-
lations, and effects so unexpected and arresting, that
one cannot help playing it with pleasure; while Niecks
thinks “it has enough of nobility, enthusiasm, origin-

ality, music and life to deserve more attention than it
has hitherto obtained.”

THE NOCTURNES.

HE Nocturnes are the form of composition with
which perhaps Chopin’s name is most indelibly
associated. He did not, however, invent either the
name or the form. The term “nocturne” actually oc-
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curs in the preface to the Prayer Book as a service of
the Church intended originally to be celebrated at
night. John Field, the burly Englishman, who lived
chiefly in Paris and Russia, had already popularised
the name and form, but, as Ehlert said : “ After Chopin
even noble John Field's nectar tastes to us but as ex-
cellent sugar and water.”

There 1s in these Nocturnes of Chopin infinite
variety : some are reveries instinct only with the still-
ness and solemnity of the night and the glamour of
moonlight; others are dramatic with a sense of the
emotions that sway the soul in the hours of darkness;
they are introspective like the one in which Chopin
originally wrote “after a performance of ‘Hamlet’”;
or again, they are sensuous and luxuriant, heavy with
the scent of exotic flowers, and only to be compared
with the stanzas in Keats's “Ode to the Nightingale”
about the “embalmed darkness,” the *verdurous
glooms and winding mossy ways.”

Although Chopin’s gift of melody is nowhere more
lavishly exhibited than in these Nocturnes, it is not
only in melody that they excel, but in exquisite grace
and beauty of detail, in subtleties of harmony and
modulation that are even a deeper source of emotional
expression than melody. So original and daring are
these harmonic flights that Schumann said of the G
minor Nocturne, “he saw in it a terrible declaration of
war against a whole musical past.” It is probable that
many of the accusations of being morbid and unintel-
ligible are based on a theoretical study of these recon-
dite modulations, whereas when they are brought to
hearing in the way in which Chopin played them, they
become at once not only clear in meaning but beautiful
in expression.

There are eighteen Nocturnes that were published
during Chopin’s lifetime in eight opus numbers. The
first two books contain three each, and the other six
two each. Beside these one in E minor was published
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by Fontana as No. 1 of Opus 72. In 1895, a Nocturne
in C sharp minor, a work of Chopin’s earliest youth,
was discovered and published, but it is in none of the
editions of the collected works. The Berceuse and the
Barcarolle can almost be looked upon as belonging to
the same class of picces as the Nocturnes, with which
they have considerable affinity.

The earliest of the Nocturnes is the posthumous one
in E minor, which was written in 1827. The three of
Opus g can be approximately attributed to the year
1832, after which the year of composition probably
agrees very closely with the year of publication.

“ Among Chopin’s Nocturnes some of his most popu-
lar works are to be found. Nay, the most widely pre-
vailing idea of his character as a man and musician
seems to have been derived from them. But the idea
thus formed is an erroneous one; these dulcet, effemin-
ate compositions illustrate only one side of the master’s
character, and by no means the best or most interesting.
Notwithstanding such precious pearls as the two Noc-
turnes, Opus 37, and a few others, Chopin shows him-
self greater, both as a man and a musician, in every
other class of pieces he has originated and cultivated,
more especially in his polonaises, ballads and studies.”
(Niecks.)

“ Chopin, seldom exuberantly cheerful, is morbidly
sad and complaining in many of the Nocturnes. The
most admired of his compositions, with the exception
of the waltzes, they are in several instances his weakest.
Yet he ennobled the form originated by Field, giving
it dramatic breadth, passion, and even grandeur. Set
against Field’s naive and idyllic specimens, Chopin’s
efforts are often too bejewelled for true simplicity, too
lugubrious, too tropical—Asiatic is a better word—and
they have the exotic savour of the heated conservatory
and not the fresh scent of the flowers reared in the
open by the less poetic Irishman. And then Chopin 1s
so desperately sentimental in some of these composi-
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tions. They are not altoget
; gether to the taste of thi
%eorl\il‘eitelgrltilethey see;n to be suffering from aneemi;S
, there are a few noble Nocturnes, and ds
of performance may h kot st
or v have much to answer for th 1
mentalising of some other i i
_ . s. More vigour, a quicke
y {en-
;Egcsef ttlilltz;ntnfe—pulsle, ind a less languishing tOCLIICh will
" rom lush sentiment. Chopin loved
. . : ’ t}
Elglﬁ‘; aéltcfl:vlets soft Irayslterlcs as much ag. did Robei‘i
' evenson, and his Nocturnes are tru i
. ' a e night
g;ﬁcées, some with agitated, remorseful Countenanges
= drjg]ieen\}n ]:;roﬁfle }(ljnly, while many are whisperincrs’
sk. Most of them are called femini .
psychologically false. The Bt beri s
chol Y el poetic side of men o
azlénéielrs_elflfnimme,dand in Chopin the feminine notf:
_ phasised—at times it was almost h i
g L : st
particularly in these Nocturnes.” (Huneker.y) i

OPUS g—Three Nocturnes,

No. 1 in B flat minor (Lar '
. | I ghetto); No. 2 in E flat
major (Andante); No. 3 in B major (Allegretto). :

Dedicated to Mme. Camille Pleyel.
Probably composed 1832. Published January, 1833.

No. 1 in B flat minor.

IT was only natural that Chopin’s first published
3 elsc.lsaﬁ/ in the form already popularised by Field
.Congjoser.z’tsve bcIen exst¢1n51x’e1y compared with the older
osers works. Sikorski, one of the best and
conscientious Polish critics, says: ! s
nsci . y says: ““On co
E:E}idgl No-ct?rnesdmth those of Chopin, it rrggsatm;%
andidly confessed that the former d ’
latter; although it i b
; alt gh 1t 1s not to be denied that i 1 '
some striking Chopin traits, O S o
: . i @S somewhs -
sembles Field’s works in depth of f%eling anci1 tp;i
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ticular turns of expression. These differences may be
thus described : Field’s Nocturnes represent a cheerful
blooming landscape, bathed in sunshine, while Chopin’s
depict a romantic mountainous region, with a
dark background and lowering clouds flashing forth
lightning.” X aip

Contemporary reviewers were rather inclined to put
their heads together and say “he has stolen it from
Field” They even went so far as to assert that
Chopin was a pupil of that composer, who was then
living in St. Petersburg. :

Chopin, however, wrote: “1 have the cognoscentt
and the poetic natures on my side.” eat

Karasowski says: “Field was satisfied with writing
tender, poetical, and rather melancholy pieces; while
Chopin not only introduced the dramatic element, but
displayed, in a striking manner, marvellous enrich-
ment of harmony and of the resources of pianoforte
composition.”

Of Opus 9 he writes: “ The three Nocturnes are true
Petrarchian sonnets, overflowing with grace, fairy-like
charm, and captivating sweetness; they seem like whis-
perings in a still summer night, under the balcony of
the beloved one.” i

Niecks says of this Nocturne that it is pervaded by
a voluptuous dreaminess and cloying sweetness: it
suggests twilight, the stillness of night, and thoughts
engendered thereby, while Kleczynski is of opinion
that it exhibits a musical form unknown until that
time; a thrilling sadness, together with a novel ele-

ance of construction. In the middle part, which
chould not be played too fast, the melody drags along
in heavy octaves as though the soul were sinking
beneath the weight of thought and the heat of a sum-
mer’s night.

“One of the most elegiac of his Nocturnes is the
first in B flat minor. Of far more significance than
ifs two companions, it is for some reason neglected.
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While I am far from agreeing with those who hold
that in the early Chopin all his genius was completely
revealed, yet this Nocturne is as striking as the last,
for it is at once sensuous and dramatic, melancholy
and lively. Emphatically a mood, it is best heard on
a grey day of the soul, when the times are out of joint;
its silken tones will bring a triste content as they pour
out upon one’s hearing. The second section in octaves
is of exceeding charm. As a melody it has all the
lurking voluptuousness and mystic crooning of its
composer. There is flux and reflux throughout, pas-
sion peeping out in the coda.” (Huneker.)

“When Chopin took ‘the Nocturne’ in hand he in-
vested it with an elegance and depth of meaning which
had never been given to it before. The No. I in B
flat minor is especially remarkable for this, and is by
turns voluptuous and dramatic; it was certainly not in
the cold nature of Field to pen such bars as the six-
teenth and seventeenth of this work., A couple of bars
later there occurs a phrase, which we look upon as one
of the most purely ‘ Chopinesque’ that the master ever
wrote. As an example of pure, unaffected, and beau-
tiful music, he has never surpassed this phrase. Notice
in the next bar how the sadness is intensified by the
enharmonic change. Again, what could be more #risze
than the phrase in D flat, which occurs some thirty-
four bars later, marked legatissimo? After a return
to the initial theme, he brings the work to a close with
the chord of the tonic major” (Willeby.)

Kullak points out that this Nocturne is written in
“four larger divisions, which are related to each other,
not like chief and secondary subjects, but rather like
the strophes of a poem” The structure is very char-
acteristic of Chopin’s Nocturnes. The accompaniment
figure in the bass is unchanged throughout. The first
stanza is decidedly melancholy, but the second subject
in octaves is beautiful and full of truth and expression,
It brings before one the atmosphere of a summer's
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night, and reminds omne of Matthew Arnold’s lovely
lines :

“Roses that down the alleys shine _afar,
And open, jasmine muffled lattices
And groups under the dreamy garden trees, -
And the full moon, and the white evening star.

The third strophe (bar 52) is more cheerful, and
when the fourth section is reached the original theme
returns, but with less sadness and more rcs1gnat101:1.
There is a burst of passionate energy in the coda, an
it ends with soft, sweet chords in the major.

Madame Camille Pleyel, #ée Marie qug to whom_
these Nocturnes are dedicated, was a brilliant yoillng‘g
pianist, with whom the composer, Ferdinand ‘Hﬁz e,
was violently in love. She, however, did not recipro-
cate his affection, and bcca_me engaged to ‘ Hector
Berlioz. During his absence in Rome, Mlle. Mokei‘at
the instigation of her mother, married Pleyel. Bgrﬁoz
in his memoirs tells us how he started for Paris with a
disguise, loaded pistols, and bottles of poison, bercllt on
murdering the faithless Marie and her mother, and 1n-
tending to commit suicide. The luggage containing
the disguise went astray, and during the con;eqlu.ent
delay his rage flickered out, and instead of w;;a king
condign vengeance, he spent an enjoyable holiday on

the Riviera.

No. 2—Nocturne in E flat (Andante).

This is probably the best known and most pe’lcbrated,
not only of the Nocturnes but of all Chopin’s 'Wer(S.
It certainly did more for his popularity in Paris tl?}?_n
anything he had published up to that time. It is this
particular piece that sketchy a.matc?u’rs generally” mean
when they ask one to play “Chopin’s Nocturne. ;

It approximates more closely than any other to the
form of Field’s Nocturnes, but this very fact only
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throws into greater relief the superiority of Chopin’s
work. As a curiosity of criticism it is interesting to
read what Rellstab, a well-known German critic of the
thirties, said at the time:

“Where Field smiles, Chopin makes a grinning
grimace; where Field sighs, Chopin groans; where
Field shrugs his shoulders, Chopin twists his whole
body ; where Field puts some seasoning into the food,
Chopin empties a handful of Cayenne pepper. In
short, if one holds Field’s charming romances before a
distorting concave mirror, so that every delicate expres-
sion becomes a coarse one, one gets Chopin’s work. We
implore Mr. Chopin to return to nature.”

Most of the critics are a little hard on this Nocturne.
Willeby says: “Tt is asthetically and psychologically
inferior to its companions, and savours somewhat of
affectation.” Niecks seems to think that because
fashionable salon composers have copied its tone and
phraseology that its tone must be one of sentimentality
and not true natural feeling. He allows, however, that
it has eloquence, grace and genuine refinement.
Huneler finds it graceful, shallow of content, but adds
that “if it is played with purity of touch and freedom
from sentimentality, it is not nearly so banal as it
usually seems. Tt is Field-like, therefore play it as
did Rubinstein in a Field-like fashion.”

All agree that it can easily be spoilt in the render-
ing; that it should be played with simplicity and
naturalness; the time not too slow.

“It has become essentially a domain of the younger
feminine world; they dowell in selecting it for makine
their debut in the sphere of the finest salon music and
free delivery; only let them beware of distorting it by
immoderate swbatos and hyper-sentimentality. The
feelings which underlie the contents of this Nocturne
are too true and natural to require rouge” (Kullak.)

It is one of the shortest of the Nocturnes, written in
a simple two-part song form, with a fascinating coda.

A HANDBOOK TO CHOPIN'S WORKS. o1

Tt reminds one critic of Keats’s “ Ode to a Nightingale,
but it has not the depth and variety of that immortal
lyric; it is a poem of tender and devo’tmrir love, anﬁ
reminds one of the lines from Tennyson’s “Gardener’s
Daughter,” when :

“ Every daisy slept, and Love's white star
Begmed through the thicken'd cedar in the dusk.
* % * * *
Love at first sight, first born, and heir to all
Made the night thus.”

No. 3—Nocturne in B major (Allegretto).

This Nocturne has come in for remarkable little

mention by any of the critics, and yet it is by no means
east interesting., j \ ;

thﬁi\?lizgcils{s calls it “quuisite salon music. Little is said,
but that little very prettily. Although the atmosphere
is close, impregnated with musk and other perfumes,
there is here no affectation. The concluding c;dqua,
that twirling line, reads plainly Frederic Chopin.

Barbedette finds the style of 1t a little precious. (Uzn

u cherché. .
peGrCacious, éven coquettish, is the first part; well knit,
“the passionate intermezzo has the true dramatic
Chopin ring. It should be taken alla breve. The
ending is quite effective” (Huneker.) : :

This Nocturne is the first of a type of which there
are several examples. There is a first subject which
opens brightly in the major, and is contr.asﬁed in the
middle section with an agitated and dramatic theme in
the minor. The chief subject is then resumed, and th’e
whole closes with one of those codas which, in Chopin’s
works, are so often separate inspirations of extraor-
dinary beauty and charm. ‘

The chief subject is divided into three strophes,
which, as Kullak points out, are different, but not essen-
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tially unlike in point of ¢
< ontents, and the
alternate with each other. iy
The middle section is march-like in treatment and
Lr}lll;sr’fg be plé:\yefd strictly in time. Its modulatory
5 es and frequent dynamic a ‘e ver)
g q y Ic nuances are very
The coda begins with i
A s with an arresting change of har-
mony, and the concluding cadenza is even mgorc elabor-

ate and interesting than that of t H i
i o ; of the E flat minor

OPUS 10—12 Grandes Etudes.

No. 1, C major (Arpeggios); No. 2, A minor (Chromati
Slgale); No.Tg, E major (Melody); No. 4, C sgmrpomi?ltclnc-
% resto); No. 5, G flat major (Black Keys); No. 6, E
1“at minor (Andante); No. 7, C majo\r (Tocc'ajta)' No. 8,
{T maJoR(AIlegro}; No. 9, F minor (Molto Ag,'itato\"
flig?t rlnoéjor iglét énaglor{(&h_\-’thz? m}d Accent); No. 11, E
xtended C 5] i
Ry B d Chords); No. 12, C minor (Revo-

Dedicated “A son ami,” Franz Liszt.
Composed 1829-1831. Published in 1833,

AS early as October, 1829, we read in one of Chopin's
i letters to his friend, Titus Woyciechowski : «]
ave composed a study in my own manner.” The last
three w,?rds are pregnant with meaning; “his own
n}a?ner meant that his nature, matured g); experience
? ‘1fe and _stunu]atc;d by emotion, had obtained spon-
aneous self-expression in a series of works in a form
untrammelled by tradition, in which, despite their ob
vious technical purpose, all the poetry and charm of_‘
his nature revealed itself fully for the first time. OFf
these Etudes there are in all twenty-seven, twelve in
Opus 10, published in 1833, another twelve in Opus 25,
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published in 1837, and three more which appeared in
the “ Méthode des Méthodes,” for the piano, by Mos-
cheles and Fétis in 1840, and which were subsequently
republished separately as “Trois Nouvelles Etudes ”
without opus number. Again, in a letter of November,
1829, Chopin wrote: “1 have written some studies, n
your presence I would play them well” It seems well
established that No. 12 of Opus 10, “ The Revolution-
ary Etude,” was written under the stress of emotion
caused by the news of the taking of Warsaw by the
Russians, which took place in September, 1831, but
with this exception it is impossible to ascertain the
exact date of the composition of any of these studies.
It seems probable that they were all written between
1829 and 1834, and that they are therefore the work of
Chopin’s nineteenth to his twenty-fourth years. Sowin-
ski tells us that Chopin brought the first book of his
Etudes with him to Paris in 1831, and a Polish musi-
cian heard Chopin play the studies contained in
Opus 25 in 1334

Schumann, in reviewing this later set, and evidently
writing with authoritative knowledge, tells us that most
of them were written about the same time as those of
Opus 10, and that only the first and last were of later
date.

Tt would be a great mistake if we were misled by the
title Studies into thinking that the perfecting of tech-
nique is their sole aim. Each of them certainly has
its own special technical problem, but they are just as
much studies in melody, harmony, rhythm and emo-
tional expression as of pure technique, and indeed
Finck suggests that Chopin, finding them generally
misunderstood when he played them, gave them the
title of Studies with ironic intention. From whatever
point of view they are looked at, the Studies are likely
to remain the supreme examples of their kind.

Liszt remarks on the unassuming nature of the titles
of Chopin’s “Studies and Preludes,” and says: “ Vet
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the compositions which are thus modestly named are
none the less types of perfection in a mode which he
himself erected and stamped, as he did all his other
works, with the deep impress of his poetic genius.
Written when his career was only just beginning, they
are marked by a youthful vigour not found in some of
his later works, even when they are more elaborate and
finished and richer in combinations.”

Schumann, in an article on “ Pianoforte Etudes,” said
that amongst the younger men of his day Chopin was
the first to command public attention: “His Etudes,
nearly all giving proof of a remarkable mind, soon
resounded throughout Germany, where they will long
resound, since they are far in advance of general culti-
vation, and even if they were not so, they possess the
real geniality that has value at all times. With Chopin
difficulty is only a means to an end, and when he makes
the greatest use of 1t, it is only because the desired
effect requires it. Great means, great meaning, great
effect—in Chopin we nearly always find them united.”
_Huneker has devoted perhaps more attention to the
Etudes than to any other of the works. He calls them
Titanic experiments, and thinks they will live for ever.
He says: “They are enormously misunderstood and
misread. Studies in moods, as well as in mechanism,
they are harnessed with the dull, unimaginative
creatures of the conservatory curriculum, and so in the
concert room we miss the Havour, the heroic freedom
of the form. When will these scries of palpitating
music-pictures be played with all their range of emo-
tional dynamics?”

Later on he speaks of the Etudes as “that delightful
region where the technic-worn student discerns from
afar the glorious colours, the strangely plumaged birds,
the exquusite sparkle of falling waters, the odours SO
graceful to nostrils forced to inhale Czerny, Clementi
and Cramer.” ;

Niecks says: “Whether looked at from the mstheti-
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cal or technical point of view, Chopin’s Studies will be
seen to be second to those of no composer. Were it
not wrong to speak of anything as absolutely best,
their excellences would induce one to call them un-
equalled. A striking feature in them compared with
Chopin’s other works is their healthy freshness and
vigour. Even the slow, dreamy and elegiac ones have
none of the faintness and sickliness to be found in not
a few of.the composer’s pieces, especially in several of
the Nocturnes. The diversity of character exhibited
by these Studies is very great. In some of them the
@sthetical, in others the technical purpose predomin-
ates; in a few the two are evenly balanced; in none 1is
cither of them absent. They give a summary of
Chopin’s ways and means, of his pianoforte language;
chords in extended position, widespread arpeggios,
chromatic progressions (simple, in thirds, and in oc-
taves), simultaneous combinations of contrasting
rhythms, etc—nothing is wanting.” :

Kullak commences his edition of Chopin’s works
with the Etudes, “for the very reason that in them
Chopin displays in concentrated form almost the entire
range of his technique.” ; '

He says: “The name of Frederic Chopin marks a
new epoch in the history of the Etude; for not only
does he offer us genuine pianoforte technique of sur-
prising boldness of invention, but in this form also—
although originally designed chiefly for an external
end—he pours forth the entire fullness of his trans-
porting poesy. But then the specific peculiarity of his
genius lay in his ability to give contents of incompara-
ble significance precisely in the smaller musical forms.
Hence, whenever we speak of the ideal of an Etude,
the name of Chopin almost involuntarily falls from
our lips, and this without any disposition to detract
from the great merits of others; as, for instance,
Cramer, Clementi, Moscheles, Liszt, etc—not to forget




00 A HANDBOOK TO CHOPIN'S WORKS.

either, on any account, those of old John Sebastian
Bach.”

These first twelve Studies are dedicated by Chopin
“to his friend, Franz Liszt,” and it has been asserted
by Lina Ramann, Liszt’s biographer, that their style
was influenced by the great virtuoso. Dates, however,
are against this theory, and the influence indeed was
the other way. The works of the new school of roman-
tic composers for the piano demanded a new and in-
creased range of technique. It is no wonder, therefore,
that at first both performers and critics cried out
against the difficulties of these Etudes. Moscheles
complained that his fingers were constantly stumbling
over hard, inartistic, and to him incomprehensible
modulations; whilst Rellstab characteristically re-
marks: “Those who have distorted fingers may put
them right by practising these Studies; but those who
have not, should not play them, at least, not without
having a surgeon at hand.”

There are numerous editions of the Etudes, but the
three best are Klindworth’s, Kullak’s, and Von Biilow’s.
There exist all sorts of perversions and transcriptions
of the Etudes, which are only of interest to students of
technique, and all allusions to these are therefore
omitted from this book. From an artistic point of view
they are to be deplored, although there is no denying
the cleverness of some of them; for instance, Godow-
sky's version of the Black Key Study and the G flat
(“ Butterflies’ Wings”) combined together. Even
Brahms has made a version of the F minor, Op. 23,
No. 2, and, as Huneker says, “has broken it on the wheel
of double sixths and thirds.”

No. 1.—Etude in C major.

This study is intensely characteristic of Chopin's
piano technique; it is perhaps more technical and of
less emotional value than any of the others,
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Barbedette thinks it the least happy of any, and says
that it is difficult without being beautiful. It is formed
entirely of arpeggios on extended chords for the right
hand, whilst the left plays a melody in octaves.

Von Biilow says that these octaves should be struck
fully and with weight, but without hardness, and
therefore must be played by raising the tight-stretched
hand.

The metronome sign is 176 for a crotchet, but Kullak
thinks that 152 is quite fast enough; the faster time is
very proper for the highest bravura, but it impairs the
majestic grandeur of the character of the piece. He'
says: “Above a ground bass, proudly and boldly
striding along, flow mighty waves of sound. The
Etude 1s to be played on a basis of forze throughout;
with strongly dissonant harmonies; the forfe is to be
increased to fortissimo, diminishing again with con-
sonant ones.”

Huneker considers the Study heroic. He says: “Ex-
tended chords had been sparingly used by Hummel
and Clementi, but to take a dispersed harmony and
transform it into an epical study, to raise the chord
of the tenth to heroic stature—that could have
been accomplished by Chopin only. The irregular,
black, ascending and descending staircases of notes
strike the neophyte with terror. Like Piranesi’s mar-
vellous aerial architectural dreams, these dizzy acclivi-
ties and descents of Chopin exercise a charm, hypnotic
if you will, for eye as well as ear. Here is the new
technique in all its nakedness, new in the sense of
figure, design, pattern, web, new in a harmonic way.
The old order was horrified at the modulatory harsh-
ness, the young sprigs of the new, fascinated and a
little frightened. A man who could explode a mine
that assailed the stars must be reckoned with. The
hub of modern piano music is in the study, the most
formally reckless Chopin ever penned. ... This study
suggests that its composer wished to begin the exposi-

7
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tion of his wonderful technical system with a skeleton-
ised statement. It is the tree stripped of its bark, the
flower of its leaves, yet, austere as 1s the result, there is
compensating power, dignity and unswerving logic.”

No. 2z—FEtude in A minor.

The purpose of this study is severely technical, but
for pianists a complete mastery of it is essential; with-
out facility in the fingering it employs it is impossible
to render appropriately some of Chopin's most import-
ant compositions. The chromatic scale has to be played
with the third, fourth, and fifth fingers, whilst the
thumb and first finger play perfectly distinctly and
yet transiently (with strict observance of their value as
semiquavers only as Von Biilow directs), the harmonies
underneath the scale on each beat of the bar. As
Huneker says: “The entire composition, with its mur-
muring, meandering, chromatic character, 1s a fore-
runner to the whispering, weaving, moonlit effects in
some of his later studies.”

In spite of its technical difficulties, it is when
properly rendered, as delicate as a silver-point draw-
ing, as rounded and finished as a lyric of Heine. The
treble ripples up and down over the lightly accentuated
harmonies, and the concluding scale drops as delicately
as a bird alighting on a swaying branch.

No. 3—Etude in E major.

Von Biilow considers that this Etude in its essential
importance is a study of expression, and in his invalu-
able critical edition of the studies couples it with No. 6
in E flat minor. He gives most minute and elaborate
instructions as to the rendering of each particular
section, more especially in regard to the rzbato to be
employed.

Kullak calls it a “ wondrously beautiful tone-poem,
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more of a Nocturne than an Etude, and as regards
architecture and contents, comparable to the Nocturne
in F sharp major” (Opus 15, No. 2).

Gutmann has left us an interesting anecdote that
Chopin declared to him that he had never in his life
written another such a beautiful melody, and on one
occasion, when Gutmann was studying it, the master
lifted up his arms with his hands clasped and ex-
claimed, “Oh, my fatherland!”

Niecks thinks that this composition may be reckoned
as among Chopin’s loveliest; he also, like Von Biilow,
ranks it with the sixth number of the same opus, and
says that these two studies combine classical chasteness
of contour with the fragance of romanticism.

Huneker says, that in this study “the more intim-
ately known Chopin reveals himself. This one in E is
among the finest flowering of the composer’s choice
garden. It is simpler, less morbid, sultry, and lan-
guorous, therefore saner, than the much bepraised
study in C sharp minor, No. 7, Opus 25.”

Regarding Von Biilow’s remarks about the Zempo
licence to be indulged in, he says: “It is a case which
innate taste and feeling must guide. You can no more
teach a real Chopin r#bazo—not the mawkish imitation
—than you can make a donkey comprehend Kant.”

“If we might single out any particular Etude as
being more beautiful than its companions, it would be
this one; it is one long chain of entrancing melody and
harmony throughout.” (Willeby.)

No. 4—Etude in C sharp minor.

Kullak calls this a bravura study of velocity and
lightness in both hands, and says the accentuation
should be fiery. Von Biilow considers that the interest
it 1nspires may easily become a stumbling-block in
attempting to conquer its technical difficulties, and
gives minute instructions as to the way it should be
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practised; he calls it “a purely classical and model
piece of music.”

This Etude, if phrased properly, rushes along with
magnificent swing, culminating in the seventicth bar
with a glorious crashing climax, f#7.

Huneker calls it “a joy.” “How well Chopin knew
the value of contrast in tonality and sentiment! A
veritable classic is this piece, which, despite its dark
key colour, C sharp minor, as a foil to the preceding
one in E, bubbles with life and spurts flame.. .. One
wonders why this study does not figure more frequently
on programmes of piano recitals. It is a fine, healthy,
technical test, it is brilliant, and the coda is very
dramatic. . . . A veritable lance of tone is this study,
if justly poised.”

No. 5.—Etude in G flat. (Black key study.)

Chopin, in a letter that he wrote whilst at Marseilles
on his return from Majorca, said: “Did Miss Wieck
play my Etude well? Could she not select something
better than just this Etude, the least interesting for
those who do not know that it is written for the black
klely:;P It would have been far better to do nothing at
all.

Von Biilow seems to share Chopin’s rather deprecia-
tory idea of this study, for he calls it a “Damensalon
Etude, which, even in its very pleasingness is ensnaring
and illusory.”

~Kullak says it is an “ exceedingly piquant composi-

tion bubbling over with vivacity and humour, now
audacious and anon softly insinuating, restlessly
hurrying ever, tarrying never, its execution must be at
once coquettish and graceful and full of Polish
elegance.”

This Etude is, perhaps, owing to what Barbedette
calls its bizarre combination (the right hand playing on
the black keys only), the best known of all the Etudes,
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it is used as a show piece, performers vying with one
another to see how fast they can play it, but when used
thus, merely as a vehicle for display, it becomes rather
an empty thing. It has perhaps less depth of emotion
than any of the others.

Huneker says: “It is certainly graceful, delicately
witty, a trifle naughty, arch and roguish, and it is de-
lightfully invented. Technically, it requires smooth,
velvet-tipped fingers and a supple wrist.” But even if
the main theme 1s a little commonplace, the concluding
section entirely redeems it; the melody falls over, as 1t
were, in a miniature silver waterfall (bar 65), and
spreads out into little pools of harmony in the left
hand (bars 67 to 72).

No. 6.—Etude in E flat minor.

This etude approximates in its form to that of a noc-
turne, but leaves more the impression of a dark, cloudy
day, although relieved here and there by an occasional
gleam of watery sunshine. The gloom lightens a little
where the key changes to E major (bar 21), but speak-
ing generally, it appears throughout, as one commenta-
tor has said, as if it were written in a sort of double
minor, as much sadder than ordinary minor is sadder
than major.

Hadow speaks of Chopin’s skill in keeping the re-
current shape of the accompaniment unchanged
throughout, preserving its unity without allowing it to
become wearisome or monotonous.

Both Niecks and Von Biilow couple this as a study in
expression, with No. 3 of Opus 10, and Huneker says:
“It 1s beautiful, if music so sad may be called beauti-
ful, and the melody is full of stifled sorrow. In the E
major section, the piece broadens to dramatic vigour.
Chopin was not yet the slave of his mood. There must
be a psychical programme to this study, some record of
a youthful disillusion, but the expression of it is kept
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well within chaste lines. The Sarmatian composer had
not yet unlearned the value of reserve. A luscious
touch, and a sympathetic soul is needed for this noc-
turne study.”

In the fifth bar from the end, there is a change to the
major, which is'like a transient gleam of not over warm
Su?fhcin'e, bﬁlt 1the glouds gather again only to be dis-
pelled 1n the last bar by a change, as une : 1
1s beautiful. 4 D

No. 7.—Etude in C major.

This bright and fascinating study is a striking con-
trast to the preceding one, and perhaps the most beauti-
ful of all. It is not as emotional as the Revolutionary
Etude (No. 12), nor has it the grand rush of the A minor
study known as the “ Winter Wind” (No. 11), but it has
:Enfsreshr}ess, aldelicacyd and a bewitching charm, the

e of sunshine and fresh air, it sugge :
health and lightheartedness, and all the %ﬁnzfsfrziutge,
point of view of technique, 1t is an invaluable study of
the value of double notes and in learning how to
ch??ge 1the fingers on one key. ¥

Huneker calls it a genuine toccata with '
tender twilight, and thinks it as healthy asnzl?l];mtagzia(t{
by Robert Schumann. “Were ever Beauty and Dut('
so mated in double harness?” At the seventeenth bayr
(markgd delicato) there is a delicious passage in the
bass, “puck-like rustlings in a mysterious forest,” as
Huneker imaginatively calls it. e

Kullak says: “The etude is to be executed with ele-

}%;Ir]lgf’,’ the spirited Zempo demands great lightness of

No. 8.—Etude in F major.

hThiS" again, 'is one of the lighter of the studies from
the point of view of emotion. Von Biilow calls it “a
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bravura study par excellence” for cultivating fluency
of the right hand. Kullak warns modern virtuosl
against playing it too fast; “since Enghsh mechanism
has supplanted the German, the pianoforte tone has
become nobler, more Sonorous, and greater bpth. n
volume and its capacity in nuances. In my individual
opinion, pianoforte passages, even 1 the most fiery
tempo, must yield some of that former quick-fingered-
ness, which so easily degenerated into expressive trifling
and be executed with greater breadth of style”

One can never play Chopin beautifully enough,
therefore never play his music too fast.

Huneker says: “There can be no doubt as to the
wisdom of a broader treatment of this charming display
piece. How it makes the piano sound—what a rich,
brilliant sweep it secures! It elbows the treble to its
last euphonious point, glitters and crests itself, only to
fall away as if the sea were melodic and could shatter
and tumble into tuneful foam! The emotional con-
tent is not marked. The piece is for the fashionable
salon or the concert-hall. One catches at its close the
overtones of bustling plaudits and the clapping of
gloved palms. Ductility and aristocratic ease, a deli-
cate touch and fluent technique will carry off the study
with good effect. Technically it is useful; one must
speak of the usefulness of Chopin, even in these im-
prisoned, iridescent soap bubbles of his.”

No. g—Etude in F minor.

In this study we enter again into the realm of emo-
tion; it is on record that Chopin wrote it especially for
Moscheles. The very beautiful, agitated, complaining
melody in the treble is supported by an unchanging
wide-stretched figure in the bass, which seems to antici-
plate its more marked and dramatic figure in the D
minor Prelude No. 24. The end dies away like a sigh.
Huncker finds its mood more petulant than tempestu-
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ous. The melody is morbid, almost irritating, and yet
not without certain accents of grandeur. There is a
persistency in repetition that foreshadows the Chopin
of the later, sadder years.

No. 10.—Etude in A flat.

Von Biilow considers this study the most typical
piece of the entire set. “He who can play this study
in a real finished manner may congratulate himself on
having climbed to the highest point of the pianist’s
Parnassus. The whole repertoire of pianoforte music
does not contain a study of perpetual motion so full
of genius and fancy as this particular one is universally
acknowledged to be, except perhaps Liszt’'s ‘Feux
Follets.””

Kullak calls it “ an exceedingly piquant composition,
possessing for the hearer a wondrous fantastic charm;
if played with the proper insight the zempo is spirited,
but force finds less scope here than pleasantness and
grace.”

Almost above any, this etude needs careful phrasing,
its chief characteristic is the delicious contrasting play
of light and shade caused by the alternations of phras-
ing in doublets and triplets.” Huneker says of it: “ The
study i1s one of the most charming of the composer.
There is more depth in it than in the G flat and F major
studies, and its effectiveness in the virtuoso sense is un-
questionable. A savour of the salon hovers over its
perfumed measures, but there is grace, spontaneity and
happiness. Chopin must have been as happy as his
sensitive nature would allow when he conceived this
vivacious caprice.”

No. 11.—Etude in E flat major.

Huneker considers that in the whole list of the noc-
turnes there is no such picture painted as this study.
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“ A Corot. if ever there was one. Its novel design, deli-
c:;‘eLzCL)rl;SbJesqucs_as if the guitar had been dowered
with a soul—and the richness and orlgmahty.o’f its
harmonic scheme gives us pause to ask if Chopin’s 10-
vention is not almost boundless. The melod}_f_ itself 1s
plaintive; a plaintive grace informs the entire piece.
The harmonisation is far more wonderful, but to us
the chord of the tenth and more remote lr;teryais, Seems
no longer daring; yet there are harmonies in the 1§?t
page of this study that still excite wonder. The fif-
teenth bar from the end is one that Richard Wagner
might have made. From that bar to the close every
g is a masterpiece.” :
br%ua%elrs on he speI:)aks of the aerial effect, the swaying
of the tendrils of tone, intended by Chopin, which 1s
exactly the kind of effect which should be aimed at in
Herformance. : :
peEtoismmarked allegretto, and must certainly not be
played faster than seventy-six to the crotchet. Th(:
colour scheme is celestial and the ending a sigh, not
unmixed with happiness.”

No. 12.—FEtude in C minor. Known as “ The Revolu-
tionary Etude.”

This is not only one of the finest of the etudes but
one of the most interesting of Chopin’s works. We
have it on good authority that it was the direct musical
expressions of the emotions aroused in the composer on
hearing of the taking of Warsaw by the Russians in
1831. In these latter days, living in a generation in
scorn of whom Rossetti wrote that scathing sonnet “On
the Refusal of Aid between Nations,” we can hardly
realise the wave of indignation and sympathy that ran
through England when the free kingdom of Poland
sank beneath the triple onslaught of Russia, Austria
and Germany. But we can well imagine the tornado
of emotion that overwhelmed the sensitive and patriotic
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composer. In this great tone-poem he uttered the feel-
ings of every Pole who, hearing of the fall of the capi-
tal, realised that it was the death-knell of their inde-
pendent national life.

‘The music begins with a crash of passionate surprise,
followed by a downward swirl of indignation and
despair (bars 1-9), and then the melody rises proud,
defiant and majestic (bar 10). When the key changes to
G minor (bar 29), we realise how modern Chopin is in
the sense that all great art is modern. For just as in
Bach, we say every now and then: “ How like Wagner,”
here in Chopin we get chords and progressions that
would be in place in “ Tristan and Isolde,” and that are
of the essence of all modern emotional melody. When
the return comes to the first theme (bar 350) its force is
broken, it stammers in its utterance, the rage dies out of
it, only the pathos is left, and it ends with a questioning
phrase like a broken sob as modern and as human as
Siegmund’s questioning of Brunnhilde (bar 75). Then
with a dying effort it gathers itself up and rushes with a
defiant shout on the guns and bayonets of the enemy
(bars 80-4).

Von Biilow says: “ This C minor study must be con-
sidered as a finished work of art in an even higher de-
gree than the study in C sharp minor (see page Qo).
Among Chopin’s contemporaries and successors, Franz
Liszt alone has shown an equal pre-eminence in his
great studies No. 5 in B flat major and No. 10 in F
minor. The chromatic meandering in bars 17 and 18
(amplified in bar 73 and following bars) was first intro-
duced into pianoforte music by Beethoven in the first
movement of the Fifth Concerto, Op. 73, but intermin-
gled there with diatonic intervals, and it has since then
been commonly employed by many modern pianoforte
COmMpOSers.

From the technical point of view Kullak considers it

“a bravura study of the very highest order for the left
hand.”
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In Karasowski's “ Life of Chopin,” we read 4 “ Grief,
anxiety and despair over the fate of his relatives an_d.
his dearly beloved father filled the measure of “his
sufferings. Under the influence of this mood he wrote
this C minor Etude; out of the mad and Lempestu_oui
storm of passages for the left hand, the melody rises
aloft, now passionate and anon proudly majestic, until
thrills of awe stream over the listener, and the umage 1s
evoked of Zeus hurling thunderbolts at the world.

“How superbly grand! The composer seems to be
fuming with rage; the left hand rushes impetuously
along, and the right hand strikes in with passionate
ejaculations.” (Niecks.) T

“ Four pages suffice for a background upon which t e
composer has flung with overwhelming fury the dark-
est, the most demoniac expressions of his nature. Here
is no veiled surmise, no smothered rage, but all sweeps
along in tornadic passion—it is one of the greatest
dramatic outbursts in piano literature. Gre_at in putlme,
pride, force and velocity, it never relaxes its grim grip
from the first shrill dissonance to the overwhelming
chord at close. This end rings out like the crack of
creation. It is elemental.” (Huneker.)

OPUS 11.—Grand Concerto. In E minor. For piano
and orchestra.

Allegro maestoso, E minor; Romance, Larghetto, E
major; Rondo vivace, E major.

Dedicated to Fr. Kalkbrenner.
Composed 1830. Published September, 1833.

HOPIN wrote two concertos, and their chronology
has been the cause of much misunderstanghng.

The second in order of publication, Opus 21, in F
minor, which appeared in 1836, was composed the year
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before this one, in 1829. Karasowski is responsible by
a careless mistranslation for the muddle into which
some commentators have fallen. The matter is of some
umportance, as in the slow movement of each we have
two of the rare instances in which Chopin has left on
record the poetic ideas which inspired him. IHe says
of the first: “The Adagio in E major is conceived in a
romantic, quiet, halt melancholy spirit. It is to give
the impression of the eye resting on some much-loved
landscape which awakens pleasant recollections, such as
a lovely spring moonlight night.”

And 1n a letter of October 3, 1829, we read : “I have
—perhaps to my misfortune—already found my ideal,
whom 1 worship faithfully and sincerely. Six months
have elapsed, and I have not yet exchanged a syllable
with her of whom | dream every night. Whilst my
thoughts were with her 1 composed the Adagio of my
concerto,” (The “second” in' I minor.)

_Both the movements are marked Larghetto, but
Chopin uses the term Adagio generically to indicate
the slow movement,

The “Ideal” was a young opera singer, Constantia
Gladkowska,

Willeby’s comments, founded as they are on the mis-
understanding, are perhaps all the more interesting.
He says of the first: “When we remember the circum-
stances under which he wrote, and the ‘Idea]’ who
nspired it, we wonder that there is so little of real in-
spiration in the Larghetto, for it cannot be compared
to the corresponding portion in the companion concerto
i F minor. It exhales a sickly sweetness, which causes
us to long for a purer atmosphere.”

Whilst of the second he says: “It is far and away
the most spiritual piece of work Chopin has given us in
any of his compositions for piano and orchestra ” This
says something for the Gladkowska as a source of
mspiration, and incidentally is a credit to Willeby’s
intuition.
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Schumann reviewed both the concertos, but for once
what “ Florestan” says is not much to the point.

A reviewer (probably Rellstab again) had said that
Chopin’s compositions were fit for nothing but to tear
in pieces, and this upsets Schumann so much that he
rather neglects his subject. After a long tirade he
says: “But shall I remember these things to-day just
as I have fallen in with Chopin’s F minor Concerto.
Heaven forbid! Milk versus poison, cool blue milk!
What is a whole yard of music paper compared to a
Chopin concerto? WHhat is a magistrate’s anger com-
pared to poetic rage? What are ten editorial crowns
compared to an adagio in the second concerto?”

Elsewhere he says: “Were a genius like Mozart to
arise in our day, he would rather write Chopin concertos
than Mozartean ones.”

But Liszt thought that, though beautiful, the con-
certos reveal “more effort than inspiration” “His
creative genius was imperious, fantastic, impulsive, and
the beauties of his work were only fully manifested in
absolute freedom. We cannot help thinking that he
did violence to the peculiar nature of his genius when
he endeavoured to subject it to rules, to classifications,
and to regulations not of his own making, and which
he could not bind into harmony with the requirements
of his own mind.”

There is a general concensus of opinion that Chopin’s
orchestration i1s weak, and it is almost conclusive evi-
dence of this that Klindworth has published a version
of the F minor and Tausig one of the E minor con-
certo.

Huneker, in his “Mezzotints in Modern Music,” de-
votes a section of his monograph on the Greater Chopin
to a masterly analysis of these different versions, and
quotes Krehbiel (author of the brilliant band of New
York critics) as saying : “It is more than anything else
a question of taste that is involved in this matter, and,
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as so often happens, individual likings, rather than
artistic principles, will carry the day.”

No less an authority on instrumentation than
Berlioz says in his autobiography: “In Chopin’s com-
positions all the interest centres in the piano; his
orchestral concerto accompaniments are cold and prac-
tically useless.”

Both the concertos are modelled not only in form
but in general style on Hummel. Chopin was still a
very young man when he wrote them; they were the
work of his nineteenth and twentieth years, and it is
only natural that we should be able to trace the in-
fluence of the master for whom he had a declared
admiration.

Chopin frequently played these compositions at his
concerts, and it is a curious comment on the advance
of musical taste that in those days it was not at all
unusual for vocal solos to be sandwiched in between
the parts of a concerto.

Not that there was any lack of appreciation of these
works when they were produced. They invariably met
with applause and sympathetic criticism. In Vienna
one critic said : “ The execution of his newest Concerto
in E minor, a serious composition, gives no cause to
revoke our former judgment. One who is so upright in
his dealings with genuine art is deserving our genuine
esteem.” r

The E minor Concerto opens with a vigorous orches-
tral introduction which rehearses at full length the
first and second subjects, which are subsequently re-
peated as piano solos. This is universally considered
a mistake, and even when the original orchestration
is used, this introduction of one hundred and thirty-
eight bars is usually curtailed. The piano enters most
effectively ; both the first and second themes are beauti-
ful and characteristically pianistic. There is an epi-
sode in semiquavers (twenty-four bars after the first
theme), marked Zranguillo, which is peculiarly Chopin-
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esque. But as Huneker says: “It is true the first move-
ment is too long, too much in one set of keys, and the
working out section too much in the nature of a tech-
nical study.” :

Von Lenz, who admired this first movement very
much, describes the second as a “tiresome Nocturne.’
A Nocturne it undoubtedly is, but it is very ungrate-
ful, not to say untrue, to speak of it as tiresome.
little too unchanging in its sweetness it may be, but
throughout this and the brilliant lilting rondo,‘ with
its infectious gaiety, one must say with Niecks: “Such
is the charm, loveliness, delicacy, elegance, and bril-
liance of the details that one again and again forgives
and forgets their shortcomings as wholes.” :

Friederich Kalkbrenner, to whom this concerto is
dedicated, was a celebrated virtuoso to whom Chopin
went to play on his arrival in Paris. Kalkbrenner was
horrified at Chopin’s unorthodox and novel fingering,
and wanted him to study under him for three years.
Mendelssohn on hearing this said, “Why, you play
better than Kalkbrenner,” and Chopin finally decided
not to go to him, “as he did not want to play like
him,” and started to give lessons himself.

OPUS 12—Variations on an air from the opera of
“Ludovic,” by Hérold, “Je vends des scapulaires.”
B flat major.

Dedicated to Mlle. Emma Horsford.
Published in 1833.

THIS is by general consent one of the weakest of

Chopin’s compositions. It is undeniably grace-
ful, not to say elegant, but belongs to the small group
of pieces composed about this time, which show a dis-
tinct falling off from the force and poetry of the
Etudes (see Opus 16).
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The only critic who has a good word to say for them
is Barbedette, who finds them simple, sober, and ele-
cant, and prefers them to the decidedly superior
variations on “LA ci darem.” Schumann was kind, but
discriminating. He said: “They belong altogether to
the drawing-room or concert-hall, and with the excep-
tion of the last, are far removed from any poetic sphere.
For even in this style we must award the prize to
Chopin. Like that great actor who, though he merely
crossed the stage carrying laths, was recognised with
delight by the public, he cannot conceal or deny his
lofty mind in any position; what he is surrounded by
takes its colour from him and accommodates itself, be
it ever so coy, to his master hand. Still it must be con-
fessed that these variations ought not to be compared
to his original works.”

Hadow finds in them only “graceful embroideries of
an exceedingly poor texture.”

Niecks is analytical and crushing. “If ever Chopin
is not Chopin in his music, it is in these variations.”
Did we not know that he must have composed the work
about the middle of 1833, we should be tempted to
class it with the works which came into existence when
his individuality was as yet little developed. But know-
ing what we do, we can only wonder at the strange
phenomenon. It is as if Chopin had here thrown over-
board the Polish part of his natal inheritance, and
given himself up unrestrainedly and voluptuously to
the French part. Besides various diatonic runs of an
inessential and purely ornamental character, there is in
the finale actually a plain and full-toned C flat major
scale. What other work of the composer could be
pointed out exhibiting the like feature? There can be
nothing more amusing than the contemporary critical
opinions regarding this work, nothing more amusing
than to see the, at other times, censorious Philistines
unwrinkle their brows, relax generally the sternness of
their features, and welcome, as it were, the return of
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the prodigal son. We wiser critics of to-day, who, of
course, think very differently about this matter, can
nevertheless enjoy and heartily applaud the prettiness
and elegance of the simple first variation, the playful
tripping second, the schwirmerische, melodious third,
the merry, swinging fourth, and the brilliant finale.”

Huneler is very decided. “This Rondo in B flat 1s
the weakest of Chopin’s muse. It is Chopin and water,
and Gallic ean sucrée at that. The piece 1s written
tastefully, is not difficult, but woefully artificial.”

Kullak, with the outlook of a teacher, says:
“ Although these variations by no means belong to
Chopin’s most important creations, still they are con-
structed with so much taste and elegance that the teacher
will gladly employ them for the formation of a grace-
ful delivery.”

Granted that these variations are Chopin’s weakest
work, if everything by other composers inferior to them
had to be burnt, there would be a vast bonfire. The
air itself is very taking and by no means trivial.

OPUS 13—Grande Fantaisie on Polish airs with or-
chestral accompaniment. In A major.

Dedicated to Mr. J. P. Pixis.
Composed 1828. Published 1834.

“WHEN 1 had led the ladies from the stage 1
played my Fantasia on National Airs. This
time T understood myself, the orchestra understood me,
and the public understood us both. The Mazovian air
at the end made a great sensation. I was so raptur-
ously applauded that I had to appear four times to
bow my thanks.” Thus, Chopin in a letter after a con-
cert at Warsaw in 1830. This was one of the works
he wrote to show off his powers as a virtuoso, and it
was for years a favourite piece in his repertoire. It is




114 A HaNDBOOK TO CHOPIN'S WORKS.

one of the six pieces with orchestral accompaniment,
which Willeby says fulfils its object here better than
in the other works. Barbedette also thought the in-
strumentation remarkable, but Niecks says “it shows
an inaptitude in writing for any other instrument than
the piano that is quite surprising considering the great
musical endowment of Chopin in other respects.” It
is, however, never heard now at concerts, and when
Mlle. Janotha played it some years ago it was not re-
ceived very encouragingly. From a pianist’s pont of
view it is interesting and grateful to play. After an
introduction, a simple, plaintive national Polish air 1s
introduced, and two brilliant variations ensue. A
characteristic rustic air allegro ushers in a theme by
Charles Kurpinski, which, according to Kleczynski,
“ moves and saddens us; but the composer does not give
time for this impression to become durable; he sus-
pends it by means of a long trill, and then suddenly,
by a few chords and with a brilliant prelude, he leads
us to a popular dance (the Kujawiak), which makes us
wish to mingle with the peasant couples of Mazovia.
Does the finale in F minor indicate by its minor key
the gaiety of a man devoid of hope, as the Germans
tell us? It may perhaps be true that the minor key in
which the greater number of our national dances are
written may be accounted for by our proverb, ‘a fig for
misery.” But this circumstance gives to these aus a
character of elevated beauty, not of sepulchral gaiety.”

Huneker says: “It is Chopin brilliant. Its orches-
tral background does not count for much, but the
energy, the colour, and Polish character of the piece
endeared it to the composer.”

Niecks says that this and the Krakowiak are the
most overtly Polish of all Chopin’s works. “After this
he never incorporates national airs and imitates so
closely national dances. Chopin remains a true Pole
to the end of his days, and his love of, and attachment
to, everything Polish increases with the time of absence
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from his native country. But as the composer grows
in maturity he subjects the raw material to a more and
more thorough process of refinement and development,
before he considers it fit for artistic purposes. The
popular dances are spiritualised, the national charac-
teristics and their corresponding musical idioms are
subtilised and individualised.”

Criticising this Fantasia he accounts for its present
neglect thus: “It is not altogether satisfactory in the
matter of form and appears somewhat patchy. The
connection of parts is anything but masterly. Here the
arabesque element predominates again quite unduly.
The best part i1s the exceedingly spirited Kujawiak.”

OPUS 14—Krakowiak. Grand Concert Rondo for
piano with orchestra. F major.

Dedicated to Mme. la Princesse Adam Czartoryska.
Composed 1828. Published July, 1834.

HIS is the third (in order of opus numbers) of the
group of five Rondos.* It is one of the six works
for which Chopin wrote orchestral accompaniments,
and, according to Hadow, it is the most carefully scored
of a}l his orchestral compositions. Huneker, however,
considers it thin, although he admires the bold and
merry spirit, and the very Slavic fecling of the com-
position generally. We know from one of Chopin’s let-
ters to his friend, Titus Woyciechowski, that it was
completed by December 27, 1828. “The score of my
Rondo Cracovienne is ready, the introduction is almost
as funny as I am in my great coat” (A very long win-
ter overcoat in which his friends said he cut a very
comical figure.)
It was one of the compositions that Chopin wrote to
show off his powers as a virtuoso, and it was always a

* See p. 60.
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favourite piece of his earlier concerts in Vienna and
Warsaw. In another letter we read : “ The Cracovienne
produced a tremendous sensation; there were four
rounds of applause.”

The piece takes its name from a dance indigenous
to the district of Cracovia. Casimir Brodzinski, the
Polish poet and critic, describes the Krakowiak “as a
simplified polonaise; it represents, compared with the
latter, a less advanced social state.”

Sowinski, the Polish musician, says: “ The Cracovians
dance it in a very agitated and expressive manner, sing-
ing at the same time words made for the occasion, of
which they multiply the stanzas and which they often
improvise” It is a lively dance in £ time, and with the
accent on a usually unaccented part of the bar, especi-
ally at the end of a phrase. Paderewski has a rather
fascinating specimen 1n his “Humoresques de Concert.”

Chopin was only once inspired by its lilting rhythm,
and Niecks terms the result the most overtly Polish of
his works. “In no other compositions of the master do
the national elements show themselves in the same de-
gree of crudity ; indeed, after this, he never incorporates
national airs and imitates so closely national dances.
The unrestrained merriment of the Krakowiak justifies,
or, if it does not justify, disposes us to forgive much.
Indeed, the rondo may be said to overflow with joyous-
ness ; now the notes run at random hither and thither,
now tumble about head over heels, now surge in bold
arpeggios, now skip from octave to octave, now trip
along 1n chromatics, now vent their gamesomeness in the
most extravagant capers.”

Although never heard in our concert-rooms the neglect
of this brilliant rondo is undeserved. Barbedette speaks
of it as une awuvre grande et magistrale. Without going
quite as far as this, one can certainly say that it only re-
quires to be known to be popular. While demanding for
its adequate rendition the highest degree of virtuosity, it

A HANDBOOK TO CHOPIN'S WORKS. 117

is, as music, infinitely better than the many bravoura
pieces of Liszt that meet with enthusiastic, if somewhat
indiscriminating, applause.

When Chopin first wanted to play the piece at one of
his Vienna concerts, he was obliged to abandon the idea
because the band parts were so badly written that the
players could not read them. Chopin had to substitute
an improvisation. At a second concert, however, 1t was
given with great success. In the “ Wiener Zeitschrift” a
contemporary critic wrote: “Chopin performed a new
rondo for pianoforte and orchestra of his own composi-
tion. This piece is written throughout in the chromatic
style, rarely rises to geniality, but has passages which
are distinguished by depth and thoughtful working
out.”

On page 230 of Klindworth's edition, lines 2 and 3,
there is a passage that bears a curiously distinct likeness
to the climax of the C sharp minor Etude, Op. 10, No. 4.

OPUS 15.—Three Nocturnes.

No. 1, F major (Andante cantabile); No. 2, F sharp
major (Larghetto); No. 3, G minor (Lento).

Dedicated to Ferdinand Hiller.
Probably composed 1833. Published January, 1834.

THIS set of three nocturnes shows a distinct advance

in Chopin’s art when compared with the three of
Opus 9. Niecks finds in them “a higher degree of in-
dependence and poetic power.”

In depth of feeling, melodic beauty and craftsman-
ship, they are undoubtedly superior. They show us the
real Chopin as opposed to the virtuoso and salon fav-
ourite as we see him in a group of his other works, com-
posed during the same year.*

* See p. 122, Opus 16,
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In the first in F major, we have a specimen of the
type of Opus 9, No. 3. A serene and tender andante is
followed by a stormy theme marked con fuoco, which,
after waves of emotion, dies down into the opening
theme, and on this occasion is brought to a close with-
out a coda, by two tender arpeggioed chords.

Barbedette sees in it a calm and beautiful lake, ruffled
by a sudden storm and becoming calm again. Certainly
this nocturne does not express night. There is sunlight
in it, and the middle section is storm, but not darkness.

Kullak quotes from Ossian, and says it is “like the
dream of the hunter on the hill or heath; he sleeps in
the mild beams of the sun; he awakes amidst a storm;
the red lightning flies around ; trees shake their heads to
the wind! He locks back with joy on the day of the
sun, and the pleasant dreams of his rest.”

Ehlert speaks of “the ornament in triplets with
which Chopin brushes the theme as with the gentle
wings of a butterfly ”; and Kullak says they should be
played “as if breathed out.”

The opening theme should be played simply without
much pedal and with but little 7zbato, whilst the mid-
dle section can be given with a restless fire. The con-
trast between the two sections is particularly marked
and of peculiar emotional power.

No. 2—Nocturne in F sharp major (Larghetto).

This is certainly one of the most beautiful of the
nocturnes. All the commentators speak warmly of it.
Karasowski considers it “one of the best,” and Willeby
classes it as one of the most important. Barbedette de-
clares it to be full of details of ravishing beauty, and
Kleczynski sees in it a revelation of Chopin’s love of
mankind, tracing its inspiration to the poems of the
Polish poet Mickiewicz. In it Chopin seems to say:
“All that T have is yours” It certainly has a generous

A TIANDBOOK TO CHOPIN'S WORKS. 119

warmth of colour, that gives it almost an oriental
atr?\f%i%i%zmous writer in an extinct lmagtamng;lt‘;'ﬁlﬁz
- calls it “quite Persian in style; it pai
Eﬁrﬁlc,ancéllgiel cypqress,h the rasle thi(like’t’ and the great
hing low in the southern sky.
Sta(ﬂ?i?hurtihe gexception of some of the etudes of Oimtlz
10. this is the first of Chopin’s works which 1s equa -
his best efforts. It is a flawless gem, a true poe‘r‘n._m-
that it satisfies Milton's detﬁzllhon of poetry as “si
ensuous and passionate.
ph}ﬂ?e chief subicft is a melody of heavenly bﬂal]ét\i’
tender and full of fervour, and yet most ;’eposil.u}{
contrasting effectively with the _second section W 1cd
is taken at double the pace. 'ThlS suddenly mcr_ea_s-eEll
movement, coupled with a highly novel and 'O}Tg’;nth
fioure in quintuplets beginning soffo voce 'Wif'tl 0
pgdals, and climaxing with a brief but powertu c?ei-
cendo, pictures the clashing of unfamiliar but soa—
stirring emotions. It moves rapidly and 1nce553n1y
throuoh a chromatic series of the most daring mo ,1;1 a-
tir}n%,‘ﬁdics away as if exhausted, and is foIl.owefd{ ﬁr ?
recurrence of the first theme, the calm (,:f which, Kullak
savs. “touches one like a benediction.” 0
The fiorituri with which this melody 1s so lavishly
bejewelled are not merely ornaments, they are aI-th’l-
teoral part of the melody, enriching it and strengt ’1{3}?_
ing its emotional power to a wonderful extent. —lhe
coda is one of Chopin’s happiest inspirations; it is a
i absolute contentment. _
Slgl%l?fz;r}fski devotes ten pages of his book, “Chopin’s
Greater Works,” to a detailed and most instructive
description of how this masterpiece should be playgd.
“The performer,” he says, “has an opportunity ﬁr
the display of his intelligence in the way in which he
takes the first note of the composition. Chopin here
enters suddenly into the middle of his theme, and ine
note requires a certain accent, a certain pressure of the
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fingers, to show that it is the commencement of an
expressive thought.”

Niecks says of this nocturne: “The brightness and
warmth of the world without have penetrated into the
world within. The forituri flit about us lightly as
gossamer threads. The sweetly-sad longing of the
first section becomes more disquieting in the doppio
movimento, but the beneficial influence of the sun never
quite loses its power, and after a little there is a re-
lapse into the calmer mood, with a close like the hazy
distance on a summer day.

No. 3.—Nocturne in G minor (Lento).
Published January, 1834.

On the manuscript of this nocturne Chopin wrote
originally : “After a performance of Hamlet,” but on
consideration he struck it out, saying: “No! let them
guess for themselves.” This is interesting as showing
that, sometimes at any rate, Chopin owed his inspira-
tion to some definite poetic idea. It is a striking
tribute to Shakespeare’s overwhelming genius, that
composers of every nation have found in his plays
“the fundamental brain-stuff” round which some of
their finest music crystallised itself. In the present
instance, the profound philosophy and the subtle
psychology of the great Shakespearcan tragedy are
clearly mirrored in Chopin’s music, and this work
marks a distinct step forward in his development.
Schumann noted this unerringly. He saw that Chopin
had now definitely laid aside his virtuosity, and he
says of this nocturne that in it “he read a declaration
of war with the entire past” (ie, Chopin’s musical
past). We need not, of course, expect to find in the
music an objective description of the chief event of the
drama; it is a picture of the subjective mental mood,
into which a contemplation of the great tragedy threw
the sensitive composer.
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The first subject is marked languido e rubato. It
might be a reflection of the mood in which Hamlet
says:

%0 God, O God,
How weary, stale, flat and unprofitable
Seem to me all the uses of this world.”

It halts and wavers; in it there are sighs, sobs and
protests, but after a tfeverish climax the music dies
down; and then three soft, bell-like notes usher in a
beautiful enharmonic change, and there supervenes
with the second theme a mood of consolation and hope,
of philosophy and resignation:

% There's a divinity that shapes our ends
Rough-hew them how we wilL.”

There is no return to the first subject, there could
not be, so true and deeply felt is the poetical emotion,
that it would not be musically possible. '

It is interesting to compare this masterpiece with the
one that Grieg wrote and called “ After a Performance
of Macbeth” (“Lyrische Stiicke,” Book I). :

Huneker tells us that Rubinstein made much of this
nocturne. “In the fourth bar, and for three }Jars, there
is a held note, F, and I heard the Russian virtuoso, by
some miraculous means, keep this tone prolonged. ‘The
tempo is abnormally slow, and the tone is not in a
position where the sustaining pedal can sensibly help
it; yet under Rubinstein’s fingers it swelled and dim-
inished, and went surging into D, as if the instrument
were an organ. 1 suspected the inaudible changing of
fingers on the mnote, or a sustaining pedal. It was
wonderfully done.” ; XA

Kullak speaks of the “unostentatious simplicity
with which with but few strokes complete expression 1s
given to highly poetic contents.” He sees in this noc-
turne a picture of grief for the loss of a beloved one
lulled by the consolations of religion.
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Niecks considers it the finest of the three forming
Opus 15. “The words, languide e rubato, describe
well the wavering pensiveness of the first portion of
the nocturne, which finds its expression in the inde-
cision of the melodic progressions, harmonies and
modulations. The second section is marked religioso,
and may be characterised as a trustful prayer, conduc-
ive to calm and comfort.”

OPUS 16—Rondo. E flat major.

Dedicated to Mlle. Caroline Hartmann.
Published in 1834.

THIS 1s the last of the group of rondos* Tt is pre.

faced with an introduction that Niecks styles
dramatic, but which is without any special depth of
expression. The ensuing rondo, though brilliant and
containing some very graceful passage writing, is curi-
ously shallow and lacks poetry. Tt is perhaps the least
interesting of any of Chopin’s works. It is difficult to
fix the exact date of its composition, but by internal
evidence it seems to belong to the year preceding its
publication, 1833. Chopin had been settled in Paris
for two years; he was the idol of fashionable sa/oxs,
and much sought after at concerts and parties.

The somewhat frivolous nature of his life in the
capital seems to be reflected in a group of his composi-
tions about this time. In the boléro, the first waltz,
the variations on an air from Halévy’s “Ludovic” and
the duo on airs from “Robert le Diable,” we seem to
see a concession to the shallow taste of the public, a
falling off from the poetic ideals he had apparently
set before himself in the etudes and nocturnes. Per-
haps his want of success as a performer before large
audiences was the blessing in disguise that drove him

* See p. 6o,
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k upon himself, and led to the composition of his
lc}c;?r(;lp<:v£tion of his finer and more elevated work, wh1§:1h
may be said to begin anew with the first scherzo, the
first ballade and the C sharp minor Polonaise.

“Opus 16, a lightsome rondeau, with a c'lramatlc'm-‘
troduction, is, like the boléro, not without its beauties;
but in spite of greater individuality, ranks, Lilceiat 10'~.('§r1
among the masterisT Wcljrkﬁsj being patchy, unequal an

1 oetical” (Niecks. :

ht?ﬁu?eker tells gls that Richard Burmeister has sup
plied an orchestral accompaniment to this piece which
is in great favour at the conservatoires. He speaks of
it as “neat rather than poetical, although the introduc-
tion has dramatic touches,” and draws attention to 1its
“Weber-ish affinities.”

OPUS 17.—Four Mazurkas.

No. 1 in B flat major; No. 2 in E minor; No. 3 in A
flat major; No. 4 in A minor.

Dedicated to Mme. Lina Freppa. Published 1834.

No. 1 in B flat major.

THIS is an important set amongst the mazurkas. A
distinct advance is marked in emotional inten-
sity, and in structural development on the two earlier
numbers, Opus 6 and Opus 7. Karasowski thinks the
first two are amongst Chopin’s best efforts in the form,
and Niecks selects this opus for special analysis, prob-
ably on account of its representative character. Here
we have the contrast of moods between the different
mazurkas that form one of the chief charms of these
brief poems. Chivalry, tenderness, pessimism, con-
templative resignation, are some of the notes struck. In
the first number we meet, says Niecks, “with the
marked chivalrous element that distinguishes the
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Polish character. The three first parts are bold and
_ghttermg, but not without regretful backward glances;
in the last part the piquant melody and the strongly-
marked rhythm picture to us the graceful motions of
the dancers, and suggest the clashing of the spurs and
the striking of heels against the ground.”

Willeby draws attention to the sequences of chords
of the seventh as a noticeable technical detail (see bars
15 and 16).

It is curious how the peasant note so prominent in
the earlier mazurkas here gives way to a more aristo-
cratic tone.

No. 2 in E minor.

Niecks suggests “The Request” as a suitable title
for this mazurka; “all the arts of persuasion are tried
from the pathetic to the playful, and a vein of IOngincr)
not unmixed with sadness, runs through the whole ct;\:
rather forms the basis of it.” The Gcmajor section is
charming, and a wonderfully modulated passage
ﬁ]larked streito takes us to the coda, wherein the first
nefg;e Slirll’?ﬁlll’ll’ffs, as Huneker says, “with passion, but is

Some mazurkas can be made to express many differ-
ent emotions, but the trio of this one is emphatically
an expression of persuasiveness. At bars five to seven
it asks, with every shade of feeling, for the desired
boon. At bar thirteen it pleads. At bar fourteen it
implores. Disappointed, it returns at the strefo to its

original request, and ends unsatisfied with a vague
longing. 4

No. 2 in A flat major.

Niecks has hit off the mood of thi

. 1s mazurka ver
aptly when he says “a helpless, questioning uncer}i
tainty and indecision characterise it.”
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Huneker calls it pessimistic, threatening and irrita-

ble, and says that the trio, although in E major (usu-

ally such a cheerful key) “ displays a relentless sort of
humour. A dark page!”

The second section exhibits a sudden burst of un-
availing anger ; the whole piece 1s exactly as if one was
horribly worried about something and could not make
up one’s mind what was the best thing to do. “Syn-
copations, suspensions and chromatic notes form here
the composer's chief stock-in-trade; displacement of
everything in melody, harmony and rhythm 1s the
rule. Nobody did anything like this before Chopin,
and nobody has given to the world an equally minute

and distinct representation of the same intimate emo-
tional experiences.” (Niecks.)

No. 4 in A minor.

So far this is the longest and most important of the
mazurkas. It is sometimes referred to as “The Little
Jew.” Szulc, a Polish writer, who collected, and, shall
we say, possibly invented, anecdotes of Chopin, says
that this mazurka was known by this title before
Chopin left Warsaw. If so it would make it one of his
earliest works in the form; but, if this is the case, in-
ternal evidence goes for nothing. It belongs emphati-
cally to the period of Chopin’s artistic development
after he had got over his hrst excitement of life in
Paris. Szulc’s anecdote is silly, pointless and not
worth repeating. No definite programme could use-
fully be assigned to this mazurka, of which the chief
feature is its vague and elusive quality. Niecks finds
it “bleak and joyless, till with the entrance of the A
major a fairer prospect opens. But those jarring tones
that strike in wake the dreamer pitilessly. The com-
mencement as well as the close on the chord of the
sixth, the chromatic glidings of the harmonies, the
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strange twists and skips, give a weird character to this
picced

Huneker finds it “full of hectic despair,” whatever
that may mean, “and its serpentining chromatics, and
apparently suspended close, give an impression of
morbid irresolution modulating into a sort of desper-
ate gaiety. Its tonality accounts for the moods evoked,
being indeterminate and restless.”

It is impossible to exaggerate the fascination that
this mazurka possesses. The opening, with its char-
acteristic triplet in the fourth bar, the appealing “help-
lessness” of bars g-12, the exquisite grace of the bar
marked “delicatissimo,” and the subsequent bars simi-
larly ornamented, are details one can linger over end-
lessly. In the A major trio the repetition of the D in
the second and fourth bars may be noted ; and towards
the end from where it is marked soff0 woce, and the
little grace notes are added, every bar is a fresh study,
and a source of intimate delight.

THE WALTZES.

HOPIN left extant fifteen waltzes, eight of which
only were published during his lifetime. These
are :

(1) Opus,18. Grande Valse. E flat major. Vivo.
1834. Opus 34. Trois Valses brillantes. 1838.
No. 1, A flat major. Vivace.
No. 2, A minor. Lento.
No. 3, F major. Vivace (the cat waltz).
Opus 42. Valse, A flat major. Vivace. 1840.
Opus 04. Trois Valses. 1847.
No. 1, D flat major. Molto vivace (the dog
waltz).
No. 2, C sharp minor. Tempo giusto.
No. 3, A flat major. Moderato.
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These cight divide themselves naturally into two
classes: those that are really dances idealised, and
those that are lyric poems in the form of a waltz. In
the first division will be found the first, second, fifth
and sixth; and in the second, the third, fourth, seventh
and eighth. :

As pure dance tunes they are far finer than anything
of Strauss or Lanner; at the same time the very fact
that they are more poetical and more inspired would
unfit them for general use in the ballroom. Schumann
speaks of “Chopin’s body and soul-inspiring waltz,”
and says it must have been improvised in the ball-
room; and of the A flat (Opus 42) he says that, like
his earlier one, it is a salon piece of the noblest kind,
and that if it were played for dancers, half the ladies
should be countesses at least. This extravagant de-
claration, however, exactly hits off the distinguished
and elevated nature of these waltzes. ‘

When Chopin was in Vienna, the publication of a
new set of dances by Strauss was a musical event of
the highest importance, and Chopin wrote in a letter
to his parents: “I have acquired nothing of that which
is specially Viennese by nature, and accordingly I am
still unable to play waltzes.”

The ordinary popular waltz of the Viennese was in-
deed foreign to his nature; but he proved amply that
though he was unable to play down to the common
level of the ballroom he could write dance tunes,
which, to be worthily danced, would require Schu-
mann’s symbolical countesses.

Of the masterpieces of the second group, one can
only say that, within the limits of the form, they attain
perfection. In these lyric poems some sections lose
their pure waltz rhythm and approach to that of the
mazurka. In this we trace the influence of Chopin’s
nationality, and see the native strain of melancholy
and swift contrast of moods that distinguish the Slav
temperament.
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In 1855 Fontana published posthumously two
waltzes as Opus 69, and three waltzes, Opus 70. In
1868 a Waltz in E minor was published and later one
in E major, dating from 1329.

1f, as some contend, all Chopin's MSS. left unpub-
lished at his death ought to have been destroyed, the
musical world would have sustained a severe loss in
these seven waltzes.

Kullak says of them that they waver between the
two groups, but they certainly have more of the nature
of the lyric poem than the dance. There are two of
the year 1829, one of which Chopin tells us was in-
spired by “her,” Constantia Gladkowska, the ideal of
his nineteenth year. They are both very melancholy,
and like the others, which are of various and later
dates, are distinctly sketches. They all end abruptly,
and are much slighter than those he selected for pub-
lication, but they are, without exception, beautiful, and
they become intensely interesting, as in studying

Chopin’s development they fall into their places in
line with his other work.

The following is a complete list of the waltzes in
the chronological order of their composition :

(1) 1829. Waltz. E major (without opus number).

(2) »  E_minor o e

3y - On. 6o No2. B mmor

(4) , Op. 7o No. 3 D flat major (Constantia
Gladkowska).

(5) 1834. Op. 18. E flat major.

[6) 183s. Op. 70. Ne. 1. G Haf

() 5 Op 6o No 1. F minot (" pour blle
Marie ).

(8) 1838. 34 Ne. 1., A flat

ey, .34 Ne 2 A& winon

IR . 34, Noi 3 B major.

(11) 1840. . 42. A flat major.

(12) 1843. . 7o.. Ne. 2. H minor
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(13) 1847 Op 64 No.'rn D it
(14) , Op. 64 No. 2 C sharp minor.
(15) ,, Op. 64 No 3. A flat major.

“Of the Chopin waltzes, it has been said that they
are dances of the soul and not of the body. . . . They
are the most objective of all Chopin’s works, . . . less
intimate in the psychic sense, but exquisite exemplars
of social intimacy and aristocratic abandon. . .. It is
going too far not to dance to some of this music, for it
is putting Chopin away from the world he at times
loved. Certain of the waltzes may be danced, the
fifth and sixth, and a few others. The dancing would
be of necessity more picturesque and less conventional
than required by the average waltz, and there must be
fluctuations of zempo, sudden surprises, and abrupt
languors” (Huneker.)

“Chopin’s waltzes, partly because they are least tech-
nically difficult, partly on account of the popularity
of this dance form, have become most widely known.
Musically considered, they offer less of interest and
novelty than his other compositions. What they lose
in the rhythm of the dance they gain in innate grace
and outward brilliancy, such as no composer hitherto
has been able to impart to this form. The most inter-
esting are those which are pervaded by that peculiar
melancholy, schwérmerisch vein, which is one of the
chief charms of Chopin’s music.” (Karasowski.)

“Chopin’s waltzes, the most popular of his composi-
tions, are not poésie intime, like the greater number of
his works. In them the composer mixes with the world ;
looks without him rather than within, and as a man
of the world conceals his sorrows and discontents
under smiles and graceful manners. The bright bril-
liancy and light pleasantness of the earlier years of
his artistic career, which are almost entirely lost in the
later years, rise to the surface in the waltzes. These

9
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waltzes are salon music of the most aristocratic kind.”
(Niecks.)

OPUS 18—Grande Valse Brillante. E flat major.

Dedicated to Mlle. Laura Horsford.
Published July, 1834.

THIS waltz was the first of the eight that were pub-
lished during Chopin’s lifetime. Tt is the most
dance-like of all the waltzes, and is the one that Schu-
mann called “ Chopin’s body and soul-inspiring waltz.”
He speaks of it as © enveloping the dancer deeper and
deeper in its floods,” but Niecks resents this “extrav-
agant and romantic criticism, and says: “It is alto-
gether out of proportion with the thing spoken of. It
differs from the master’s best waltzes in being not a
dance poem but simply a dance, although it must be
admitted that it is an exceedingly spirited one, both
as regards piquancy and dash.”

In 1834 Chopin had arranged to attend the Lower
Rhenish Music Festival at Aix-la-Chapelle with Hiller.
The Testival was postponed, and Chopin spent the
money he had put aside for the trip ; probably he had
given it away to some needy countryman, for he was
always exceedingly generous. Then news came that
the Festival was to take place after all. Hiller was
the guest of the committee, but Chopin could not afford
to go. Hiller urged him to see if he could not raise
the money somehow; and at last Chopin bethought
himself of the manuscript of this waltz. He took it to
Pleyel and returned with 500 francs.

The music calls for no special description or com-
ment. It dashes along with a fascinating enfrain, an
originality, brightness and freshness, a gaiety and a
swing that make it ideal dance music.
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Huneker says of it: “It is a true ball-room picture,
spirited and infectious in thythms. The D flat section
has a tang of the later Chopin. There is bustle, even
chatter, in this waltz,” but he considers it inferior to
the one in A flat, Opus 34, No. 1. In his “Mezzotints
in Modern Music,” in a more depreciatory mood, the
same critic speaks of it as mediocre, and asks: “Is it
not actually vulgar?”

OPUS 19.—Boléro. In C major.

Dedicated to Mlle. 1a Comtesse E. de Flahault.
Published in 1834.

THE actual date of this composition is conjectural.

It may have been written as late as the year of
publication, but Niecks thinks it dates from a good
many years earlier, “for it has so much of Chopin’s
youthful style about it, and not only of his youthful
style, but a}so of his youthful character—by which I
mean that it is less intensely poetic.” It is not im-
possible that Chopin was instigated to write it by
hearing the Boléro in Auber’s “La Muette de Portici”
(Masaniello), which opera was first performed on
February 23, 1828. The Boléro opens with an intro-
duction developed in the style of a free fantasia. The
leading theme is Spanish in character, but not especi-
ally so; as Niecks says, it may be described as a Boléro
a la Polonaise. 1t is livelier and lighter than Chopin’s
real Polonaises, but apart from the first theme, there is
very little local colour about it. Chopin’s individuality
and the influence of his nationality, were too strong to
allow of his subordinating them to the imitative
faculty necessary to the production of music with
strong local colouring. The Boléro is a Spanish
national dance, which in its original form was sung as
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well as danced, and to this it owes its lyric grace and
passionate character. The rhythm of the bass is iden-
tical with that of the Polonaise form.

Huneker falls out with Willeby about the key in
which it is written. The introduction is in C major,
but the Boléro proper begins in A minor, and the coda
formed from the second subject ends in A major. He
says: “There is but little Spanish in its ingredients.
It is merely a memorandum of Chopin’s early essays
in dance forms.”

The Boléro strikes one, on close acquaintance, as too
finished a work to be relegated to Chopin’s earlier
years. It seems to belong to the small group of pieces
composed about 1833 to suit the taste of the fashion-
able Paris public (see Opus 16), in which there is a
distinct falling off from the poetic ideal of the Etudes
and later works.

From a letter of Chopin’s of later date, we learn
that he received 500 francs for the Boléro, which was
published under the fanciful title of “Souvenir d’An-
dalousie” The Comtesse de Flahault, to whom it was
dedicated, was one of Chopin’s many aristocratic pupils.

THE SCHERZI

UNDER_ the title of Scherzo Chopin has left us four

of his most individual and characteristic works.
In them he created a new type, and he must have ex-
perienced considerable difficulty in finding a generic
name to describe these compositions.

The word scherzo signifies a jest, but certainly these
works are not jests, and one has to ask with Schumann,
“how seriousness is to be clothed if jest is to go about
in dark-hued veils?” Neither are they Capriccios, for
that title would seem to imply something playful and
light. Some new name seems to be wanted, some term
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which should include and comprehend scorn and irony,
with a touch of defiance and humour of a rather sar-
donic kind. They are perhaps the works in which
Chopin most expressed his own inner feelings. The
melancholy, the protest in them are personal, not
national, as in the Polonaises.

Liszt considered that it was in the Studies and
Scherzos that Chopin gave freest rein to the darker
moods of his usually placid nature. There are pas-
sages in them that seem like “ the breathings of stifled
rage and of suppressed anger; they picture a concen-
trated exasperation and despair which are at one time
manifested in bitter irony, at another in intolerant
pride. These gloomy apostrophes of his muse have
not been so well understood or attracted so much at-
tention as his more tenderly coloured poems, and the
personal character of Chopin no doubt had much to
do with this general misconception. Being kind, cour-
teous, and affable, and of tranquil and almost joyful
manners, he would not allow those secret convulsions
which tormented him to be even suspected.”

Karasowski says of the Scherzos: “They did not
exist before Chopin, or at least not in the same measure
of independence, daring boldness, and almost Shakes-
pearean humour. To appreciate to the full Chopin’s
creative powers, his pianoforte pieces must be com-
pared with those of his contemporaries, for the Scherzi
still appear so modern that it might well be said they
were thirty years in advance of their time. Therhythm
of the Scherzi far more than of the Mazurkas expresses
a certain spirited opposition, a fascinating arrogance;
they may be regarded as a wonderfully true expres-
sion of Chopin’s courageous individuality, decisive both
outwardly and inwardly, noble, amiable, and poetic.”

In his essay on “the greater Chopin,” Huneker treats
the scherzo movements of the two sonatas as part of
the group, and says: “These six compositions are the
finest evidences of Chopin’s originality, variety, power
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and delicacy.” But the Scherzi of the Sonatas must
be considered as integral parts of the compositions in
which they appear; in form, character, and intention
they differ from the isolated masterpieces of this group.
~ The Scherzo in the sonata and symphony was prac-
tically developed by Beethoven from the Minuet and
Trio, which, in the hands of Haydn and Mozart, was
the usual form of the third movement. From faeing
simply the lighter and shorter form of dance measure
it became the vehicle of the robust and titanic humour
of the great German. Mendelssohn used the term as
synonymous with Capriccio when it was a question of
an individual instrumental piece, but his efforts in this
form were of a light, graceful, and fanciful nature
and derived from the earlier Italian masters. Several’
of Schumann’s pieces in the “Kreisleriana,” for in.-
stance, are more nearly akin to Chopin’s type, but as
Huneker says: “The Pole practically built uf) a new
structure, boldly called it a Scherzo, and, as in the case
of the Ballades, poured into its elastic mould most dis
turbing and incomparable music.” :

OPUS 20—First Scherzo in B minor.

Dedicated to Mr. T. Albrecht.
Published 1833.

THE B minor Scherzo begins with two crashing dis-
. sonant chords that must have appeared audacious
in “t?e tel:»(_trenrle 1tcl> Chopin’s contemporaries.

| 1s this not like a shriek of despair?” asks Niecks;
“and what follows, bewildered cffgrts ofasa1 zoilllcgllfit’
in by a wall of circumstances through which it strives
in vain to break? At last sinking down with fatigue
dreaming a dream of idyllic beauty? But beginnginc;
the struggle again as soon as its strength is recruited 7
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The first section is a whirl of stormy emotion;
Chopin seems to rage, to protest, to demand explana-
tions. Huneker points out here a spirited likeness to
the principal figure in the C sharp minor Fantaisie
Impromptu. _

The second section of the first part, marked agualo,
contains some of those curious harmonies which sound
quite wrong if played slowly and determinedly, and
yet are wonderfully interesting and beautiful if
skimmed over rapidly in the way they are intended to
be played. This section and the first, divided by a
very striking and original passage of chords and oc-
taves, are repeated alternately till the slow movement
is reached (molto pin lento). Of the last two lines
Huneker writes: “ The questioning chords at the close
of the section are as imaginative as any Chopin ever
wrote” And he instances the appoggiaturas as evi-
dences of his originality in minor details.

The slow movement, with its wide-stretching bass
figure, and its “ lapping, lilting tenths, in the richly
coloured, luscious key of B major, is by consent one
of Chopin’s masterpieces.”

It contrasts wonderfully with the feverish agitation
of the first part; the re-entry of the opening dissonant
chord breaks in with dramatic effect on the dreamy
contemplative mood of the trio, but the composer 1S s0
enrapt that the one interruption is insufficient to break
the charm.

The interrupted figure continues for a bar, then the
second chord strikes in inexorably. Still the mood
lingers, and a passage of ineffablé sadness, strangely
akin to the mournful piping of the shepherd in “Tris-
tan” is finally interrupted by the re-entry of the first
theme, molto con fuoco.

This Scherzo is perhaps a little over long, and it is
often shortened by virfwosi by omitting the repeat of
the section marked agitato, and going straight to the
¢coda, a miracle of passion and fury, ending with a
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chromatic scale which Liszt used to play in interlocked
octaves, an innovation which should only be followed
whgn teg{zmquel is faultless.

noble virile work—perhaps a record of Chopin's
protest against a body toc :
of]iilsl so%l e play.y toec weak to allow the greatness

ert, in his “Letters on Music,” says: “ g

heard the B minor Scherzo played alilon(fyssu'ch ‘11 :OI:;E
pany of common buffoons (that is, on a Erowamme of
trivial show pieces) that it seemed to me like a rose
bound in a bunch of thistles. For you will not sup-
pose that the same taste that has an instinctive scnge
of the poetry of a Chopin work, also perceives the vul-
g‘a‘rcl;tl}il'ofsa,hbad virtuoso piece ?”

Lhis Scherzo is a proof of that reg ' '
which even the most intense passionr 1?0?0(3‘ ;C;i;\ffecl)ﬁrgds
Chopin from observing” (Kleczynski.)

. Of the coda Huneker says: “The heavy accentua
tion on the first note of every bar must not blind onec’:
rthythmical sense to the second beat in the left hancg
which is likewise accented. This produces a musical

rhythm that greatly adds t g
e Ee 23 z);le.” s to the general murkiness and

OILf; 2I>-—Se n (: 1C lt m I minor. I()l plilllO
CO d (0) erto 5

Dedicated to Mme. la Comtesse Delphine Potocka.
Composed 1829. Published April, 1836,

(19

THE tust allegro of the F minor Concerto (not in-

‘ tell]lg1ble to all) received indeed the reward of
a ‘Bravo’ but I believe this was given because the
public wished to show that it understands and knows
how to appreciate serious music. There are people
enough in all countries who like to assume the airpof
connoisseurs!  The Adagio and Rondo produced a
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very good effect” Thisis a characteristic extract from
one of Chopin’s letters, dated March 17, 1830, after
one of his concerts at Warsaw. (For the chronology
and general review of the concertos see Opus 11.)

The first movement, maestoso, is more compact and
direct than that of the E minor Concerto.

Huneker says that it “ far transcends it in breadth,
passion, and musical feeling, but it is short and there
's 0o coda. Richard Burmeister has supplied the latter
deficiency in a capitally made cadenza which Pader-
cwski plays. It 1s a complete summing up of the
movement.” The Larghetto which Chopin wrote when
“his thoughts were with his ideal” (see Opus I11) is
very beautiful. Liszt says of it that it “is resplendent
with rare dignity of style, and contains passages of
wondrous interest and astonishing grandeur. Chopin
played it frequently, and showed for it a decided pre-
terence. The principal phrase is of admirable breadth,
and the accessory details are in his best style. It alter-
nates with a recitative in a minor key, which scems to
be its antistrophe. The whole movement is of an
almost ideal perfection; its expression is now radiant
with light and anon full of tender pathos.”

Hermann Scholtz, another celebrated pianist, said :
“Tt is a piece full of poetic charm. In it all the attri-
butes of a perfect work of art appear in the happiest
union: noble melody, choice harmonies, agreecable
figures, and the perfection of form, while the thor-
oughly original ideas are finely contrasted.”

Kleczynski calls this middle movement an exquisite
idyll, and draws attention to the very beautiful orna-
menting that the original form of the melody in bars
7 to 10 undergoes in bars 20 to 20, and again to the
indescribable richness of detail when the theme recurs
for the third time after the recitative. These beautiful
ornamentations, however, must not be too much dwelt
upon; and enlargement of the details or sentiment-
alism would entirely spoil them.
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Huneker thinks the final movement (allegro vivace,
in £ time) “Mazurka-like, very graceful and full of
pure sweet melody.” But Willeby finds it impossible
to speak of it in terms of unqualified praise. It is
certainly not as good as the finale of the K minor, and
so helps to redress the balance which, as far as regards
the two first movements, is in favour of the former work.

It is a pity that Chopin never attempted to write a
third concerto when his powers were more fully de-
veloped. It might have been a masterpiece as supreme
amongst its kind as his piano works in the smaller
forms. But perhaps the genius knew his own lhmita-
tions and was wise not to essay something which was a
little beyond his powers. The weakness of his orches-
tration, and his resentment of the constraint of clas-
sical form, probably prevented his ever attempting it,
and although the supreme master when writing for the
piano alone, Schumann, Tchaikovsky and Grieg have
each surpassed him in the concerto form.

The Countess Delphine Potocka was one of the very
few people to whom Chopin dedicated more than one
of his works. Her name appears on number one of the
three Waltzes, Opus 64. She had a beautiful soprano
voice, and sang to Chopin on his death-bed, having
hurried from Nice to Paris on hearing of his fatal ill-
ness. Kwiatkowski said that she took as much trouble
and pride in giving choice musical entertainments as
other people did in giving choice dinners. She was a
very talented amateur, and gave Mikuli considerable
assistance in editing his edition of Chopin’s works.

THE POLONAISES.

IF we include the Polonaise Fantaisie, Chopin pub-

lished during his lifetime eight works in this form.
To these must be added the three forming Opus 71,
which were written in 1827, 1828 and 1829 respectively.
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There is also extant a Polonaise in G sharp minor,
which was published in 1864 and to which the date
1822 is appended. Chopin was only twelve years old
when this was written, if the date is correct, but Niecks
thinks that it was probably composed a few years later.
A fifth posthumous Polonaise, dedicated as an adieu
to William Kolberg, is attributed to the year 1826.
Opus 3, 2 Polonaise for piano and violoncello, has been
treated in its place as one of the three works composed
as duets for the two instruments. : ‘

A Polonaise in G flat major, published in 1872, is of
more than doubtful authenticity. There are, therefore,
thirteen of these characteristically national works to be
considered. ; i

They are wonderfully individual and distinct, and
reflect in a curious manner the events in Chopin’s life
and the changes in his character. . :

In the works of 1822 and 1826 a boyish grace is the
leading characteristic, whilst in the three forming
Opus 71 we can trace the deepening poetical and emo-
tional value which became so marked in the two Polon-
aises of Opus 20. Between these came Opus 22,
probably written in Vienna just before Chopin _came
to Paris; it is a very good example of the music Chopin
wrote to show off his own powers as a virtuoso. In
Opus 40 we have two works of Chopin’s prime, and
Opus 44 and Opus 53 are masterpieces, and two of his
great achievements. In the Polonaise Fantaisie, which
was written in 1846, the year before his health finally
failed, we can read signs of his approaching end.
Although it shows no falling off in inspiration and
musical beauty, it exhibits traces of a broken spirit.

Appended is a list of the Polonaises in the chrono-
logical order of their composition:

1822 G sharp minor. o
1826 B flat minor. (Adieu to William Kolberg.)
1827 Opus 71. No. 1, B minor.
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1828 Opus 71. No. 2, B flat major.

1829 Opus 71. No. 3, F minor.

1830 Opus 22. Grande Polonaise Brillante, E flat
major. (Précedée d'un Andante
spianato—Ifor piano and orchestra.)

1830 Opus 20. No. 1, C sharp minor.

1836 Opus 20. No. 2, E flat minor. (“Siberian” or
“Revolt.”)

1838 Opus 40. No. 1, A major. (Poland’s Great-
ness.)

1838 Opus 4o. N(}. ﬁ, C mmor. (Poland’s Down-
all.

L1841 "Opus 42 F shal)'p IMinor.

1843 Opus 53. A flat major. (Heroic).

1846 Opus 01. Polonaise Fantaisie, A flat major.

One of the most brilliant chapters of Liszt’s book is
devoted to the description of the origin and nature of
the polonaise. Its beginnings are lost in antiquity,
but it is popularly supposed to have first taken definite
shape when, after the election of Henry III of France
to the throne of Poland, the Polish nobles and their
wives defiled before their new sovereign to stately and
measured music. From that it became first a cere-
monial, then a political dance. Polonaises were written
with words, and so it gradually grew into a national
expression, not only ot the political feelings and as-
pirations of the people, but a mirror of their character-
1stics, their love of fighting, their chivalry, gallantry
and fondness for display. The palmy days of the
polonaise as a dance were over before Chopin’s time,
and the type of music had become conventionalised
when Weber suddenly revived its glories. Chopin fol-
lowed, and whilst eclipsing Weber in his rendering of
the warlike and distinguished phases of the dance he
succeeded in expressing not only the glories of the éast
but the sorrows and wrath of the present, and the
melancholy foreboding of the future. ’
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The distinguishing rhythm of the polonaise is an
imposing and majestic triple time that tends to em-
phasise the second beat of the bar, frequently synco-
pating it and accentuating the second half-of the first

beat.

OPUS 22.—Grand Polonaise Brillante, E flat major.
Précédée d'un Andante spianato. TFor piano and
orchestra.

Dedicated to Mme. la Baronne D’Est.
Composed 1830. Published 1836.

THIS polonaise was probably written in_Vienna
shortly before Chopin came to Paris. It is the
sixth and last composition for which he wrote orches-
tral accompaniments, and after this he evidently de-
cided that he had better confine his efforts to compos-
ing for the piano alone. Chopin played this polonaise
in Paris with the orchestra in 1835, but this is the only
occasion on record when he did so. It is preceded by
an andante spianato, an Italian term signifying equal-
ised. It isin G major and § time. Niecks says of it:
“Tt makes one think of a lake on a calm bright sum-
mer day. A boat glides over the pellucid, unruffled
surface of the water, by and by halts at a shady spot
by the shore, or by the side of some island (} time),
then continues its course (§ time), and finally returns
to its moorings (2).”

Huneker also sees a lake in the andante: “It is a
charming, liquid-toned, nocturne-like composition,
Chopin in his most suave, his most placid mood: a
barcarolle, scarcely a ripple of emotion disturbs the
mirrored calm of this lake”

Karasowski describes this andante as “ marvellously
tender and imaginative.” Its beauty must be left to
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speak for itself. It requires no excessive pathos or
exaggerated expression.

_A short orchestral introduction ushers in the polon-
aise; Chopin evidently wrote it to provide himself with
a showy piece for the display of his powers as a vir-
tuoso. Although it is lacking in emotional depth it is
a most brilliant piece of work. Perhaps it is a little
long and lacking in variety; but as Huneker says,
every note tells, “the figuration is rich and novel, the
movement spirited and flowing. The theme on each
re-entrance is varied ornamentally, the second theme in
C minor has a Polish and poetic ring, while the coda
is effective”

Scharwenka has re-scored the orchestral accompani-
ments, but it is on record that the polonaise did not
sound as characteristic as when played as a solo.

Niecks speaks of the general airiness of the style,
and his remarks are rather slighting; but if we take it
for what it is, and do not compare it with Chopin’s
maturer efforts, it stands out as a work of genius. As
a specimen of Chopin’s compositions at the age of
twenty, writing for himself as a virtuoso, it is intensely
characteristic and interesting.

THE PALLADES,

THE four ballades of Chopin are amongst his
. greatest works. As in the scherzos we here see
in him the creator of a new type. It is generally be-
lieved that Chopin owed the inspiration of these works
to the poems of the Polish poet Mickiewicz.

There is not in them the same personal revelation
that there is in the scherzi, nor have they the exclusively
national Polish feeling of the polonaises; these bal-
lades are more universal, more broadly human. The
kernel of each is distinctly a legend; there is a story,
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a narrative to be expressed, and more than one com-
mentator has postulated as necessary that a performer
must have a definite idea of the story he thinks the
music conveys before he can give a clear and consistent
rendering of it.

Rubinstein, who had a very definite story in mind
which he found expressed in the Ballade in F major,
was, however, careful to insist that a performer must
not be fettered to any particular interpretation. He
said: “I am for the to-be-divined, and to-be-imagined,
not for the given programme of a composition; I am
convinced that every composer writes not merely notes
in a given key, zempo and rhythm, but, on the con-
trary, encloses a mood of the soul (that is a programme)
in his composition, in the rational hope that the inter-
preter and hearer may apprehend it. Sometimes he
gives his composition a general name as a guide, and
more than this is not necessary, for an extended pro-
gramme of emotion is not to be reproduced in words.”

Karasowski tells us that contemporary critics were
puzzled at the novelty of the form of the ballades;
some of them regarded them as a variety of the rondo,
whilst others, with more accuracy, called them “ poeti-
cal stories.” They are all in triple (¢ or §) time, which
something in the nature of music secems to render in-
separable from the idea of narration.

Ehlert says of them: “Each one differs entirely from
the others, and they have but one thing in common,
their romantic working out and the nobility of their
motives. Chopin relates in them; he does not speak
like one who communicates something really experi-
enced : it is as though he told what never took place,
but what has sprung up in his inmost soul, the anticipa-
tion of something longed for.”

Oacar Bie thinks that Chopin found his true form in
the ballades and scherzi; “this is the extempore form,
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which even in the impromptus has for so long not been
so unfettered. The dividing lines of the sections are
drawn from free invention and the thought is con-
strained by no scheme. In these ballades we reach
again one of those solitary peaks of piano literature in
which improvisatorial invention and artistic construc-
tion meet again in a higher unity.”

Niecks thinks that “none of Chopin’s compositions
surpass in masterliness of form and beauty and poetry
of content his ballades. In them he attains, I think,
the acme of his power as an artist.”

Kleczynski says that the ballades are certainly
Chopin's “most complete and finished works, the works
which have the greatest musical value. . . . They are ver-
itable dramatic recitations, always changing and full
of surprises.”

Krehbiel considers the ballades among Chopin’s fin-
est inspirations, and Huneker describes them as “not
loosely-jointed, but compact structures glowing with
genius and presenting definite unity of form and ex-
pression”; in short, all the commentators are agreed
that in these four ballades we have the finest flower of
Chopin’s genius and a-priceless artistic possession.

OPUS 23.—Ballade in G minor.

Dedicated to M. le Baron de Stockhausen.
Published 1836.

WHEN Schumann told Chopin that he liked this
ballade the best of all his compositions, Chopin,

after a long, meditative pause, said, with great em-
phasis, “I am glad of that, it is the one I too like best.”
This anecdote is from a letter written by Schumann
to Capellmeister Heinrich Dorn, and is therefore abso-
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lutely authentic. In the letter referring to the ballade
he writes: “Tt seems to me the most pleasing, but not
the cleverest of his works” Elsewhere, when reviewing
the second Ballade in F, Schumann spoke of this one
in G minor as one of Chopin’s wildest and most ori-
ginal compositions. This expression leads Niecks to
believe that Schumann, in the letter quoted above,
meant that the ballade was Chopin’s “most spirited,
most daring worlk, but not his most genial, ie., the one
fullest of genius” (The German is certainly ambigu-
ous, “sein genialischtes, nicht genialstes, werk.”)
Karasowski speaks of this ballade as perhaps the
best known, and says it is inflamed by wild passion,
and claims special admiration for its finish of detail.
Kleczynski, in his “Chopin’s Greater Works,” ana-
lyses it at considerable length and speaks of its strong
dramatic pathos, “ while answering the requirements of
sesthetic beauty, it lacks neither grandeur nor serious-
ness.” He wastes considerable space over an absolutely
apocryphal anecdote of a mysterious Englishman who
kidnapped Chopin and kept him a prisoner for a
month whilst he taught his captor to play this ballade.
It shares with the third Ballade in A flat an extreme
of popularity. Huneker says: “They (these two bal-
lades) are hopelessly vulgarised; they have been
butchered to make a concert-goer’s holiday. The G
minor, full of dramatic fire and almost sensual ex-
pression, is a whirl-wind; unsexed by women and
womanish men, it is a byword and a reproach. Little
wonder that Liszt shuddered when asked to listen to
this abused piece” Elsewhere he says: “I am re-
minded of Andrew Lang’s lines, ‘the thunder and
surge of the Odyssey, when listening to the G minor
Ballade. It is the Odyssey of Chopin’s soul” He
then gives a glowing but very fanciful description of

what he sees in the music, and continues: “With such
10
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a composition any programme could be sworn to . . ..
That Chopin had a programme, a definite one, there
can be no doubt. . . . The true narrative tone is in this
symmetrically constructed ballade. It is a logical,
well-knit and largely planned composition ; the closest
parallelism may be detected in its composition of
themes.” He does not mention his authority for saying
it is “after Konrad Wallenrod” (presumably one of
Mickiewicz's poems).

The ballade opens with a short introduction of seven
bars, a ’cello-like phrase of recitative in unison, closed
by a wonderful suspended chord with a dissonant E
flat in the bass, which forms the subject of much dis-
pute among the commentators. A comparison of a simi-
lar device in the thirty-fourth bar, however, leaves no
doubt that the effect was intended by the composer.
At the moderato the legend begins in a beautifully un-
dulatory melody. This is followed at bar thirty-six by
a more animated theme in the nature of an interlude
between the first and second chief melodies, the latter
beginning at bar sixty-eight (meno mosso). This 1s a
theme of great heauty, broad and full of a delicious
langour. Another interlude (bar eighty-two) leads
back to the first theme in A minor with a dominant
pedal E in the bass. At bar 106 this gives way to the
second theme harmonically varied and strengthened,
climaxing 7fz with great power and followed by a
sudden lull. A long and beautiful quaver passage
leads to a third recurrence of the second theme fol-
lowed by the interlude and a third return to the first
theme. A sudden passionate phrase leads to the coda
in common time, gresto com fuoco concluding with
weighty chords and brilliant scale passages.

Throughout the narrative and dramatic spirit is self-
evident. The introduction seems to say: “Listen, I
will tell you how it happened.” Then the various
themes and interludes, recurring in fuller and more
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developed forms, seem to tell the story; one can almost
follow the development of character from incident,
and the coda seems to detail the inevitable catastrophe,
which, however, does not appear wholly tragic for all
concerned.

OPUS 24.—Four Mazurkas.

No. 1 in G minor; No. 2 in C major; No. 3 in A flat;
No. 4 in B flat major.

Dedicated to M. le Comte de Perthuis.
Published 1835.

No. 1 in G minor.

LECZYNSKI calls this mazurka “a wonderful
poem in its simplicity and with its characteristic
scale” (at the end of the first phrase of eight bars).
Huneker describes this scale as “an exotic scale of
the augmented second,” and says the mazurka is a
favourite because of its comparative freedom from
technical difficulties. The same might be said of the
whole set, which is certainly the easiest to play of any.
This mazurka marks a return to the rustic feeling of
the earlier numbers, and the trio is full of hearty coun-

try gaiety.
No. 2 in C major.

Here again Chopin indulges in an unusual scale.
The fifteen bars from bar twenty-one are in the Lydian
mode, which leaves a very curious effect of tonality on
our ears. Huneker says: “The trio is occidental, and
the entire piece leaves a vague impression of discon-
tent; the refrain recalls the Russian bargeman’s songs
utilised at various times by Tchaikovsky.” The open-
ing phrase, marked sof?o voce, is highly original; is
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used in an amplified form as a coda with extraordinary
effect. This number is a favourite of Karasowski's.

No. 3 1n A flat.

A beautiful little mazurka of undeniable attractions.
The pauses in the sixth and tenth bars are most effec-
tive, reminding one of the seventh prelude. Its chief
charm is the exquisite coda, which dies away with in-
effable sweetness.

No. 4 in B flat minor,

This is the most important of the set, and indeed
marks another step in the evolution of the mazurka in
Chopin’s hands. = As Isaacs says, it contains some of
Chopin’s choicest melody, and is developed into a
masterpiece. Huneker calls it a beautiful and ex-
quisitely coloured poem.

The second edition in the major contains a phrase
curiously prophetic of the third part of the waltz, Opus
34, No. 1. The first theme is much elaborated in repeti-
tion, so much so that the unison, marked soffo voce
followed by simple chords comes as a relief. Then
begins con animo the most beautiful melody forming
the trio, after which the first theme recurs to be fol-
lowed by a coda of extraordinary charm. It is one of
those separate inspirations of Chopin which he occa-
‘510ng11y reserves for the close of his pieces; it is a
‘dying away” in excelsis. The tone colour should be
largely helped with the soft pedal. If any one could
be in doubt as to the merits of Chopin’s mazurkas, this
coda should convert them instantly. ;

OPUS 25.—Twelve Etudes.

Ng. 1, A flat major (The Shepherd Boy); No. 2, F
minor (Presto); No. 3, F major (Allegro); No. 4, A
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minor (Syncopations); No. 5, E minor (Scherzo); No.
6, G sharp minor (double notes); No. 7, C sharp minor
(Duo); No. 8, D flat (Rhythm); No. g, G flat (Butter-
fly's Wings); No. 10, B minor (Octaves); No. 11, A
minor (Winter Wind); No. 12, C minor (Arpeggios).

Dedicated to Mme. la Comtesse d’Agoult.
Composed 1830-4. Published 1837.

THIS is the second set of twelve studies (see Opus

10). Barbedette considers them more original
than those of the first book: “In them Chopin’s indi-
viduality developed itself.” Schumann devoted an
interesting article to these etudes. Writing as Eusebius
he says: " The name to which we have so often pointed,
as to a rare star at a late hour of the night, must not
be wanting in our museum. Whither its course may
lead, how long may last its sparkling light, who can
tell? But it can always be distinguished whenever it
shows itself, even by a child, for it always displays the
same core of flame, the same deeply dark glow, the
same brilliancy. And thus I remember that 1 have
heard Chopin play nearly all of them, ‘and very much
@ la Chopin he plays them,” whispers Florestan in my
ecar. Imagine that an aeolian harp possessed all the
scales, and that an artist’s hand struck these with all
kinds of fantastic, elegant embellishments, ever render-
ing audible a deep fundamental tone, and a softly
flowing upper voice—and you will have some idea of
his playing. . .. These studies are all models of bold, in-
dwelling, creative force, truly poetic creations, though
not without small blots in their details, but on the
whole striking and powerful. Yet if I give my com-
plete opinion, I must confess that his earlier large col-
lection seems more valuable to me. Not that I mean
to imply any narrowness in Chopin’s artistic nature, or
any deterioration, for these recently published studies
were nearly all written at the same time as the earlier
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ones, and only a few were composed a little while ago
—the first in A flat, and the last magnificent one in C
minot, both of which display great mastership.”

Stephen Heller was especially enthusiastic about this
set of the studies. Writing in “ The Gazette Musicale”
of February 24, 1839, he says: “What more do we
require to pass one or several evenings in as perfect
happiness as possible? As for me, I seck in this col-
lection of poesy (this is the only name appropriate to
the works of Chopin) some favourite pieces which I
might fix in my memory rather than others. Who
could retain everything? For this reason I have in m
note-book quite particularly marked the numbers 4 y
and 7 of the present poems. Of these twelve muéhs—
loved studies (every one of which has a charm of its
;)gv:?) these three numbers are those I prefer to all the

st.

Reviewing the Chopin etudes at the close of his in-
Eerestmg and exhaustive chapter, Huneker says:

Astounding, canorous, enchanting, alembicated E)i]l’l(:l
dramatic, the Chopin studies are exemplary essays in
emotion and manner. In them is mirrored a{l of
(,Empm, the planetary as well as the secular Chopin.
When most of his piano music has gone the way of all
things fashloncd by mortal hands, these studies will
endure, will stand for the nineteenth century, as Beet-
hoven crystallised the -eighteenth and If%ach the
2(13;:;111?:(,:11{11 centuries 1n piano music. Chopin is a
7Th—ese studies are dedicated to the Comtesse
d’Agoult. This lady, who afterwards became known
in l;terat}ne as Daniel Stern, had left her husband, the
Comte d’Agoult, in 1835 to live with Liszt. By’this
lady he had three children, one of whom, Cosima, be-

came the wife of Von Biilow
Richard Wagner. iilow, and subsequently of
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No. 1.—Etude in A flat.

We have Schumann’s authority, presumably derived
directly from Chopin, that this first etude in the second
set and the twelfth in C minor were composed later
than the rest of the Opus, and presumably this brings
the date of composition to 1834. Schumann, in review-
ing this set, said: ° No wonder then that we were
charmed with the pieces at once, hearing them played
by himself, and most of all with the first, in A flat
major, rather a poem than a study. But it would be a
mistake to suppose that he allowed us to hear every
small note in it; it was rather an undulation of the A
flat major chord, brought out more loudly here and
there with the pedal, but exquisitely entangled in the
harmony ; we followed a wondrous melody in the sus-
tained tones, while in the middle a tenor voice broke
clearly from the chords, and joined the principal
melody. And when the etude was ended we felt as
though we had seen a lovely form in a dream, and, half
awalke, we strove to seize it again; but such things can-
not be described, still less can they be fitly praised.”

Of this etude, Kleczynski tells us that Chopin ex-
plained to one of his pupils the manner in which this
study should be executed. “I imagine,” he said, “a
little shepherd who takes refuge in a peaceful grotto
from approaching storm. In the distance rushes the
wind and the rain, while the shepherd gently plays a
melody on his flute”

This is very interesting as being one of the few in-
stances in which Chopin himself provided a pro-
gramme; that is to say, he suggested a poetical and
romantic idea, which an interpreter might bear in mind
during the performance.

Niecks agrees with Schumann in the latter’s estimate
of the value of these studies, namely, that the total
weight of Opus 10 amounts to more than that of Opus
28, and that of the latter set, Nos. 1 and 12 are the
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most important items. Of this one he says that the
impression left upon us 1s that of a tremulous mist
below, a beautiful breezy melody floating above, and
once or twice a more opaque body becoming discerni-
ble within the vaporous element.

Von Biilow says that a frequent use and change of
the pedal, even during one continuous harmony, is
almost indispensable. A slight delay on the first note
of each group; and secondly, a slight quickening of
the other notes is not merely admissible, but even
requisite to avoid a dryness in bringing out the melody.

Kullak says that the melodic and important tones
must emerge, as it were, from within the sweetly whis-
pering waves, and that the upper tones must be com-
bined so as to form the real melody with the finest and
most faithful shadings.

Moscheles has left on record his unlimited admira-
tion of the manner in which Chopin played this study;
the melody is certainly one of the most entrancing
sweetness; at the same time it has a rain-washed fresh-
ness. The tenor melody, which appears at intervals,
leaves a kind of feeling of the harmonies of nature. In
this study, use of the pedal is all important. Huneker
says “above all poetry, poetry and pedals. Without
pedalling of the most varied sort this study will re-
main as dry as a dog-gnawed bone” He alludes to
the twenty-fourth bar as being so Lisztian, that Liszt
must have been benefited by its harmonies.

No. 2—Etude in F minor (Presto).

Schumann heard Chopin play this etude, and
speaks of it as one “in which his individuality displays
;ts;elfl in a manner never to be forgotten. How charm-
éi%d_gw dreamy it was! Soft as the song of a sleeping

Von Biilow warns players “that all sentimentality
would be bad taste. The piece produces its most
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charming effect when played almost entirely without
shading, clearly, delicately, and, to a certain extent,
dreamily.” It should be played completely without
passion, and without any rubato. '

Huneker says: “There is little doubt this was the
way Chopin played it. Liszt is an authority on the
subject, and M. Mathias corroborates him. This study
contains much beauty, and every bar rules over a little
harmonic kingdom of its own. It is so lovely that not
even Brahms’s distortion in double notes or the version
in octaves can dull its magnetic crooning. At times so
delicate is its design that it recalls the faint fantastic
tracery made by frost on glass.”

Kullak says: “As the fundamental tone is piano,
the artistic delivery requires an accentuation so light
that it shall not force itself upon the attention, but
make itself more felt than heard. 1f one will, one may
betake oneself in fancy to a still, green, dusky forest,
and listen in profound solitude to the mysterious rust-
ling of the foliage. What, indeed—despite the alge-
braic character of the tone-language—may not a lively
fancy conjure out of, or rather into, this etude? But
one thing 1s to be held fast: it is to be played in that
Chopin-like whisper of which, among others, Mendels-
sohn also affirmed that for him nothing more enchanting
existed.”

No. 3—Etude in I major.

Schumann heard Chopin play this Etude also. He
said that it was “fine again, but less novel in character;
here the master showed his &ravura powers—but what
are words for all this?” As executed by de Pachmann,
this Etude enjoys a popularity second to none. Kullak
calls it “a spirited little caprice, whose kernel lies in
the simultaneous application of four different little
rhythms to form a single figure in sound, which figure
is then repeated continuously to the end. In these
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repetitions, however, changes of accentuation, fresh
modulations, and piquant antithesis, serve to make the
composition extremely vivacious and effective.”

The zempo should be very lively ; it must be executed
with care but “amiable éravura.”

Von Biilow cautions performers against playing the
sforsati on the light staccato quavers 1n a sharp, cutting
manner. Huneker says: “What charm, buoyancy, and
sweetness there is in this caprice! It has the tantalis-
ing, elusive charm of a humming bird in full flight.
The human element is almost eliminated. We are in
the open, the sun blazes in the blue, and all is gay, at-
mospheric, and illuding. Even where the tone deepens,
where the shadows grow cooler and darker in the B
major section, there 1s little hint of preoccupation with
sadness. Subtle are the harmonic shifts, admirable the
ever changing devices of the figuration.”

No. 4—Etude in A minor (Agitato).

This Etude was one of Stephen Heller’s favourites,
and he points out that it reminds him of the first bar
of the Kyrie of Mozart’s Requiem.

Kullak says this “study is more interesting from a
technical than a rhythmical point of view. It is a study
in syncopation, the chief beats of the bar are marked
by single notes only in the bass, whilst the secondary
beats are burdened with chords which have to be accen-
tuated in opposition to the regular beats of the bar.
Associated with the chords and seeming to grow out of
them, there is a melody in the upper part which begins
on a weak beat and produces numerous suspensions,
which, in view of the time of their entrance, appear so
many retardations and delayals of melodic tones. All
these things combine to give the composition a wholly
peculiar colouring, to render its flow somewhat restless
and to stamp the Etude as a capriccio, which might
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well be named ‘Inquietude’ With the exception of a
rallentando, the Etude is to be played strictly in time.”

Huneker speaks of its breath-catching syncopations
and narrow emotional range, but admits that it has
moments of power and interest. This study should give
the impression of agitation, but not of confusion, as,
alas! it so often does in incompetent hands. On the
first hearing it appears as, perhaps, the least attractive
of all the Studies, but it has a curious fascination, and
when properly performed, Heller's preference for it can
be easily understood.

No. 5—Etude in E minor (Vicace).

This Etude has the character of a Scherzo, but its
difficulty is a terrible stumbling-block. It may not be
as difficult as some to play, but the first part, which is
repeated after the trio, sounds almost more difficult
than anything that Chopin ever wrote.

Kullak says that a performer should possess a fine
feeling for what is coquettish or agreeably capricious,
and he will then understand how to heighten the charm
of the chief part. The piu lento section, which is in E
major, consists of a beautiful broad melody, which, “if
soulfully conceived and delivered, will sing its way
deep into the heart of the listener.” Surrounding the
melody as with a veil are arpeggios in triplets of semi-
quavers, which arc to be played almost without accen-
tuation. These die away till they become almost in-
audible and then the chief part is repeated with
piquant little changes. Chopin is just as admirable in
the finest painting of details as where the problem 1s
to design grand contours with bold strokes. There is
a short coda with brilliant trills and arpeggios rising
majestically in crotchets to the final tone. Huneker
says it is safe to say that this study is less often heard
in the concert-room than any one of its companions,
“vet it is a sonorous piano piece, rich in embroideries
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and general decorative effect in the middle section.
Perhaps the rather perverse, capricious, and not alto-
gether amiable character of the beginning has caused
planists to be wary of introducing it at a recital. It is
hugely effective and also difficult.”

No. 6—Etude in G sharp minor. (Allegro. Double
notes.)

More than any other this Etude shows Chopin’s won-
derful power of making a technical problem artistically
mnteresting. The player should concentrate his atten-
tion on the passages for the left hand, leaving the treble
to ripple on and look after itself.

Ehlert says of it: “Chopin not only versifies an ex-
ercise in thlrds_, he transforms it into such a work of art
that in studying it one can soonmer fancy oneself on
Parnassus than at a lesson. He deprives every passage
of all mechanical appearance by promoting it to become
the embodiment of a beautiful thought, which in turn
finds graceful expression in its motion.”

Huneker considers that in “piano literature no more
remarkable merging of matter and manner exists. The
means justifies the end, and the means employed by the
composer are beautiful. There is no other word to
describe the style and architectonics of this noble stud
With the Schumann Toccata it stands at the portals oyf
the delectable land of double notes. . . . This study is
ﬁrﬁ mﬁlsui Cimbd thlen a technical problem.”

t should be played throughout in the Chopin-like
whisper which Kullak menti i . .
Etude in F minor, Op. 23, No(.)r;S. B

No. 7—Etude in C sharp minor.

This very beautiful and poetic Etude is not so much

concerned with technique in th :
difficulty. ¥ n the ordinary sense of
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As Kullak says: “It was created to serve as a study
in delivery, but one must be able to rise above the prose
of ordinary feeling and perception and to enter fully
and entirely into the rich and deep soulfulness of the
divinely endowed composer.”

It is sad throughout. Karasowski adopts as a kind
of motto for it: The heart has not lost something, it
has lost everything.”

The study is written throughout in a kind of duet,
in which one seems to hear a human voice sustained by
a violoncello obbligato. A writer in “ Temple Bar”
says: “The appreciative listener may hear if he will a
lover’s quarrel, where love alternates with keen regrets
and tender rebukes with stormy denunciations. The
same idea seems to have occurred to Niecks, but he is
more prosaic about it. He calls it ‘A Duet between a
He and a She,’ of whom the former shows himself more
talkative and emphatic than the latter. It is indeed
very sweet, but perhaps also somewhat tiresomely mono-
tonous, as such féfes-a-zétes mnaturally are to third
parties.”

Kleczynski thinks it “one of the most dignified
among the compositions of the master,” and says it
should be numbered among the Nocturnes.

This study met with considerable contemporary ap-
preciation. The English critic, Chorley, thought it was
a masterpiece, original, expressive and grand, whilst
Heller said: “It engenders the sweetest sadness, the
most enviable torments; and if in playing it one feels
one’s self insensibly drawn towards mournful and
melancholy ideas, it is a disposition of the soul which
I prefer to all others. Alas! how I love those sombre
and mysterious dreams, and Chopin is the god who

creates them.”

The opening phrase reminds one of the beginning
of the G minor Ballade, but it is more emphatically a
'cello phrase, and it is impossible to agree with Willeby
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in his dictum that: “ The requisite interpretation of this
phrase could not be given by any other instrument than
the piano.”

Huneker finds it “both morbid and elegiac. It con-
tains in solution all the most objectionable and most
endearing qualities of the master.”

“ Perhaps there is no more poetical adagio than what
Chopin modestly calls the Etude in C sharp (Op. 25,
No. 7), which we may class with the Nocturnes. What a
noble and elevated simplicity is observable in this duo;
what melancholy, what exquisite form in the melodious
turns! That this work is often played badly and with
mannerism 1s not astonishing. To those who are not
specially acquainted with Chopin’s style it is very diffi-
cult. It requires deep perception, and notwithstanding
its powerful dramatic character, must not be rendered
with undue roughness or sharpness. One must here
consider the hass to be the chief melody. The right
hand, in this duo, usually answers with a degree of
discretion, though at the same time very expressively.
It must be played very slowly, with much sadness and
great simplicity. The execution of the accompaniment
in the repeated chords should be extremely soft and
poetical. At the end of the first part the performer
must avoid affectation, into which he can easily fall
on account of the beautiful turns of melody. It is ex-
tremely important that he should not caress their beau-
tiful thoughts too much, but that he should play with
naturalness and simplicity.”

No. 8—Etude in D flat (Double Sixths).

Von Biilow considers this study the most useful ex-
ercise in the whole range of etude literature. It
might truly be called ‘I'indispensable du pianiste,’ if
the term through misuse had not fallen into disrepute.
As a remedy for stiff fingers and preparatory to pet-
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forming in public, playing it six times through is
recommended even to the most expert pianists.”

Hadow, speaking of Chopin’s independence of the
conventional laws which governed harmony in his day,
says that Chopin, like Grieg or Dvordk, “takes our
recognised system of harmonic laws and literally
honours it more in the breach than in the observance.
Are consecutive fifths and octaves forbidden? There
is in one of the Etudes a delightful passage which
consists exclusively of the prohibited intervals.”

There is a delicious freshness and abandon about
this study, and the concluding passage seems almost
cheekily defiant of technical difficulty.

No. g.—Etude in G flat (Butterfly’s Wings).

This is one of the shortest, but at the same time
one of the most graceful and attractive of the Etudes.
The German professors affect not to think much of it.

Kullak calls it a charming little salon piece in Etude
form, and says that it requires a graceful light touch,
while Von Biilow considers it musically of little worth
and that “the amiable commonplaceness of its melodic
content reminds one of the style of the late Charles
Meyer. It is, however, so deftly put together that by
a neat performance it can still make a brilliant
effect.”

Huneker considers it if not deep, graceful and cer-
tainly very effective. “It has lately become the
stamping-ground for the display of piano athletics.
Nearly all modern wirZuosi pull to pieces the wings of
this poor little butterfly. They smash it, they bang
it, and, adding insult to cruelty, they finish it with
three chords, mounting an octave each time, thus giving
a conventional character to the close, the very thing
the composer avoids.”
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No. 10—Etude in B minor (Octaves).

The last three studies of Opus 25 are of greater
emotional importance. Von Biilow finds in this one a
certain Asiatic wildness similar to the Chorus of Der-
vishes in Beethoven’s “ Ruins of Athens.” Its technical
end is the cultivation of legafo octave playing.

Kullak says of it: “The chief part is wild and
agitated. The secondary part should exercise a tran-
quilising influence. It fulfils, indeed, its technical
end, but it is somewhat far-fetched and forced in in-
tention and leaves one cold, though it plunges on
wildly enough to the end.”

Niecks calls it “a real pandemonium. For a while
holier sounds intervene, but finally hell prevails.”

Huneker says that because many pianists make little
of it that does not abate its musical significance. “The
opening is portentous and soon becomes a driving
whirlwind of tone. Chopin has never penned a
lovelier melody than the one in B, the middle section
of this Etude. It is only to be compared with the one
in the same key in the B minor Scherzo. There is a
lushness about the octave melody. The tune may be a
little over-ripe but it is sweet sensuous music, and about
it hovers the hush of a rich evening in early autumn.”

No. 11.—FEtude in A minor.

This is the longest and most important of the
Studies. It is usually known as “The Winter Wind.”
It has not, however, a wintry chill about it. It is more
a reflection of late autumn. The opening lines of
George Meredith’s magnificent poem seem to fit the
music very closely:

“The Great South-West drives o’er the Earth,

And loosens all his roaring robes behind him
Over moor and field."
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Von Biilow says of it that “its particular merit is
that while producing the greatest fullness of sound
imaginable it keeps itself entirely unorchestral and
represents pianoforte music in the most accurate sense
of the word. To Chopin is due the honour and the
credit of having set fast the boundary between piano-
forte and orchestral music, which through other com-
posers of the romantic school, especially Robert
Schumann, has been defaced and blotted out to the
prejudice and damage of both species.”

Kullak says: “It is a bravura study of the highest
order; and 1is captivating through the boldness and
originality of its passages, whose rising and falling
waves, full of agitation, overflow the entire keyboard;
captivating through its harmonic and modulatory
shadings; and captivating, finally, through a wonder-
fully invented little theme which is drawn like a ‘red
thread’ through all the flashing and glittering waves
of tone, and which, as it were, prevents them from
scattering to all quarters of the heavens.”

The air is given out to commence with in single
notes, then whispered again with fuller harmony. As
in Opus 25, No. 6, attention should be given by the
performer chiefly to the left hand passages which form
the poetic content of the composition. The march-like
rhythm must be played in strict time. The scale with
which the Etude ends is a rare feature in Chopin’s work.

Huneker says: “It takes prodigious power and en-
durance to play this work, prodigious power, passion and
no little poetry. It is open air music, storm music, and
at times moves in processional splendour. Small-souled
men, no matter how agile their fingers, should avoid it.”

No. 12—Etude in C minor (Arpeggios).

Elemental warfare holds sway in this, the last and
in some senses the greatest of the Studies. It seldom

receives justice at the hands of performers.
11
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As Niecks says: “In it the emotions rise not less
than the waves of arpeggios which symbolise them.”

The great billows of sound sway up and down like
the ground swell of the ocean after some terrific storm.
If one could imagine the first Study of Opus 10 1n
Arpeggios in C major, No. 12 of Opus 10, the revolu-
tionary Etude in C minor, and No. 11 of Opus 25 1n
A minor, melted and poured together 1n a crucible, one
fecls that the result would be something like this study.

Willeby says that the sameness of the form of the
arpeggio figure causes a certain amount of monotony
to be felt, but this can only be the result of having
heard it inadequately rendered. As Huneker points
out, it is only monotonous in the sense that the thunder
and spray of the sea when it tumbles and roars on
some sullen, savage shore is monotonous.

« Beethovean in its ruggedness, the Chopin of this
C minor Study is as far removed from the musical
dandyisms of the Parisian drawing-rooms as is Beet-
hoven himself. It is orchestral in intention and a true
epic of the piano. How Liszt must have thundered
through this tumultuous work. Before it all criticism
should be silenced that fails to allow Chopin a place
among the greatest creative musicians. We are here in
the presence of Chopin the musician, not Chopin the
composer for piano.”

One would think it was impossible to look upon this
emotional masterpiece prosaically, but Kullak only
says of it that it is a grand, magnificent composition
for practice in broken chord passages for both hands,
which requires no comments.

In Von Biilow’s edition there are important hints as
to the proper rendering of this piece. He warns per-
formers against allowing the strength of tone to de-
generate into hardness, and that in the poetic striving
after a realistic portrayal of a storm on the piano,
the instrument as well as the piece may come to grief.
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The pedal is needful to gi e
) give the requisite eff
must change with every new harmonyc.l ite effect and

OPUS 26.—Two Polonaises.
No. 1, C sharp minor; No. 2, E flat minor.

Dedicated to Mr. J. Dessauer.
Published in 1836.

SIX years elapsed after th icati

: : e publication of Chopin’
e first Polonaise (Opus 22, ¢.z.) before he gave F}glsi
Pwo_ to the public. In the interval he had settled in

aris, had suffered the loss of his “ideal” lady (Con-
s}tantla. Gladkowska), had loved and been refused by
the pretty Marie Wodzinska, had travelled, experi-
enced disappointments at his comparative non-success
as ahplamst before large audiences, and had brooded
%}ﬁc over the wrongs and oppression of Poland.
degtsfl: ;:gcclj Polgpalsclas show clearly by their increased

emotional e i e in’

o i xpression the result on Chopin’s

In the Polonaise in E flat maj

; ‘ in | major the com /
occupied chiefly with its aspect as a dancepojgil ‘}cﬁz
possibilities of providing an effective displz;y of wvir-
’tcuomty within the limits of the form. But just as he
f;zagecelt tk};e_ I?_atlcgngl dance form of the waltz, turning it
rilliant dance into a lyric poem s0 in t

tbwo Polonaises we find the form E’lodi’ﬁed i}ntil;esii
Ael(i:;?mesl a subtly expressive vehicle of emotion
ol 101}11g1 the rhythm is preserved the dancing char-
Et (;a;e f:néhts:appeaged. Whether Chopin so intended

: ot say, but certainly it is easy to read i
}tjl;lrss Pfc;lo;?ayse a coz}nplﬁte love romance, yThe lﬁ?sc{} flgg;

y Jorlessuno and allegro appassionato, are of

zgiength Iz}nd open the piece with a grar;.d rhytlsliﬁgﬁ

ng. The second four bars are an earnest question




104 A HANDBOOK TO CHOPIN'S WORKS.

delivered with emphasis and insistence, and bars nine
to twelve are quite as clearly an answer, timid and
hesitating. This section is repeated, and then comes a
rhythmical figure, at first played sotzo voce, but con-
stantly increasing to feor/issimo, and broken in upon by
curious lightning-like flashes in the right hand; this 1s
followed by a melody, simple and tender, and then the
question and answer of the opening are repeated. ;

At the meno mosso the trio begins. Kleczynski
says: “Here simplicity and exquisiteness are com-
bined in a really Chopinesque and characteristic way.”
He also points out that bars nine to twelve gain im-
mensely 1n effect if played with both loud and soft
pedals, and that the beautiful modulatory bars should
be played very rubato. The first part of the trio is a
solo voice; but in the second part a tenor joins the
treble with expressive cantilena passages like a 'cello
obbligato. This Polonaise has no definite end, a pecu-
liarity which is characteristic of much of Chopin’s
earlier work in all the dance forms. In the later works,
however, whether mazurka, waltz, or polonaise, the
codas are often fresh inspirations of great beauty and
form most effective endings.

No. 2—Polonaise in E flat minor.

This Polonaise forms a strong contrast to the pre-
ceding one. In it we seem to hear Chopin brooding
over the wrongs and oppression of Poland. It opens
with a phrase as of sullen murmurs of discontent, and
the fact that it is played pianissimo when the natural
pianistic interpretation would be forze, gives a curious
fecling of suppression. The very numerous rifenutos
and accellerandos serve to mark the unsettled state of
feeling throughout the piece.

Niecks says that it “speaks of physical force and
self-reliance. It is full of conspiracy and sedition.
The ill-suppressed murmurs of discontent, which may
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be compared to the ominous growls of a volcano, grow
in loudness and intensity, till at last, with a rush and
a wild shriek, there follows an explosion, the thoughts
flutter hither and thither, in anxious, helpless agitation.
Then martial sounds are heard-—a secret gathering of
a few, which soon grows in number and boldness. Now
they draw nearer; you distinguish the clatter of spurs
and weapons, the clang of trumpets (D flat major).
Revenge and death are their watchwords, and with
sullen determination they stare desolation in the face
(the pedal F with the trebled part above). After an
interesting transition the first section returns. In the
meno mosso (B major) again a martial rhythm is
heard ; this time, however, the gathering is not one for
revenge and death, but for battle and victory. From
the far-off distance the winds carry the message that
tells of freedom and glory. But what is this (the four
bars before the fempo I)? Alas! the awakening from
a dream. Once more we hear those sombre sounds, the
shriek and explosion, and so on. Of the two Polon-
aises, Op. 26, the second is the grander, and the de-
finiteness which distinguishes it from the vague first
shows itself also in the form.”

Huneker, who says that this Polonaise is variously
known as the Siberian or the Revolt Polonaise, calls it
an awe-provoking work. “The episode in B major
(meno mosso) gives pause for breathing. It has a hint
of Meyerbeer. But again with smothered explosions
the Polonaise proper appears, and all ends in gloom
and the impotent clanking of chains.” '

To Karasowski it is “mysterious, gloomy, and shud-
derine. It seems to picture the suffering Poles
banished in chains to Siberia.”

Kullak says that “the beginning of the second part
seems to silence for a moment the mental struggles. Tt
sounds like military (cavalry) music passing by, and is
to be kept strictly in time, but this is only a passing
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moment and does not hinder the previous discon-
nectedness and passionateness from resuming sway.
Calm and peace are afforded by the secondary subject
only, which also sounds like military music.”

This Polonaise, unlike the preceding one, has a short
but definite and very expressive coda.

OPUS 27—Two Nocturnes.

No. 1 in C sharp minor, Larghetto; No. 2 in D flat,
Lento sostenuto.

Dedicated to Mme. la Comtesse d’Appony.
Published May, 1836.

HESE two Nocturnes are amongst the most inter-
esting of the whole group, being only equalled by
the two forming Opus 37 and the No. 1 of Opus 48.
Of the first in C sharp minor Huneker says: “It is the
gloomiest and grandest of Chopin’s moody canvasses.
Its middle section is Beethovian in breadth.”
Kleczynski thinks that it marks the culminating
point of Chopin’s creative genius. “An entire world
separates us here from Field; the thought of a poetry
profoundly felt clothes itself in magic form.” Willeby
considers it the most dramatic of all the Nocturnes,
and Huneker says it is a masterpiece and the great
essay in the form. “The wide meshed figure of the
left hand supports a morbid, persistent melody that
grates on the nerves.” Niecks has nothing to say of it
except to remark on this accompaniment figure as its
most noteworthy feature. It certainly is wonderfully
in keeping with the anxious and distressed character of
the opening theme, and the way in which it changes to
support the agitation of the middle section is masterly.
At the close we have one of those marvellous codas of
Chopin which constantly make the endings of his com-
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position so interesting and beautiful, that they appflear
to be separate inspirations, and one regrets tha’i1 t eg
are not the basis of a new work to be developed an:
amplified at leisure. Kullak speaks of it as ecc;lem;}stl;:
in colouring, and beneficent and conciliatory 1n eftect.
He finds in this Nocturne a psychological resemblance
to Meverbeer’s song, “ The Monk.” “The chief sub]ect'
is gloomy in colouring; it is like the melancholy lament
of one who is done with life. In the secondary sub-
ject, bar twenty-nine, pin mosso, silent resignation
gives way to bitterness and resentment, wh1ch,_aft§r
climaxing in the first two strophes (bars twenty-nine 3
fifty-three and fifty-four to sixty-four, in the thir
(bars sixty-five con anima) veers to extremes, to covet-
ous desires, to passionate longing for the pleasures
of the world. To greatest ecstasy succeeds, _Wea’}q and
exhausted, the repetition of the chief subject” (bar
ichty-four, Zzempo primo).
3 gThyis is the trafn cff ide;s that this Nocturne suggests
to Kullak, and it is interesting to compare it with
Kleczynski’s somewhat melodramatic impression of its
meaning. It appears to him “to be the description of
a calm night in Venice, when, after a scene of murder,
the sea closes over a corpse and continues to serve as a
mirror to the moonlight.” ' :
The music is certainly very moving and dramatic,
and every one will have their own ideas as to its possi-
ble meaning. It is very interesting fto see how 1t ap-
peals to different temperaments, resulting as it does in
very wide variations of reading. There is no doubt
that Finck is right when he says that “it embodies a
greater variety of emotion and more genuine dramatls
spirit in four pages than many operas in four hundred.

No. 2—Nocturne in D flat (Lento sostenuto).

Just as the Nocturne in E flat (Op. o, No. 2) is the
favourite of the amateur, so this one in D flat 1s the
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cheval de bataille of the professional. It exhibits in
an extreme form all the sweetness, the refinement, the
exquisite ornamentation and the luscious melody of
which Chopin was capable. At the same time it de-
mands very perfect technique and consummate taste
for its adequate rendition. There are two chief sub-
jects in it which are each repeated in strophes three
times in transposed and enriched forms. There is a
lavish use of sixths in the right hand, and a profusion
of delicate fioriture. Kleczynski is of opinion that the
leading theme should be played pianze and repeated
the second time pianissimo with both pedals, and the
third time should be taken forfe, in opposition to the
markings in the music of some of the older editions.
He objects, hawever, to the cadenza in the seventh bar
of the third repetition being taken con forza, as
directed, and thinks it should be played con deli-
catezza. It should really be a matter of choice, de-
pending on the reading of the piece as a whole. It
remains for every performer to be able to convince his
audience that his particular reading is the right one.
It is for him to make his version—(that blessed word
of musical criticism)—" convincing.”

Kleczynski quotes Fontana, Chopin’s friend and
published, in support of his theory that the third repeti-
tion of the theme loses all effect after the crescendo of
the second repetition, unless it is taken forze. He con-
siders it “an immensely rich composition, possessing
distinction of form independently of the nobility of its
main conception.” Elsewhere he says that it “has been
compared to the highest creations of contemporary
poets. His concluding bars are inimitable, they are
sighs with truth stamped upon them, which rise in the
air to lose themselves in the entrance of the heavens.
The whole work shows the full development of the
composer’s youthful dreams and enchantments.”

Huneker says: “It contains but one subject and is a
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song of the sweet summer of two souls, for there is
obvious meaning in the duality of voices. It is a lovely
imploring melody, and harmonically most interesting.”

In Klindworth’s edition, attention is drawn in the
fourth bar of the second repetition of the leading
theme to one of the harmonically interesting points
that lay concealed in the unchanged homogeneous
figure of the accompaniment. If the D flat, D natural,
and E flat are lightly dwelt upon, a very original and
beautiful effect is disclosed.

Kullak’s otherwise very interesting edition does not
draw attention to this or similar points.

Niecks Has a word of caution about its enervating
style. “Nothing can equal the finish and delicacy of
execution, the flow of gentle feeling lightly rippled by
melancholy, and spreading out here and there in smooth
expansiveness. But all this sweetness enervates, there
is poison in it. We should not drink in these thirds,
sixths, etc., without taking an antidote of Bach or Beet-
hoven.” The Professor is right; beautiful and entranc-
ing as is the melody, it is with a feeling of relief, as of
coming out into the open air from a conservatory, that
we turn to the fresh, broad, and noble sweep of such a
theme as the leading subject of Beethoven’s “ Appas-
sionata Sonata,” the towering strength of the first move-
ment of the “Eroica” Symphony, or the simple majesty
of the pianoforte trio, Opus g;.

OPUS 28.—Twenty-four Preludes.

No. 1, C major (Agitato); No. 2, A minor (Lento); No.
3, G major (Vivace); No. 4, E minor (Largo); No. 5, D
major (Allegro Molto); No. 6, B minor (Lento Assai);
No. 7, A major (Andantino); No. 8, F sharp minor
(Molto Agitato); No. 9, E major (Largo); No. 10, C
sharp minor (Allegro Molto); No. 11, B major (Vivace);
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No. 12, G sharp minor (Presto); No. 13, F sharp
(Lento); No. 14, E flat minor (Allegro); No. 15, D flat
(Sostenuto); No. 16, B flat minor (Presto con fuoco);
No. 17, A flat (Allegretto); No. 18, F minor (Allegro
Molto); No. 19, E flat (Vivace); No. 20, C minor
(Largo); No. 21, B flat (Cantabile); No. 22, G minor
(Molto Agitato); No. 23, F major (Moderato); No. 24,
D minor (Allegro Appassionato).

Dedicated “A Son Ami Pleyel” and to Mr. J. C. Kess-
ler (in the German edition).
Published September, 1830.

Twenty-four Preludes.

S Niecks says in discussing the title Preludes, no

_ one name could adequately describe the infinitely
varied contents of this opus. He writes: “This
heterogeneous collection of pieces reminds me of
nothing so much as of an artist's portfolio, filled with
drawings in all stages of advancement, finished and
unfinished, complete and incomplete compositions,
sketches and mere memoranda, all mixed indiscrimin-
ately together.”

When examined carefully, however, it will be seen
that each Prelude is a musical thought absolutely
rightly expressed, never a line too long or a bar too
short. They are quatrains and lyrics perfectly fin.
ished, rounded and polished, never fragmentary or
incomplete. There are twenty-four in the twenty-four
different keys from C major to D minor, a fact which
in itself seems rather to tell against Niecks’s theory of
a fortuitous concourse of atoms.

Rubinstein calls them the pearls of Chopin’s work;
and Huneker says: “The twenty-five Preludes alone
would make good Chopin’s claim to immortality. Such
range, such vision, such humanity! All shades of
feeling are divined, all depths and altitudes of passion
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explored. If all Chopin, all music, were to be de-
stroyed I should plead for the Preludes” This is also
Finck’s choice, and would probably be the choice of
the majority of pianists, for it would be difficult to
find any music of the same length which contains so
much that would harmonise with every possible mood
and in which grace, beauty, distinction and interest
were so happily blended.

Schumann, in reviewing them, said : “T must signal-
ise the Preludes as most remarkable. I will confess that
T expected something quite different, carried out in the
crand style, like his Etudes. Tt is almost the contrary
here; these are sketches, the beginnings of studies, or,
if you will, ruins, eagles’ feathers, all wildly, varie-
gatedly intermingled. But in every piece we find, in
his own refined hand, written in pearls, ‘This is by
Frederic Chopin’; we recognise him even in his pauses,
and by his impetuous respiration. e is the boldest,
the proudest, poet-soul of to-day. To be sure, the book
also contains some morbid, feverish, repellent traits;
but let every one look in it for something that will en-
chant him. ~Philistines, however, must keep away.”

Finck says of them: “There are among Chopin’s
Preludes a few which breathe the spirit of contentment
and peace, or of religious grandeur; but most of them
are outbursts of the saddest anguish and heartrending
pathos. If tears could be heard they would sound like
these Preludes.”

But this seems to me only another attempt to force
upon the memory of Chopin this hard-to-kill tradition
of effeminate sentimentality. Carried away by a facile
phrase, Finck labels these Preludes wholesale. But
what is really the case? Fourteen out of the twenty-
four are expressions of happiness, content and gaiety.
Seven depict conflict, protest, impulse, even rage. Only
three are really sad or sorrowful, and even in these it
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is a manly self-contained grief, nothing hysterical or
morbid.

Rightly does Niecks speak of the “almost infinite
and infinitely varied beauties collected in this treasure
trove.”

Much has been written about the probable date of
their composition, and many are the disputes as to
which of them, if any were composed during the winter
that Chopin and George Sand spent together at
Majorca. A careful study of Chopin’s letters, in which
there are references to the Preludes, leads one to believe
that the majority of them were composed in 1837 and
1838, before the journey to the island. It is just possi-
ble, however, that three or four may have been written
at Palma or Valdemosa; whilst it is certainly the case
that Chopin revised the whole Opus at the latter place
before forwarding it to his publisher, Camille Pleyel,
who had paid him 2,000 francs for the copyright. It is
on record that Chopin said: “T sold the Preludes to
Pleyel because he liked them,” and that Pleyel ex-
claimed on one occasion, “ These are my Preludes.”

The term Prelude, which strictly signifies an intro-
duction or a piece played before a more important
composition, is, however, frequently used in music for a
work of intrinsic and independent value, and it is in
the latter sense that we must look at the title as used to
describe these varied tone poems.

Kullak says of them that: “Chopin’s genius nowhere
reveals itself more charmingly than within narrowly
bounded musical forms. The Preludes also are in
their aphoristic brevity masterpieces of the first rank.”

Liszt comments on the unassuming nature of the
title “Preludes,” and adds: “Yet the compositions
which are thus modestly named are none the less types
of perfection in a mode which he himself created, and
stamped, as he did all his other works, with the deep
impress of his poetic genius. Written when his career
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/as / just beginning, they are marked by a youthful
:?ilgbozlrllrylojt foung in some of his later works ew_enhwhc;n
they are more elaborate and finished, and richer in

ions.
COI’?Ei:n?ntegting with George Sand would seem to 1?%
at first hindered the composer in his work, as the Pre-
ludes are the only publication of the year 1839. It 1151
noteworthy that the next six opus numbers were @
published in 1838. This in itself would seem to provg
that most of the Preludes were composed in 1837 an

1838.
No. 1.—Prelude in C major (Agitato).

This beautiful little impromptu has perhaps more the
nature of a prelude than any of the others, and thetre*
fore is particularly in place as the first of the twenty-
{Ollliricczynski recommends that it should be played
twice, the first time with less, the second with greater
haste in the middle part, the speed becoming slower

'ds the end.

tO\IKiIan;;cr says, after speaking of the Bach Preludef,
that although this one is not Bach-1an, yet 1t couldga\e
been written by no one but a devout Bach stuh ent.
“The pulsating, passionate, agitated, feverish, a?t){
qualities of the piece are modern; so is the changefu
modulation. It is a beautiful composition, rising to no
dramatic heights, but questioning and full of life.

No. 2—Prelude in A minor (Lento).

Kleczynski dismisses this Prelude very lirleﬂy and
in a most arbitrary fashion. He thinks 1t “ought not
to be played, as it is bizarre ’f; but t}ns is a most
gratuitous and unfounded assertion. It is difficult also
to agree with Huneker, who finds it desperate, exas-
perating to the nerves, ugly, despairing, almost
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grotesque and discordant. He says: “A small figure
1s repeated in descending keys until hopeless gloom
and depraved melancholy are reached in the closing
chords. Chopin now is morbid; here are all his most
antipathetic qualities. There is aversion to life—in
this music he is a true lycanthrope. A self-induced
hypnosis, a mental, an emotional atrophy are all
present.”

This Prelude appears to have an extraordinary effect
upon “Huneker, for in his “Mezzotints in Modern
Mu51_c, he says: “No. 2, with its almost brutal
quality and enigmatic beginning, is for a rainy day—a
day when the soul is racked by doubts and defeats. It
1s shuddersome and sinister. About it hovers the grisly
something which we all fear in the dark but dare not
define.”

It is a piece that will appeal differently to varying
temperaments, and it certainly is of extreme originality.
It has by some commentators been seized upon as an
evidence that Chopin must have written the Preludes
during his illness at Majorca, because it is so morbid
and febrile in tone, but the evidence of Tarnowski
proves clearly that it was written before that time.

Notwithstanding its eccentric reputation it will be
found by no means the least interesting of the Preludes.

No. 3—Prelude in G major (Vivace),

The contrast of the fresh and delicate grace of this
Prelude, compared with the gloom of the preceding
humber, is most characteristic. No two pieces could
be more unlike, and yet one of the salient features of
these Preludes is that when they are played consecu-
tively as a whole there appears to be a distinct relation-
ship running through them. One feels, for instance
that if in playing them through, one of the Noctumes:
or one of the Etudes was inserted that it would at once
appear strange and throw out the balance of the work,
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Huneker speaks of the rippling rain-like hgure of
the accompaniment, “graceful and gay; the G major
Prelude is a fair reflex of Chopin’s sensitive and natur-
ally buoyant nature. . . . A ray of sunshine, but a sun
that slants in the West, is this Prelude”

Willeby thinks the flowing semiquaver figure of the
accompaniment is essentially French. Some commen-
tator, badly equipped with 1magination, has given this
delicate little study the curiously ill-chosen name of
“Te Ruisseau.” This kind of publisher’s title, when
bestowed without the most sensitive care, is only mis-
leading.

This Prelude is a fleeting vision of beauty, barely
apprehended before it floats away. It passes like
thistle-down on a summer breeze.

No. 4—Prelude in E minor (Largo).

This Prelude with No. 6 was played at Chopin’s
funeral service in the Madeleine. Niecks calls it “a
little poem, the exquisitely sweet languid pensiveness
of which defies description. The composer seems to be
absorbed in the narrow sphere of his ego, from which
the wide, noisy world is for the time being shut out.”

It is one of the three Preludes which can truly be
called sad, and it certainly justifies Shelley’s line:

Our sweetest songs are those that tell of saddest thought."

As Willeby says, the melody seems literally to wail,
and its sadness is exquisite.

Karasowski refers to it as a real gem which alone
would immortalise the name of Chopin as a poet.

Huneker thinks that it must have been this number
that impelled Rubinstein to assert that the Preludes
were the pearls of Chopin’s work. “Its despair has
the antique flavour, and there is a breadth, nobility,
and proud submission quite free from the tortured,
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whimpering complaint of the second prelude. The
picture is small, but the subject looms large in
meanings.”

No. 5.—Prelude in D major (Allegro Molto).

This short Prelude is seldom heard in public. It is
very difficult and curiously intricate in accent and
phrasing. It is like some beautiful fabric, shot with
gold thread in a curious arabesque pattern, which is
waved before our eyes and whisked away before we
have had time to apprehend its mazy texture. For
Huneker “it is Chopin at his happiest, spinning his
ﬁn'est, his most iridescent web, and reveals musician-
ship of the highest order.”

No. 6.—Prelude in B minor (Lento Assai),

With No. 15 this is perhaps the most played of the
Preludes. With' amatcﬁrs tlrlljis is probabllay c}::n account
of their being two of the easiest.

In George Sand’s “ Histoire de ma Vie” the authoress
narrates that they were detained and their lives placed
in considerable danger by a heavy storm. Arriving
late at the monastery at Valdemosa they found the
composer seated at the piano playing this Prelude. The
rain had just ceased, but heavy drops were falling
steadily from the eaves, and the depressing and mono-
tonous sound is supposed to be reflected in the reiterated
dropping notes of this Prelude. George Sand says:
“When [ called his attention to those drops of water
which were actually falling upon the roof he denied
having heard them. He was even vexed at what I
translated by the term imitative harmony. He pro-
tested with all his might, and he was right, against the
puerility of these imitations for the ear. Llis genius
was full of mysterious harmonies of nature”

Kleczynski points out that if this idea is taken as
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the musical foundation of the piece it is only fully
developed in the Prelude No. 15, in B flat, compared
with which the present example is a mere sketch. Liszt,
again, who tells the same story in a different way, con-
nects the same idea with Prelude No. 8, in F sharp
minor, but certainly with less foundation. George ngd
said of this one that “it precipitates the soul into
frightful depression.” Huneker thinks it doleful and
pessimistic, although classical in its repression of feel-
ing and its pure contour. For Willeby it expresses
prostration of soul.

Though certainly sad, it will hardly convey to most
people such an exaggerated feeling of gloom, and
there is no disputing its extreme beauty.

No. 7—Prelude in A major (Andantino).

Set like a gem between the sorrow of the sixth and
the feverish agitated anxiety of the eighth Preludes,
this little miniature of a Mazurka never fails to exer-
cise an enthralling charm. As Huneker says: “It is
a mere silhouette of the national dance, yet in its
measures is compressed all Mazovia.”

No. 8.—Prelude in F sharp minor (Molto Agitato).

“How wonderfully the contending rhythms of the
accompaniment and the fitful, jerky course of the
melody depict a state of anxiety and agitation.”
(Niecks.)

All through, as far as the climax (the fortissimo after
the sirefto) this Prelude displays a feverish, agitated
anxiety, which, however, dies down and is succeeded
by calmer feelings.

It is noteworthy how Chopin, though using through-
out a recurrent figure of semiquavers, has avoided
monotony. Hadow considers it the most astonishing
instance in music of this form of decorative effect.

12
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No. g.—Prelude in E major (Largo).

Multum in parvo. Though only four lines long this
is one of the biggest and broadest pieces of music ever
written. It is as majestic and as sonorous as Tenny-
son’s Alcaics:

*O mighty-mouth’d inventer of harmonies,
O skilled to sing of Time or Eternity,
God-gifted organ-voice of England,
Milton, a name to resound for ages.”

It has the grandeur of a cathedral isle. Barbedette
says that it is an evocation of sovereign majesty.

Willeby thinks it might almost be termed Schumann-
ish, but admits that it shows all over it the individu-
ality of its creator. Huneker finds in it a measure of

grave content, with hints of both Brahms and Beet-
hoven.

No. 10—Prelude in C sharp minor (Allegro Molto).

The next, No. 10, must surely have been the one
which suggested to Schumann the simile of eagles’
feathers that he used in reviewing the Preludes. He
said that on each one was written in pearls, “ This is
by Frederic Chopin”; “we recognise him even in his
pauses, and by his impetuous respiration.”

This sentence seems to apply more to this short Pre-
lude than to any other.

No. 11.—Prelude in B major (Vivace).

This Prelude is a miracle of concentrated grace and
beauty, but it is so short that it is gone almost before
one has time to enjoy it. Huneker calls it “another
gleam of the Chopin sunshine”; and Willeby says:
“ No one who hears the first four bars could help ex-
claiming, ‘ That is Chopin.’”
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No. 12—Prelude in G sharp minor (Presto)

After the sunshine of the last Prelude storm-clouds
gather in this. Barbedette dwells on its passionate
character. In its position between the sunny charm of
the last and the calm beauty of the next, this Prelude
passes like a summer storm on the Lake of Como.

No. 13—Prelude in F sharp major (Lento).

The most exquisite peace reigns in this Prelude. The
opening section is devotional, almost prayerful. The
pur lento expresses an almost ecstatic happiness, while
the modulations in the coda are so strangely original,
unexpected and beautiful, that they are of perennial
interest. Willeby exclaims: “Here is the most beauti-
ful of all,” and brackets it with No. 15 as his choice.
Niecks thinks it beautifully melodious, and Kleczynski
recommends that it should be played in almost re-
ligious style.

No. 14—Prelude in E flat minor (Allegro).

There is a superficial resemblance in this Prelude to
the finale of the B flat minor Sonata, inasmuch as it is
in unbroken triplets, but instead of “sweeping by cold
and unfriendly like the wind over a newly-made
grave,” this Prelude i1s hot with anger, and should be
played with powerful emphasis. Huneker speaks of its
sinister key and its heavy sullen-arched triplets. “ The
heat of conflict is over 1t all.”

No. 15.—Prelude in D flat major (Sostenuto).

This is by many considered the most beautiful of
the  Preludes. The opening phrase is only to be
matched by such melodies as those of the F sharp and
D flat Nocturnes, while the middle section is impres-
sively dramatic.
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Niecks says that in hearing it there “rises before
one’s mind the cloistered court of the monastery of
Valdemosa, and a procession of monks chanting lugu-
brious prayers, and carrying in the dark hours of the
night their departed brother to his last resting-place.
It reminds one of the words of George Sand that the
monastery was to Chopin full of terrors and phantoms.
This C sharp minor portion of No. 15 affects one like
an oppressive dream ; the re-entrance of the opening D
flat major, which dispels the dreadful nightmare, comes
upon one with the smiling freshness of dear, familiar
nature—only after these horrors of imagination can its
serene beauty be fully appreciated.”

Kleczynski thinks that in this Prelude Chopin elab-
orated the idea of the constant falling of rain drops
which appeared in the sixth Prelude, and throughout
the dominant pedal is almost continually used. It must
have been the middle section of this Prelude of which
George Sand was thinking when she said: “Some of
them create such vivid impressions that the shades of
the dead monks seem to rise and pass before the hearer
in solemn and gloomy funeral pomp.”

No. 16—Prelude in B flat minor (Presto con fuoco).

This Prelude was a great favourite with Rubinstein,
who used to play it with extraordinary fire and éravura.

It 1s a marvellous expression of determined impul-
siveness. The first six chords sound like the declara-
tion of some fixed intention, followed by a pause of
concentration on the aim in view. Then an impetuous
rush of resistless energy in the treble passages of un-
broken semiquavers, supported by a dogged persistent
rhythmic figure in the bass. At the s#reffo, the left
hand, as it were, stops for a moment to shout encour-
agement in spreading chords, once more resumes its
active support, gives a final rousing cheer, and then
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both hands rush upwards together in successful attain-

ment. :

For Huneker this is the boldest of the set. It 1s
Chopin in riotous spirits. “The introduction 1s like a
madly jutting rock from which the eagle spirit of the

composer precipitates itself.”

No. 17—Prelude in A flat major (Allegretto).

This is another general favourite. With this Prelude
Chopin won over Moscheles, who was at first not quite
sympathetic to the composer. We read in his
“Memoirs”: “I called on him according to agreement
with Charlotte and Emily, who are also quite enthusi-
astic about him, and who were particularly struck with
the Prelude in A flat major, in the & time, with the ever-
recurring pedal A flat. ; . :

“Mis ad libitum playing, which with the interpreters
of his music degenerates into disregard of time, 1s with
him only the most charming originality of execution;
the dileftantish harsh modulations which strike me dis-
agreeably when 1 am playing his compositions 1o
longer shock me, because he glides lightly over them in
a fairy-like way with his delicate fingers; his piano 1s
so softly breathed forth that he does mot need any
strong forte in order to produce the wished-for
contrasts.” )

Kleczynski calls this Prelude a beautiful romance,
and Niecks thinks it akin to Mendelssohn’s “Songs
Without Words,” but when some one spoke slightingly
to Mendelssohn about it, the generous composer replied
with unusual warmth, “I love it! I cannot tell you
how much, or why, except perhaps that it is something
which T could never at all have written.”

As Huneker says, the eleven booming A flats on the
last page are historical, but this effect 15 often grossly
exaggerated in performance.
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No. 18—Prelude in F minor (Allegro Molto).

3 Tlc;?fle is a c?rlc:}zs%ly close resemblance in this Prelude
Schumann’s v i i

g den - 111fsch\\ ung” (Soaring). Huneker

; ramatic a most @'o an operatic degree, sonor-

9]};15? rather gramdﬂoqu}cnt, it 1s a study in declamation.

1s page of Chopin’s, the fo7s0 of a larger idea, is

nobly rhetorical” 3 P

No. 19—Prelude in E flat major (Vivace).

‘“ What is so rare as a day in June?
Then if ever come perfect days.”

These lines of Lowell's w '
e _ s would be a fittin i
moﬁtol for] this exquisite Prelude. e
15 the expression of contented happi
; ‘ <pre : appiness; the
E}Ct]Ody'gOCS singing along in unbroken triplets, with
e 2 single sudden pause, as if to allow the soul to
rc.ccl).gm.slse that most exquisite of all joys, the conscious
readls-ahon that one is happy, a golden moment of life;
:}rl) th_cn' again back to the complete abandonment to
ofe;:i{%\t-n;cnt 0(151 thtlz hourd\mth just the delicate change
of acce owards the end, by which Chopi 1
indicate that in this ideal happir ol s
! s 1deal happiness there is no shad
of monotony or satiety. N : i
satiety. Not all tears are sad
Edgar Allan Poé said: ¥ bk oy
Edg : said : “Beauty of whatever kind i
‘Bea ever kind
;t;sulﬂ;grfmc ,c’ievehc)ipl?ent inevitably excites a qgnsitixl'lf-l
s ears”; and this Prelude is supremel beautiful
: $ SUf eautiful
and happy enough to excite the tribute of eglot'ion. '

No. 20—Prelude in C minor (Largo).

CW"I;\\EI.\;'C bars of some of the most beautiful chords
beaen-cutten 11;[ake up the sum of this Prelude. Bar-
> says that it is a magnifi : which

; ) s a magnificent Chorale which
;:Oc;%i??alxi :é._great effect on the organ. Commencing
ssumo 1t dies away to a plawe, and t  half

for _ Va) . prane, and the j
1s repeated in a whisper, : P i
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Willeby finds a comparison with Schumann’s
« Nachtstuck,” Opus 23, No. 1, interesting. There is a
curious resemblance in form, but it is only a coinci-
dence, and it would be unfair to Schumann to carry
the comparison further, as the “Nachtstuck” is dis-
tinctly inferior in scope and power to this Prelude.

No. 21 Prelude in B flat major (Cantabile).

Once again, as in No. 15, we have in this Prelude a
melody difficult to match even from the Elysian fields
of the Nocturnes. Specially interesting, too, is the
novel diverging quaver figure of the accompaniment,
which half-way through is taken up by both hands.
Huneker thinks it superior in content and execution to
most of the Nocturnes, while in feeling it belongs to

that form. ;
Niecks says it is one of the finest of the collection.

No. 22.—Prelude in G minor (Molto Agitato).

This Prelude represents a short but triumphant
struggle. Tt is in wonderful contrast to the calm
beauty of the preceding one, and the delicate grace and
fancy of the next. In fact, in studying these Preludes
consecutively, one cannot but be struck by the genius
with which Chopin has used contrast to heighten the

effect of his work. _
The octave passages in the bass are most effective.

No. 23—Prelude in F major (Moderato).

For delicate graciousness and airy charm this Pre-
lude must carry off the prize. As in No. 19, exquisite
happiness is here again the note, not so buoyant per-
haps, but quite as contented, with just a sudden touch
of vagueness and elusiveness in an E flat in the last
bar, that seems to float the melody off into infinity,
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one of those convincing touches of genius that hall-
marks everything that Chopin wrote.

Huneker says: “It deliciously colours the close,
leaving a sense of suspense, of anticipation, which is
not totally realised, for the succeeding number is in a
widely divorced key; but it must have pressed hard
the Philistines. Aerial, imponderable, and like a sun-
shot spider-web oscillating in the breeze of summer,
its hues change at every puff. It is in extended har.
monics and must be delivered with spirituality. The
horny hand of the toilsome pianist would shatter the
delicate swinging fantasy of the poet.”

No. 24.—Prelude in D minor (Allegro Appassionato).

With this last Prelude we go back to a mood akin
to that of the C minor Etude (Op. 10, No. 12), and the
fall of Warsaw, to which it is a companion picture.
It is the protest and struggle of a nation against op-
pression; the sense of conflict is in the wide stretching
figure in the bass, while the passionate melody continu-
ally urges to renewed strife. Just before the final out-
burst, in a phrase of unmatched and eloquent beauty,
we feel the foreboding of ultimate defeat and the
pathos of fruitless struggle, whilst all through, and in
the three concluding sullen single notes, we seem to
hear, as did Longfellow in the “Arsenal at Spring-
field,” “the loud diapason of the cannonade.”

THE IMPROMPTUS.

CHOPIN wrote four Impromptus, and in this small

group of pieces his genius is displayed as con-
vincingly as in any of his other compositions. The
term Impromptu has been used so often by composers
to describe works which are nothing if they are not
laboured and obviously carefully thought-out com-
positions, that it is refreshing to find in Chopin’s Im-
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promptus that their leading features are sgontar;eeé‘?;
and untrammelled development; they aret. Tay_ pform
as opposed to Noc}fturn}CS; thequrfsﬁg;c afiliﬁatﬁ‘ceﬁzmm
: lades; they have no kir v :

?l?;kclg ?éﬁms; they %;ave not the technical %)urgo}isr;if.
the Etudes, nor the personal revelation f’f ‘mte cherz1;
they are and could be nothing but Implcimp.ui. finss

Niecks finds their contents of a more p-ea;§1:bl, i
than the Scherzi, and speaks of their charming, lova

aywardness. ; 3
wn%unekcr points out that “with all the }f}reedor&eﬁ{
an improvisation the Chopin Impron_aptu] as lz%houg}l
defined form. There is a s_tr_uc‘{u}‘,a.l impulse ? ougt
the patterns are free and original. Later"c?n 1€ L;C,,c}lm-
“Not one of these Impromptus is as naive as.f =
bert’s; they are more slcgp'h}susated and do not sm

f nature and her simplicities.” : A
Or'llj}};ufrgurt'h of the g?oup, which was published %o:t-
humously by Fontana, has been called by him a E;}T;(:
taisie-Tmpromptu, though it is difficult to gtvtclsst :
reasons which led him to affix the term F.ar}taﬁle ton;].
piece already sufficiently distinguished h\, E}e qsme
Impromptu, and so obviously belonging 110 1€ S
class of piece as the others of that name. 7 t Was v s
ten in 1834, which makes it the first of the gg_;ouptm
point of time, the next, Opus 20, not being written
late in 1837.

OPUS 29—Impromptu. A flat major.

Dedicated to Mlle. la Comtesse de Loban.
Published January, 1838.

ULLAK excuses himself from giving an analysis
of the structure of the Impromptus in his anmﬁ
tated edition of Chopin’s works, “because the sma
dimensions of these charming and emotional pieces
facilitates their survey.”
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But although these Impromptus have not the length
and, importance of the Ballades or Scherzi, Ben Jon-
son’s lines occur to us as we survey the exquisite balance
and perfect grace of this little masterpiece :

‘“In small proportions we just beauties see ;
And in short measure life may perfect be.”

The perl:usal of this Impromptu moved Schumann to
write: “Chopin will soon be unable to write anything
more without making people cry out, at the seventh or
cighth bars already, ‘ That is indeed by him.’ People
have called this mannerism, declaring that he malkes
no progress. ‘They should be less ungrateful. Is not
this the same original force that dazzled you so sur-
prisingly in his first works, that in the first moment
perplexed and then enraptured you? And now that
he has given you a succession of rare creations, and
that you understand him more casily, do you ask some-
thing different from him? That would be like cuttine
down a trec because it produces the same fruit every
year. But his productions are not alike; the trunk i}:
indeed the same, but its fruits vary wonderfully ir;
growth and flavour. The above Impromptu so little
resembles anything in the whole circle of his works
that I can scarcely compare it with any other Chopin
composition; 1t is so refined in form; its cantilena is
fyom beginning to end so enclosed in charming figura-
}lggéoli 15, ntﬁtltmg more nor less than so m:’iqube a:n
mptu that it : be i i
il Coﬁlposmom',?annot be placed beside any of his
The opening phrases are of amazing spontaneity and
freshness. Du Maurier made Trilby sing this piece
under the hypnotic influence of Svengali, and certainl
for a vocalist to sing such phrases as these perfectly
re%\le_lrels supra-nc{)r’rrnhal influence. y
lecks says: “This Impromptu has quite ir of
a spontaneous upconstraingd ou}zpourfncrc.] {%ﬁifﬁi;{
tion with its triplets bubbles forth and sparkles like
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4 fountain on which the sunbeams that steal through
the interstices of the overhanging foliage are playing.
The F minor section is sung out clearly and heartily,
with graces as beautiful as Nature’s. The song over,
our attention is again attracted by the harmonious mur-
muring and the changing light of the water.”

Willeby, who considers this Impromptu one of the
most spontaneous and beautiful of Chopin’s works,
draws attention to the peculiar whirring effect obtained
by the use of the D natural against the dominant E
dat in the left hand. Wagner has obtained the same
effect in his spinning-wheel chorus in the “Flying
Dutchman” by the same means.

Tuneker notes the relief to the ear of the strongly
contrasted rhythms of the first and second parts.
“The simple duple measure, s0 naturally ornamented,
is nobly, broadly melodious.”

Rubato should be very freely employed in the ren-
dering of this section. Kleczynski says: “Here every-
thing totters from foundation to summit, and every-
thing is, nevertheless, so beautiful and so clear.”

OPUS 30—Four Mazurkas.

No. 1 in C minor; No. 2 in B minor; No. 3 in D flat
major; No. 4 in C sharp minor.

Dedicated to Mme. la Princesse de Wurtemberg, née
Princesse Czartoryska.
Published January, 1835.

No. 1 in C minor.

CHUMANN reviewed this set of the Mazurkas.
He said: “Chopin has elevated the Mazurka to

a small art form; he has written many, yet few among
them resemble each other. Almost every one contains
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some poetic trait, something new in form and expres-
sion.”

Of the first, Huneker says it is “another of those
wonderful heartfelt melodies of the master.”

The passage marked con anima is especially beauti-
ful. This Mazurka is short but full of intense feeling,

No. 2 in B minor.

The special feature of this Mazurka is its curious
insistence, especially in the trio, where Kleczynski,
whom we suppose wrote with authority, mentions that
the constantly recurring phrase « perfectly realised the
character of Ujejeski in his little poem, * The Cuckoo.””

Huneker says: “It is sprightly and with the lilt,
notwithstanding its subtle progressions, of Mazovia.”

No. 3 in D flat major,

This Mazurka introduces us to a brighter, fuller tone
than any that have gone before, Chopin is here in his
aristocratic, almost ceremonious mood. For once the
nation or the nation’s joys and sorrows are abandoned.
There is a wholly French ring about this brilliant and
elaborate dance; although the alternate major and
minor betrays its Polish origin. At the very end, just
as one has decided that Chopin means to end in the
minor, he startles us with an abrupt return to the major.
Huneker terms this witty and epigrammatic, and says:
“One can see Chopin making a mocking mowue as he
wrote it. Tchaikovsky borrowed the effect for the con-

clusion of the Chinoise in a miniature orchestral
suite.”

No. 4 in C sharp minor.

Again, as in the two preceding books, the last of the
set 1s the most important. Huneker says: “The sharp
rthythms and solid build of this ampler work give it a
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massive character. It is one of the big ;\la.;urk;sf fagc:
the ending, raw as it is—consecutive bare-face hfth
and sevenths—compasses its intended meaning.

OPUS 31—Second Scherzo. B flat minor.

Dedicated to Mlle. la Comtesse Adéle de Furstenstein.
Published December, 1837.

S is the best known and most popular of thg
Tﬂl{zuf gchcrzi. A survey of the programrnesgof
the Saturday to Monday Popular Concerts fromfl ;[.11_
to 1891 shows that this Scherzo enjoyed nine p(}r C())r i
ances against seven of the B minor, and none of Op

S 5 . .
395?11:1ing£]1i i:§14 reviewing it said: “The impassioned
character of the Scherzo reminds us more of gs pre-
decessors; it is a highly attractive piece, so over tﬁ\wgn%
with tenderness, boldness, love and contempt, that 1

.may be compared, not inappropriately, to a Byron

poem. Such a one does not please every one to be
»
sulﬁ. opens with a very striking phrase, pren‘c}a{ and sotto
voce, which Niecks quotes as an instance o S.COIIH. in
music. Von Lenz, however, tells us that Chopin nmci
self taught that it was a question, andhthq s_etcsvnas
phrase is as distinctly an answer. “For C oplﬂ it v .
never question enough, never piano enoug ,lnevelat
vaulted (Zombé) enough, never important enough.
must be a charnel-house,” he said on one o;c%s1qclll.
These personal reminiscences of the cpmposgrél eas
are extremely valuable. Tf this phrase 1s.s.tud1e ! p£a,re£
fully in the light of this teaching the r'lghzl Spﬁl' 0
the opening movement can hardly be IlllSSCf.\ . tlS i
weighty question, a question of the riddle o cx;sl encd
asked of fate with bated breath by some perp exe
soul standing in a vaulted antechamber to the grave.
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The answer is indeed scornful, and though the suc-
ceeding mood is lighter, even its most beautiful phrases
are, as Niecks points out, clouded with sadness.

The melody, marked con anima, is so beautiful that
it was probably the cause of Ehlert’s exclamation, that
“this Scherzo was composed in a blessed hour!”
Huneker speaks of its winning distinction, and says:
“It has a noble tone, is of a noble type.”

The trio, or middle section, in A, marked sostenuio,
reminds Niecks of Leonardo da Vinci’s “ La Gioconda.”
“It 1s a pondering and wondering, full of longing.”

This and the continuing episode in C sharp minor

must be taken slower than the first part, and when the
arpeggio passage in I major, marked leggiero, enters
the former pace may be resumed. As in the B minor
Scherzo, it is permissible to shorten this one by omit-
ting the repetition of the secondary subject.
. The coda is of superb strength and energy. It has
n it a ring of triumph. The questioning phrase recurs
in an altered form, followed by the answer; but this
time we feel that the two are in accord, the scorn has
vanished, the question is answered, and one of Chopin’s
greatest and most original works comes to a brilliant
and satisfying end.

“How supremely welded is the style with the sub-
ject! What masterly writing, and it lies in the very
heart of the piano! A hundred generations may not
improve on these pages.” (Huneker.)

“A very important composition, richer and more
varied in emotional incidents than the other works of
Chopin which bear the same name.” (Niecks.)

“More highly finished than the Scherzo in B minor
and equally impassioned, Chopin never loses the feel-
ing of equilibrium ; always refined, he feels that pas-
sion should never descend to the prose of realism. He
suffers, he has his fits of madness, but he never forgets
to preserve his dignity; he knows that it is not for him
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to exhibit to strangers the extreme depths of his heart.”
(Kleczynski.)

OPUS 32—Two Nocturnes.

No. 1 in B major (Andante Sostenuto); No. 2 in A flat
major (Lento).

Dedicated to Mme. la Baronne de Billing.
Published 1837.

IN these two Nocturnes there is a kind of reaction

from the dramatic height and melodic beauty of
the two forming Opus 27. They are seldom played.
Neither in Willeby’s list of Chopin’s works performed
at the Pops,” nor in the programmes of the Halle
concerts at Manchester do they appear, and this is a
fairly representative test of their popularity. It was,
however, with Chopin a case of reculer pour mienx
sauter, for in Opus 37 he touches the high-water mark
of his efforts in this line.

There are three Nocturnes in this key of B major,
but of the three by far the most celebrated 1s Opus 62,
No. 1, fantastically known as the “ Tuberose” Noc-
turne. To identify this one, therefore, the Opus num-
ber should be quoted on programmes. The prevailing
notes of this Nocturne are sweetness, dreaminess, and
simplicity. Kleczynski says it should be played as
simply as an air by Mozart, and with very little pedal.
A feature throughout is the way the melody is broken
off and interrupted by a sudden pause several times,
after which a beautiful cadence leads us to the close of
the phrase. The point, however, which lends the
greatest interest to this Nocturne is the abrupt intro-
duction of a coda, dramatic in form and of powerful
energy. As Huneker says, it is the best part of the
piece. “It is in the minor, and is like the drum-beat
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of a tragedy. The entire ending, a stormy recitative,
is in stern contrast to the dreamy beginning.”

Kullak says: “The Nocturne expresses feelings,
such as awaken in quiet hours of solitude far from the
noisy world, when one is absorbed in thought and
reverie and dear familiar images arise in memory. The
tender lyric mood continues to the coda. The latter
is strangely and overpoweringly dramatic in effect.
It is as if something coming from without (perhaps
repeated strokes of the clock, or a rapping at the door)
suddenly made an end of all reveries. In corres-
pondence with the prevailing mood of the Nocturne,
the delivery must be tenderly dreamy and tranquil
throughout. The more passionate outpourings must
be rendered with moderation so as to avoid glaring
contrasts, The coda is to be executed dramatically
(recttative).

Niecks thinks that both these Nocturnes are pretty
specimens of Chopin's style of writing in the tender,
calm and dreamy moods. IHe prefers the quiet pel-
lucid first one. “It is very simple, ornaments being
very sparingly introduced. The quietness and sim-
plicity are, however, at last disturbed by an interrupted
cadence, sombre sounds as of a kettle drum and a pas-
sionate recitative with intervening abrupt chords.”

No. 2.—Nocturne in A flat.

Here again we have simplicity as the dominant note
(see Opus 32, No. 1), but when the second subject ap-
pears, the mood changes and works up to a stormy and
passionate expression of emotion. This passes and the
first theme recurs, but it now swells and surges as if
still under the influence of the stormy mood. It is
some time before it recovers its calm tenderness and
dies away with a pianissimo repetition of the two open-
ing bars, the spreading chords of which thus form both
an introduction and a coda.
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Kleczynski recommends that a more drawing-room
style should be employed in this Nocturne in contrast
to the Mozartean simplicity recommended for the pre-
ceding one. The ornaments in the fourteenth and
twenty-second bars should be played rapidly and very
softly. He urges caution against the excessive use of
the tempo rubato in the middle section.

There is in this Nocturne a distinct reversion to the
Field type, the opening reminding us of that master’s
Nocturne in B flat, which is the reason possibly why
Tuneker, notwithstanding the dramatic nature of the
second section, finds the work in its entirety a little
tiresome.

Niecks dismisses it briefly as having less originality
and pith than its companion. Nevertheless, it forms
a very clear and definite picture of a mental mood, and
there will be times when it will appeal irresistibly to
nearly every one.

OPUS 33.—Four Mazurkas.

No. 1 in G sharp minor; No. 2 in D major; No. 3in C
major; No. 4 in B minor.

IN reviewing these Mazurkas Schumann wrote : “His
forms seem to grow ever brighter and lighter—or
are we becoming accustomed to his style? These
Mazurkas will charm every one instantly, and seem to
us more popular in character than his earlier ones.”
As a whole they are perhaps simpler in emotional
content, and brighter than any other set.

No. 1 in G sharp minor.

This is a simple and plaintive melody. Huneker
calls it moody but tender-hearted, epithets which
describe it far more accurately than others he employs,
“curt and rather depressing.”

13
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It is brief, but the phrases are well rounded, and it
1s not really melancholy.

No. 2 in D major.

A vocal setting of this bright, brilliant, and taking
Mazurka has ensured it even a wider popularity than
it would in any case have attained. The song, ar-
ranged by Viardot-Garcia, i1s a favourite of light
sopranos of the French school. There is a curious in-
termezzo where the same phrase is repeated sixteen
times, giving, as Kleczynski remarks, a character of
determined enjoyment, dancing, notwithstanding mis-
ery and trouble, or of childish naiveté with constant
returning to and moving round one idea.

Huneker describes this Mazurka as “bustling, grace-
ful, and unrestrained vitality-—bright and not particu-
larly profound.”

It fairly bubbles with high spirits, and has such a
lilting, babbling character that it is not to be wondered
at that it attracted attempts to set it vocally. It is
almost the only instance of a Chopin transcription
being more than moderately successful.

No. 3 in C major.

Short but very beautiful, this Mazurka is best known
as having been, according to Von Lenz, the cause of a
sharp quarrel between Chopin and Meyerbeer. The
latter, entering Chopin’s room while the composer was
playing this Mazurka, remarked that it was in 2 time;
“3) replied Chopin flushing angrily, and Meyerbeer
insisting, the two actually quarrelled about this trifling
matter. Meyerbeer must, however, have been rather
offensive in his manner, as a similar remark is chron-
icled by Charles Hallé as having been made by him-
self. “Chopin denied it stoutly, until I made him
play, and counted audibly four in the bar, which fitted
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perfectly. Then he laughed and explained that it was
the national character of the dance which created the
oddity.” Hallé explains that the illusion arose from
his dwelling so much longer on the first note of the bar.

No. 4 in B minor.

There is a distinct vein of humour in this Mazurka,
for which two “programmes” have been put forward.
It inspired a Polish poet, Zelenski, to write a comic
poem, which, however, like the anecdote of the little
Jew, is pointless and coarse and totally unfitted for
association with the delicate charm and quaint turns of
the music. Kleczynski associated it with a poem called
“The Dragoon,” by another poet, U jejeski, which again
seems even less fitted to the music, although less un-
worthy in subject.

It is perhaps not unnatural that an attempt should
have been made to foist a story on to this Mazurka,
for it has a narrative tone. It seems to express some
comedy of peasant manners, a half-humorous, half-
cynical outlook on life; but such an interpretation is
yet to seek.

OPUS 34.—Trois Valses Brillantes.

No. 1, A flat (Vivace); No. 2, A minor (Lento); No. 3,
F major (Vivace. The Cat Valse).
Published 1838.

No. 1—A flat.
Dedicated to Mlle. de Thun-Hohenstein.

ERE, as Niecks says, “We find ourselves face to
face with true dance poems. How brisk the in-
troductory bars of the first of these three waltzes! And
what a striking manifestation of the spirit of that
dance all that follows! We feel the whirling motions;
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and when at the seventeenth bar of the second part, the
quaver figure enters, we think we see the flowing
dresses sweeping round. Again, what vigour in the
third part, and how coaxingly tender the fourth. And
lastly, the brilliant conclusion, the quavers intertwined
with triplets.”

Of these three Waltzes also Schumann writes enthus-
iastically. He says they “will delight above all things,
so different in type as they are, from the ordinary ones,
and of such a kind as only Chopin dared to venture on
or even invent, while gazing inspired among the
dancers whom he has just called up by his Preludes,
and while thinking of far different things than those
that are to be danced there. Such a wave of life flows
through them, that they seem to have been improvised
in the dancing-room.

Huneker considers that this Waltz may be danced as
far-as its codae, which he calls “dithyrambic,” and he
draws attention to a passage in the coda (bars
eighteen-twenty-four) which resembles one in the Pré-
amble of Schumann’s “Carnival” He calls it a debt
that Schumann owes Chopin, but considering that the
“Carnival” was written in 1834, and the Waltz in
1838, the debt is presumably the other way.

At the commencement of the Waltz, after the intro-
duction, some editions have dolce and some forte as
the expression mark. Klindworth and Kullak, how-
ever, agree that the latter is preferable as harmonising
in mood with the brilliantly climaxing passages of the
introduction. This Waltz, whilst equally brilliant,
shows more inspiration and poetic quality than the
first, Opus 18, in E flat.

No. 2—Valse in A minor (Lento).
Dedicated to Mme. d’Ivri.

Stephen Heller told Niecks an interesting anecdote
about this Waltz. Chopin was at his publisher’s
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(Schlesinger) when Heller came in and ordered all the
Woaltzes. The composer asked him which he liked
best. Heller mentioned this one, and Chopin said, “I
am glad you like that one, it is also my favourite,”
and he straightway invited Heller to lunch with him
at the Café Riche.

It is the least waltz-like of all the Waltzes, which
perhaps accounts for Chopin’s preference. The open-
ing is a contemplative, melancholy, slow waltz ; there 1s
nothing danceable about it. At the thirty-seventh bar
the fempo should be quickened, the rhythm here be-
coming more that of a Mazurka than a Waltz, but at
the change of key to A major (sosfenuto, bar fifty-
three) the melody which Huneker describes as of “ex-
ceeding loveliness,” should be played as slowly as the
opening section. At bar sixty-nine, the echo of this
melody in the minor has a peculiarly haunting effect.
The different sections recur with continually increasing
charm, and as Huneker says, “It is elegiac in tone even
unto the Mendelssohn point” The coda commences
with a fascinating quaver passage in the left hand,
which should be played in rather quicker time and with
exquisite attention to the gradations of tone.

There is no occasion to force the sentiment here, the
phrases sing themselves naturally, and the Waltz closes
with the opening passage in dreamy melancholy. As
Niecks says: “The composer evidently found pleasure
in giving way to this delicious languor, in indulging in
these melancholy thoughts full of swectest, tenderest
loving and longing.”

No. 3—Valse in F major (Vivace).
Dedicated to Mlle. A. d’Eichthal,

“Improvised in the ball-room.” This saying of
Schumann’s might perhaps more appropriately be
written over this Waltz than any of the others. At
the same time, it is an improvised “dance poem” and
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not a waltz to dance to. There is so mu gy
about the introduction, such a wild whirliné czlxln(?jﬁr%iy—
ing when the melody enters at bar seventeen, that Bar-
bedette terms it savage and fantastic, a veritable in-
spiration “& la Weber” A greater contrast to the
tender melancholy of the preceding Waltz could hardly
be imagined. The appoggiatura passage in the fourth
section is probably responsible for the somewhat ab-
iurd nickname occasionally bestowed on this piece
the Cat Waltz” The legend is that Chopin’s cat
leapt upon the keyboard as he was composing, and
running up and down gave him the idea of th?s: par-
ticular phrase; possibly the similarity of the quaver
passage at the commencement to that at the beginning
of the ’Wellwknown “Dog Waltz,” coupled with the
amateur’s preference for some title by which to iden-
tify a composition more easily than by key or o us
nu%]ber,l 1s equally responsible for its name. "
eeping up its character of an improvisati i
Waltz is very brief; it is over in a ﬂasﬁrg}lz’rﬁfg{l, atl}rlzﬁ
high spirits. Huneker calls it “a whirling wild )c]Iance
of atoms. It has the perpesuum mobé!ebquality and
older masters would have prolonged its Oiddy’ ara-
besques into pages of senseless spinning. Tt is quite
long enough as it is. The second theme is better, but
the appoggiaturas are flippant. It buzzes to the finish.”

OPUS 35—Sonata in B flat minor.

Composed 1838; published 1840.

ABOUT'thIS B flat minor Sonata, Opus 33, which
contains the celebrated Funeral March as a slow
movement, there are as many opinions as men. Sch
mann is often quoted, or rather misrcpresented.b alf‘-
tial quotation, in support of the theory that C}ngpir;
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was not great enough to master the sonata form. This
theory causes Finck, original and daring as ever, to
flash out: “Chopin not great enough! The fact is,
that the sonata form could not master him.” What
Schumann really said was, “that the idea of calling
this work a sonata was a caprice, if not 2 jest, for
Chopin has simply bound together four of his wildest
children, to smuggle them under this name into a place
to which they could not else have penetrated.”

But surely Schumann never meant to say that these
four wildest children were not related and were only
bound together fortuitously; it is the calling the work a
sonata that he describes as a jest, not the juxtaposition
of the four movements. It is true that later on he says
an adagio in D flat would have been more effective than
the Funeral March, which has some repellent points,
and that the finale sounds more like a joke than a
piece of music. To one of Schumann’s morbid tem-
perament the March may have been unendurably poig-
nant, so that we are bound to consider the personal
equation in considering his epithet repellant, whilst his
dictum as to the finale must be read with the context.
He goes on to say: “Yet we must confess that even
from this joyless, unmelodious movement, an original,
a terrible mind breathes forth, the preponderance of
which annihilates resistance, so that we listen, fascin-
ated and uncomplaining, to the end—for this 1s not
music. The sonata commences enigmatically and
closes with an ironical smile—a sphinx.”

This last quotation is a curious commentary on what
he said at first, namely, that the finale was a joke; and
when Schumann says it is not music, it fills one with a
haunting fear that never can a critic, even when himself
a man of genius, keep abreast of the Zeit geist, the first
breath of which is always felt in the work of that most
sensitive of electric recorders, the brain of a musician.
For which of us, with Wagner or Richard Strauss in our
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minds, will venture to deny that this finale is music
and music of the highest poetical value. But it must be
heard in its right place at the end of this so-called
Sonata, which 1s not a sonata in the classical sense, but
z5 an organic and indivisible whole, a tone poem, a
reading of life on earth, even such a life as that of
Chopin himself. An inner life of strenuous fighting
against drawbacks, over-sensitiveness, ill—hea,ltﬁj ana
physical weakness, starting from the first, as it were
with a sigh, almost a groan, of resignation, then conflict
and struggle, but not without moments of rest and per-
fect happiness, this extending through the two first
movements, which all admit are organically connected
with each other. Then comes the stumbling-block, the
sudden abrupt clang and toll of the funeral march, just
as we might have been looking for the fruition of the
earlier stress and striving. After all, what is it but the
too oft repeated tale of untimely death. There had
been no hint of the catastrophe in the idyllic close of
the second movement. As ever, death came suddenly
blighting the fairest promise, and though in the trio
sweet memories of the past blend with hopes of immor-
tality or the everlasting peace of Nirvana, for the sur-
vivors there is only, as in Chopin’s own version of the
meaning of the finale, the subdued talk of surface
trifles, which masks the aching heart below; or as Kul-
lak more poetically, but metaphorically sugc;es‘LS* “The
autumn wind whirling away the withered leaves over the
fresh grave.” “It must be played,” he says, “ gloomily
and with self-absorbed expression. It fust rush by,
cold aund1 unfriendly. Then, to be sure, it will not er};—’
rapture the hearer, but no one will fail to perceive the
logic of its connection with the Funeral March” It is

“The ground whirl of the perishable le
. a /
The wind of death’s imperishable wing‘.‘e'S P

All Chopin’s commentato i
/ _h rs and biographers have
written at such length about this Sonata '?hat exigencies
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of space prevent full quotation. This work is perhaps
the most interesting, and certainly the most discussed,
of Chopin’s works.

The first movement opens with a brief introduction
of four bars marked grave, passing at the double bar to
an agitated accompaniment figure in the bass doppio
movimento, and after four more bars the main theme
enters marked agitato. After a climax f, with a strong
syncopated accent, the second theme enters piano $os-
tenuto. Chopin by this time certainly understood the
value of contrast of themes in sonata writing. It is a
peautiful broad melody, demanding, as Kullak points
out, a quieter fempo than the anxious haste of the first
theme. At the streito the time is quickened up again
to the repeat.

The working out, commencing sotlo voce, 1s exquisite
in detail, and leads to a resumption of the second theme
in B flat major. The movement comes to a brilliant
and exciting close with a powerful seretto and a briet
coda of twelve bars.

The Scherzo opens with an impetuous gloomy and
powerful movement with swirling crescendos demand-
ing enormous wrist power. At the double bar the as-
cending chromatic passages on chords of the sixth are
wonderfully suggestive of the whistling of the wind,
with a series of crashing chords and octaves, the storm
dies down and is succeeded by a melody of heavenly
beauty, pia lento. The first movement returns and 1s
closed with a marvellous effect by a brief coda formed
from the melody of the trio. The storm and calm
represented are, however, contrasts of human emotion;
notwithstanding the wind-like passages no one could
mistalke this music for a transcript of nature.

Then follows the well-known Funeral March. Schu-
mann’s idea that the March is not an integral portion
of the Sonata obtains some justification from a letter
written by Chopin from Nohant in the summer of 1839.
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“I am composing here a Sonata in B flat minor, in
which will be the Funeral March which you have
already. There is an Allegro, then a Scherzo, in E flat
minor, the March, and a short finale of about three
pages. The left hand unisono with the right hand are
gossiping after the March.”

This March 1s too well known to require detailed
description. Kullak considers the bass of the first part
is an imitation of the tolling of the bell with which the
funeral cortége begins to move, and even suggests that
the left hand may play two bars of the bass alone
before the theme of the March commences. Karasowski
says: “Such a funeral march could only have been
written by him in whose soul the pain and grief of the
entire nation resounded as an echo.”

There are chords and harmonies here which tear the
heart strings, but the melody of the trio with its pecu-
liar detached serenity brings calmness and consolation
in its train.

The resumption of the March once more precipitates
us into the very luxury of woe; as the last bars die
away we are left in the mood to appreciate the weird
poetry of the finale. It would be a waste of words to
try and make any one see the poetic value of this won-
derful movement, to whom it does not at once appeal
as the only possible end to the work. (Mendelssohn,
for instance, when asked his opinion of it, said briefly,
“Oh, I abhor it.")

Kullak has hit upon exactly the right terms to de-
scribe how it should be rendered if the effect is not to
be missed. It “is to be played gloomily and with self-
absorbed expression without special regard to the
ctude-like brilliancy. It must rush by cold and un-
friendly.” The rest of the comment has already been

quoted above.

This Sonata is one of the priceless possessions of
music. It must for ever rank with the masterpieces of
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all ages. It may not be, it is not, a model of classice_ll
form, but in depth and beauty of poetic content it 1s
second to none.

OPUS 36.—Second Impromptu. I sharp minor.

Composed 1838. Published 1840.

THIS is an Impromptu suggested by memory rather

than anticipation. There 1s a touch of the BalE
lade-like quality of narration about it, a suggestion o
the sensuous contemplation of the Nocturnes.

Niecks and Huneker differ as to its relative import-
ance. The former, while admitting its tender swcetncsi
and euphony; finds it inferior to the ﬁrrst, having ’lcs?
pith in it, while the latter considers 1t of more moment
than the other three. Both of them,l}owever, feel the
obviously dramatic nature of the poetic content.

To Huneker, “its nocturnal beginning with the c’anl-
lon-like bass recalling Hauptmann’s ‘ Sunken Bell, Lhc.‘
sweetly grave close of the section, the fau]l‘.c h_o?f—belatf
of an approaching cavalcade, with the swelling t.?un‘c 5
of its passage, surely suggest a narrative, a programime.

. Niecks says that “without such assistance (a pro-
gramme) the D major section of the ].mpromptu‘m in-
significant. We want to see, or at least to l;nm_\-‘,. \\-?0‘
are the persons that walk in the procession which the
music accompanies.” : ;

Both commentators notice the very curious modula-
tion from D major to F major, two bars which I-,I’uneker
happily describes as “creaking on their hinges. :

The coda is celebrated for what the Frfn(:h call*e
jeu perlé” of the scale passages n th‘c_t}'eole‘, but VOE
Biilow cautions players against exh1o1tmg“t'helr 5]21/ 1
by playing them too fast v\:lgcn he says the “jeu perié
becomes the “jeu cochonné.
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Kullak says: “This piece makes greater demands
upon the imitative poetic fancy of the player than the
other Impromptus. The dreamy, song-like beginning;
the immediate contrast with which the march in D major
enters; the fantastic retrogression to the afterwards
varied first theme; finally, the passages quietly gliding
away, with their expressive accompaniment—all these
things bear the impress of an improvisation seemingly
suggested by scenes from real life. Symmetry of
musical form is wholly abandoned.”

It is certainly less in the nature of an Impromptu
than any of the others: but perhaps for that very
reason it is musically of greater importance.

OPUS 37.—~Two Nocturnes.

No. 1in G minor (Andante Sostenuto); No. 2 in G
major (Andantino).

Composed 1838 and 1839. Published in 1840.

THE actual date of the composition of these two
Nocturnes is a moot point. They are often attri-
buted to the winter of 1838, when Chopin spent Novem-
ber and December with George Sand. Niecks says:
“They may have had their origin in the days of
Chopin’s sojourn in the Balearic island, although a
letter of Chopin’s written from Nohant in the summer
of 1839 leaves scarcely room for such a conjecture.”

“l have a new Nocturne in G major, which will go
along with the Nocturne in G minor, if you remember
such a one.”

It is probable, however, that the first in G minor was
composed in the summer of 1838, and that the second,
i G major, even if, owing its inspiration, as has been
suggested, to the impressions of the calm, warm voyage

to Majorca, was not actually finished till after his
return,
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Niecks says of them that they “are two of *che1 ﬁ.nestf,
I am inclined to say, the two finest of this ¢ ?ss o
Chopin's pieces. The first and last sections of t1ejorllle
in G minor are plaintive and longing, and have a w ztzlllle—
ing accompaniment; the chord progresfswn.s of -
middle section glide along hymn-like. Were 1thpossvllﬂc
to praise one part more emphatically than anp‘f{ erf\mu?
out committing an injustice, I would spea (f dl
melodic exquisiteness of the first motive. B‘ut~ a re?ajg
I see other parts rise reproachfully before my repentan

science.” ‘ ( bl

COTQTCCZ}"nsl(i suggests for it the title of ‘Hemizwe.’ii,s
unromantically Jtransiatable in one word only as
“Home-sickness.’ . i

I‘{‘C')The poet weeps at the remembrance of his n.ziltcllxle
soil, a remembrance which we perceive in the ém rel
part of the piece in the form of a prayer playe ut%c;S
the organ of a country church. This prayer soco .
the mind of the artist, who concludes with a last modu-
lation into G major.” )

Karasowski spgal<s of it as “keeping up a cg:las_elteei?
moan, as of harping on some sad thought, u(riltl 1'1'1}z -
rupted by a church-like movement 1n chorf s], W oOjg
sadly comforting strains resemble the peacefulness

rave.” ; S
th(‘fi{guneker does not admire it “ inordinately.” It hz;iqlctt
complaining tone, and the chQr’ale is not notewor dg..
This particular part, so Chopin’s pupil, thltmgnn, -
clared, is taken too slowly, the composer having
gotten to mark the increased lempo. . L

The Nocturne consists of a chief and secondary s;i.a-
ject, followed by a repetition of the first tthne anIt a
brief coda of two bars closing in the major I\e}}fl. 5 15
interesting to compare this composition w1thﬂ“[ ?‘I:I orz-
turne No. 3 of Opus 15 (¢g.v.). Kullak says: 1e ;
too, the chief subject is the expression of deep mfe ztlin-
choly, though in comparison with the passion of the
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former Nocturne, the present one discloses a touch of
still resignation. In both there follows a secondary
subject of religious character, which moves along full
of nobility and dignity, and bestows comfort and tran-
quillity. Opus 15 closes with its secondary subject.
In the present Nocturne, on the other hand, the chief
subject is repeated. This is indeed justifiable in point
of form, but at the same time, it weakens the poetic con-
tents of the work; for the sccondary subject, with its
beautiful intimation, that for deep suffering of soul
religion is the best and highest consolation, is lowered
to a merely passing moment.”

On this occasion, the worthy pedagogue’s theological
views have interfered with his artistic insight. Just as
in the Opus 15, the opening movement could not have
been repeated after the completely satisfying and final
close of the second section, so here it would have been
just as impossible to finish with the chorale. In the
most natural manner the mood of the opening theme
returns, and the inevitable close is reached by the coda
modulating into the major.

In the middle section a beautiful and organ-like
effect is produced by putting down the pedal and
taking it up between each chord (Kleczynski).

Schumann reviewed these two Nocturnes, and his
luminous criticism is of such value in its bearing on all
Chopin’s work, that itis appended in full.

_“Chopin may now publish anything without putting
his name to it; his works will always be recognised.
This remark includes praise and blame; that for his
genius, this for his endeavour. He possesses such re-
markable original power that, whenever it displays
itself, it is impossible to be for a moment uncertain as
to its source; and he adds to this an abundance of novel
forms that astonish us as much by their tenderness as
their boldness. But, though ever new and inventive in
the outward forms of his compositions, he remains the
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same within; and we are almost beginning to fear that
he will not rise any higher than he has so far risen. And
although this is” high enough to render his name
immortal in the modern history of art, he 11‘m1ts his
sphere to the narrow one of pianoforte music, when,
with his powers, he might climb to so great an eleva-
tion, and from thence exercise an immense influence on
the general progress of our art. But we must fain con-
tent ourselves. He has already created such noble
things, he gives us so much at present, that we ought to
be satisfied; for we should certainly congratulate any
artist who could accomplish merely the half of what he
has accomplished. It is not necessary to write thick
volumes to deserve the name of poet; two true poems
are enough for that, and Chopin has written many
more. The above named notturnos are also poems;
they are essentially distinguished from his earherr ones
by simpler decoration and more gentle grace. We all
know how Chopin was formerly strewn with pearls,
spangles and golden trinkets. He has altered and
grown older; he still loves dec_ora.tlon,_but now of that
nobler kind under which poetic ideality gleams more
transparently. We must allow that he possesses the
most refined taste possible, but it will not be under-
stood by thorough bassists, for they give their thoughts
entirely to the detection of consecutive fifths, and
every succession of these exasperates them. But even
they may learn much from Chopin, about consecutive
fifths above all.”

No. 2—Nocturne in G major (Andantino).

If we adopt the theory that this Nocturne was written
in Majorca, there is a passage in George Sand’s diary
describing the voyage thither, which might well serve
as a programme to the work. ‘ :

“The night was warm and dark, illumined only by
an extraordinary phosphorescence in the wake of the
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ship ; everybody was asleep on board except the steers-
man, who,_ in order to keep himself awake, sang all
night, but in a voice so soft and subdued that one might
have thought that he feared to awake the men of the
watch, or that he himself was half asleep. We did not
weary of listening to him, for his singing was of the
strangest kind. He observed a rhythm and modulation
totally different from those we are accustomed to, and
seemed to allow his voice to go at random, like the
smoke of the vessel carried away and swayed by the
breeze. Tt was a reverie rather than a song, a kind of
careless floating of the voice, with which the mind had
little to do, but which kept time with the swaying of the
ship, the faint sound of the dark water, and resembled
a vague improvisation, restrained nevertheless by sweet
and monotonous forms.”

,Thls excellent translation is by Miss Eleonor
d Esterre—Keeliqg, who goes on to say: ‘Any one who
plays the G major Nocturne after reading this passage
will be struck by the singular likeness that the music
bears to the written description of the scene. The sway-
ing of the double notes over the undulating bass
accompaniment, suggests the gliding motion of the
vessel, while the richness of the harmonies carry out the
idea of the brilliancy of the water scintillating with
phosphorescent lights. Then comes the vague song of
th? steersman, rather a reverie than a song.

‘The mind has indeed little to do here, but the pulse
of the poet throbs through every note. The song dies
away and the boat floats over the sea once more, then
we hear the steersman again; this time he startsj on a
lower tone, and the melody is worked up chromatically
to a Fru!){ Chopinesque climax ; that done, to quote old
Herrick, it sinks down again into a silvery strain : and
m.ake.s_us smooth as balm and oil again: then ]more
repetition of the swaying motive, and as the vessel
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passes out of sight we hear in the dim distance the mur-
muring song of the steersman across the dark waters.”
The melody of the second subject is, according to
Kleczynski, possibly taken from the motive of a French
song sung in Normandy; perhaps the steersman came
from the northern coast. In any case, whether entirely
original or not, Karasowski considers it “ the most beau-
tiful melody Chopin ever wrote, to which one can never
listen without a sense of the deepest emotion and happi-
ness.” In this Huneker agrees with him, and although
we know that Chopin personally thought he had never
written another such a melody as that of the Etude in
E major, Opus 10, No. 3, yet it is probable that if a vote
could be taken on the subject, the theme of the second
part of this Nocturne would be adjudged the prize.
Huneler says : “Painted with Chopin’s most ethereal
brush, without the cloying splendours of the one in D
flat, the double sixths, fourths and thirds are magically
euphonious. It is in true barcarolle vein, and most
subtle are the shifting harmonic tones. Pianists usually
take the first part too fast, the second too slowly, trans-
forming this poetic composition into an etude.”
Speaking of the second section, Willeby says: “It is
a very lovely theme this, and if we look into it we find
it is simplicity itself. I think a careful study of such
works of Chopin’s as these Nocturnes will go far to do
away with a very prevalent notion that his musical
thoughts were complicated; on the contrary, we find
here, as with many others of the masters of music, that
the most beautiful are frequently the most simple.”
Niecks finds in this Nocturne “a beautiful sensuous-
ness, it is luscious, soft, rounded, and not without a
certain degree of languor. But let us not tarry too long
in the treacherous atmosphere of this Capua—it be-
witches and unmans.”
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OPUS 38.—Second Ballade in F major.

Dedicated to Mr. R. Schumann.
Composed 1838. Published 184o0.

HIS is one of the compositions mentioned in
Chopin’s letters written from Majorca. There was
some question as to whether this Ballade or the Pre-
ludes should be dedicated to Pleyel or Schumann.
Ultimately the Preludes were allotted to Pleyel and
the Ballade to Schumann. It was sold to the publishers
for 500 or 600 francs. Schumann in reviewing it said :
“We must direct attention to the Ballade as a most
remarkable work. Chopin has already written one
composition of the same name—one of his wildest and
most original compositions; the new one is different, a
less artistic work than the first, but equally fantastic
and intellectual. Its impassioned episodes seem to
have been afterwards inserted. I recollect very well
when Chopin played the ‘Ballade’ here; it finished in F
major, now it closes in A minor. He then said that he
had been inspired by some poems of Mickiewicz to
write this Ballade. On the other hand, his music would
inspire a poet to write words to it. It thrills one’s in-
most heart.”

The point as to the way Chopin altered this composi-
tion is interesting as showing the care with which he
revised his work before finally giving it to the public.
Hadow instances the change of key from F major to A
minor as an instance of the way Chopin occasionally
deliberately strays away from a logical conclusion. If
Schumann is right in thinking that “the impassioned
episodes” were inserted as an afterthought, Chopin
must have changed the whole tenour of the piece. After
the shuddering terror and tragedy of the coda, this
Ballade could no longer have ended in the major in this
fashion.
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“The second Ballade possesses beauties in no way
inferior to those of the first. What can be finer than
the simple strains of the opening section! They sound
as if they had been drawn from the people’s storehouse
of song.”

How any one can write of this marvellous, vivid,
pathetic poem in the cold, slighting, pedantic fashion
adopted by Willeby is amazing. The only possible
explanation is that he has never heard an adequate in-
terpretation of the work. IHe is not even correct as to
the key, which he gives as F minor. Undoubtedly its
technical difficulty, as in the case of the fourth Ballade
in F minor, has prevented it becoming so well known
and overplayed as the first and third.

Rubinstein, in his “ Conversations on Music,” has left
us his own interesting 1dea of the poetic content of this
Ballade. “Is it possible,” he says, “that the interpreter
does not feel the necessity of representing to his hearers
a field flower caught by a gust of wind, a caressing of
the flower by the wind ; the resistance of the flower, the
stormy struggle of the wind, the entreaty of the flower
which at last lies there broken; and paraphrased—the
field flower a rustic maiden, the wind a knight, and so
almost in every instrumental composition.”

Kleczynski analyses this Ballade at some length and
gives useful hints as to the proper phrasing. Accord-
ing to Huneker, Chopin admitted that it was written
under the direct inspiration of Mickiewicz's poem, “Le
Lac de Willis.” He says: “The episodical nature of
this Ballade is the finest of the esoteric moods of its
composer. It follows a hidden story and has the qual-
ity of great, unpremeditated art.”

The first there, Andantino, is described by all the
commentators as “idyllic” Barbedette even says
“pastoral,” and undoubtedly this Ballade is a story
of the country, a love tragedy, with a betrayal, and a
terribly tragic ending.
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The theme dies away and we are left pondering on a
softly reiterated A natural. Suddenly and without the
slightest warning the storm bursts f#f, presto con fuoco.
Its first onslaught is, however, brief, and the first theme
recurs. “But life is never the same again,” and the
innocent simplicity of the beginning never returns.
Other moods follow in rapid succession, thoughtful,
argumentative, passionate, and then once more the
storm, but this time culminating with sullen rolling of
thuznder in the terrific shuddering catastrophe of the
coda.

An abrupt sudden pause like a catch of the breath,
and then the sobbing broken reference to the first theme
with its questioning close, and the deep, deep sigh of
tl}elclosing bars—*“ But yet the pity of it, O, the pity
e

OPUS 39—Third Scherzo in C sharp minor.

Dedicated to Mr. A, Gutmann.
Composed 1838-9. Published 1840.

EARLY in the winter of 1839 Moscheles called on
Chopin in Paris. Describing his visit in a letter,
hc_z wrote, “ Chopin’s excellent pupil, Gutmann, played
his master’s manuscript Scherzo in C sharp minor.”
~ This is one of the few pieces of which Chopin speaks
in his letters from Majorca. It was undoubtedly begun
during his stay on the island, but was not finished till
his convalescence in the summer of 1839. “Do not
speak to any one of the Scherzo, I do not know when I
shall finish it, for I am still weak and cannot write.”
This he wrote to Fontana on March 17, 1839.

Niecks calls it “the peevish, fretful, and fiercely-
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scornful Scherzo,” and says it is “quite in keeping with
the moods one imagines the composer to have been inat
the time.” He speaks elsewhere of its capricious starts
and changes, its rudderless drifting, and considers the
name capriccio would be more suitable to this than to
any of the other Scherzi. Hadow, however, speaks of
“ifs short, clear-cut phrases and exact balance; an ex-
actitude due to an intense desire for clearness and pre-
cision,” which he considers a national Polish characteris-
tic, and especially Chopinesque.

The two opinions seem somewhat hard to reconcile,
but although the form of its phrases is precise, its har-
monies and modulations are intensely original and un-
expected. Karasowski speaks of “its demonianism and
drastic power,” and Willeby calls it “ fitful” if not
exactly capricious. Huneker writes about this Scherzo
at considerable length; he considers it “the most dra-
matic, the most finely moulded of the six. It is
capricious to madness, but the dramatic quality 1s un-
mistakable. It seethes with scorn, if such an extrava-
gant figure is permissible. It is all extravagance, fire,
and fury, but 1t signifies something.”

The zempo is marked presto con fuoco, but Kullak is
never tired of pointing out that for modern pianos
Chopin’s extremely quick zempi should be moderated,
or else with the increased power and heavier action of
modern grands there is a tendency to blur the outlines
and to lose power. If this Scherzo is started too fast
there will be a sense of effort, and a lack of contrast on
arriving at the coda, which should be played as fast as
possible.

Kullak calls the introduction “more prelude-like than
independent in character.” The use of four crotchets in
triple time is an instance of the caprice of which Niecks
speaks. The sixth bar is a tremendous crashing chord,
and von Lenz says that Chopin dedicated this Scherzo
to Gutmann because, with his immense power, he was
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able to “knock a hole in th ? wi '

' : e table” with this chord
Th; leading subject (bar twenty-five)is of great energy.
?ln power ; at bar fifty-seven the second section is per-
Cz}i]ps _more like Beethoven than anything else of

“hopin’s. At the change of key to D flat, marked meno
gZOJ'SO., the chief subject is a kind of chorale; every four
ars 1t 1s interrupted by a lace-like fall of broken ar-
;bpgﬁqzo.v. _Through their delicate veil the last chord of
Eag section of the chorale must be heard sounding
eiglg sustained by the continuation pedal. g
eczynski warns us against too great an '
; [ gain an equality of
i)t;hm,(; a n;lattir w(riherem virtuosi ert o) ofteg pla))jing
ey do, the chords too slow and th e
s nd the subsequent pas-
The second section (mark ] i
: ced leggiero) is iall
beautiful. The sweeping . e

. ; arpeg '

it pmng arpeggios of changing har-

“The lovely laughter of the wind-swept wheat,"

and.'the return to the chorale seems an expression of
tg}rautudc for so much beauty. The impetuous first
tﬁeme‘ 1s repeated, with its Beethoven-like trio. Then
thie;sl Ea a rie“fumt};lmon of the chorale, and at the thirty-
ar atter the pii lento, there is a weird
1 ba : i and mo
fasc\l‘:?at_lng modulation stranger than anything in GrieS;
(lgr Vagner, which leads to an episode, fifteen bars
tur’therdom, of ravishing beauty. A wild stretfo leads
“(])hg};co a of superb frenzy, closing in the major key
5 19& as Huneker says, “is a surprising conclusion
1;}(1){1:51 erm%~ allftl’}llat has gone before. Never to become
property of the profane, the C sha 1
notwithstanding its marked Wil
1 <ed asperities and agitated
gggiinngs,o}s_? gra‘réd work of art. Without the inner
eed its predecessors, it is mor
contained than the B minor Sd’lcl,‘zo.’:C e ion o
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OPUS g0.—Two Polonaises.
No. 1 in A major; No. 2 in C minor.

Dedicated to Mr. J. Fontana.
Composed 1838. "Published 1840.

THIS is throughout the most consistently bright and

brilliant piece that Chopin ever wrote. Both the
first and second subjects are of the same proud, bold,
military character, and the whole piece should be played
in strict time. It reminds Kullak of Weber’s Polacca in
E major, and he says “it is full of festal uproar with-
out romanticism.” It is a striking contrast to the fol-
lowing number in C minor.

Rubinstein said that for him these two Polonaises
were synonymous with Poland’s greatness and Poland’s
downfall.

According to Kleczynski the appearance of this Pol-
onaise marked an epoch. Liszt used to play it at all
his concerts. “In this dance, which may be called
olorious in the full significance of the word, the Polish
type appears in all its sumptuousness and with a
splendour somewhat theatrical. Each note, each accent,
glows with life and power.”

He points out that the triplet in the second bar should
always be accented, and says that the sudden modula-
tion to C sharp in the fifth bar 1s gorgeous. Tt certainly
has an electrifying effect. The seventh and eighth bars
are important as showing the characteristic robustness
of the Polonaise. “Each of the six quavers has a solid
weight of its own, an accent, a sionificance & - -« the
tempo of this ‘march’ ought to be buoyant indeed, but
never too fast or too flying, as we should then entirely
lose the accents in the two last bars. . . . In the third
part trumpets are heard and the music in general de-
ceives the ear. The piano seems to change into an or-
chestra, but it is curious that this part when arranged

for an actual orchestra shows to least advantage.”
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The eighth bar of this part should imitate the rolling
of a drum. It is a great pity that Chopin wrote no coda
for this Polonaise, as, owing to its brilliant character, this
deficiency seems more marked than usual. The approach
of the ending should be indicated by a rallentando.

A Polish painter, Kwiatkowski, told Niecks that it
was this Polonaise to which the following anecdote 1s
attached, although it has often been mentioned in con-
nection with the A flat major Polonaise. The story
goes, that Chopin, while playing it one evening when
alone, was so carried away by the ideas that it evoked
that he had a vision of a train of Polish ladies and
nobles suddenly entering his room. These phantoms
were so real to him that he rushed from the apartment
in terror and dared not return the whole night.

It is possible that Chopin composed this Polonaise
during his stay at Majorca. He certainly mentions it
often in his letters from there, but it is quite possible
that, like the Preludes, it was only revised at that time.
Niecks says: “If the sadly ailing composer really
created and not merely elaborated and finished in
Majorca the superlatively healthy, vigorously-martial,
brilliantly-chivalrous Polonaise in A major, we have
here a remarkable instance of the mind’s ascendancy
over the body, of its independence of it” Later, he
speaks of it as the simplest, though not the easiest, com-
position of Chopin, and says that it is the most popular
of the Polonaises. “The mind of the composer is fixed
on one elating thought. He sees the gallantly ad-
vancing chivalry of Poland, determination in every
look and gesture; he hears rising above the noise of
stamping horses and the clash of arms their bold chal-
lenge scornfully hurled at the enemy.”

No. 2 in C minor (Allegro maestoso).

_In the dignified but gloomy colouring of this Polon-
aise Rubinstein saw a picture of Poland’s downfall
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Seldom has fortitude under suffering found such poig-
nant expression as in the noble melody of the first
theme in the bass. Kullak says it should be egecqted
with dignity, melancholy, nobility, and strictly in time.

Niecks sees in it the mind of the composer turning
from one depressing or exasperating thought to another.
“He seems to review the different aspects of his coun-
try’s unhappy state, its sullen discontent, fretful agita-
tion, and uncertain hopes” He draws attention to “the
chafing agitation of the second part, the fitful play be-
tween light and shade of the trio-like part in A flat
major, and the added wailing voice in the recurring
first portion at the end of the piece.” e

For Huneker it is “a noble, troubled composition,
large in accents and deeply felt. The trio in A flat with
its kaleidoscopic modulations produces an impression
of vague unrest and suppressed sorrow. There is lofti-
ness of spirit and daring in it.” :

Willeby’s criticism is that though the whole piece pre-
sents more variety of emotion than the preceding Pol-
onaise, the second portion in A flat major is wanting 1n
conciseness, and he finds its continuous enharmonic
changes somewhat irritating.

OPUS 41.—Four Mazurkas.

No. 1 in C sharp minor; No. 2 in E minor; No. 3 in B
major; No. 4 in A flat.

Dedicated to Mr. E. Witwicki.
Composed 1835-9. Published 1840.

& YOU know that I have four new Mazurkas: one

from Palma in E minor, three from here. They

seem to me pretty, as the youngest children usually do
when the parents grow old.”

Chopin wrote thus to Fontana in the summer of 1339,
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and his opinion of this set is more than justified. Again
we have the most complete contrast of moods, fascin.
ating modulations, exquisite unexpected harmonies, and
the whole gamut of human emotions.

No. 1 in C sharp minor.

Huneker calls this Mazurka the apotheosis of rhythm,
and it certainly requires less 7ubato than any other of
the Mazurkas. “Its scale is exotic, its rhythm con-
vincing, its tune a little saddened by life, but courage
never fails. This theme sounds persistently in the
middle voices, in the bass, and at the close in full har-
monies, unisons, giving it a startling effect. Octaves
take it up in profile until it vanishes.”

This “exotic scale” is one of the most original and
fascinating of Chopin’s devices, and its bold wuse
coupled with the quality of the melody, such wonderful
passages of modulation and tone-colour as the one

marked tranguillo, una corda, and the grand climax
malke this one of the greatest of the Mazurkas.

No. 2 in E minor.

This is the Mazurka that Chopin himself tells us he
wrote at Palma, in Majorca, and it is hardly to be won-
dered at that it should reflect the somewhat melancholy
episodes of the composer’s stay in the island. Huneker
calls it “sad to the point of tears.” The first three lines
are full of a feeling of self-pity, but the second section
brings with a lovely change a happier mood. It is a
gem, and compared with these two the next are unin-
teresting.

No. 3 in B major.

This is one of the least interesting and least distin-
guished of the Mazurkas. Huneker calls it “a vigorous
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sonorous dance” The persistent recurrence of the
rather heavy-footed opening phrase becomes monoton-
ous. There is comparatively little to dwell on here.

No. 4 in A flat.

This, again, although prettier and more graceful, can
hardly rank with the other Mazurkas of this period of
Chopin’s development. Huneker styles it “playful and
decorative, but not profound in feeling” The rhythm
is almost waltz-like, and the ending is unsatisfactory.

OPUS 42.—Valse in A flat major.
Published in 1840.

THIS is one of the few pieces of Chopin’s with no
dedication. Schumann says of it that “like his
earlier waltzes it is a salon piece of the noblest kind ”;
if he played for dancers, Florestan thinks “half the
ladies should be countesses at least.” And he is right,
for Chopin’s Waltz is aristocratic through and through.
Hunecker calls this Waltz Chopin at his dancing best,
and with its combination of duple and triple rhythm
(bar nine), the constantly recurring rizournelle-like pas-
sage (bar forty-one), and the lilting melody marked
sostenuto, it would make a most fascinating dance for
those who can appreciate the subtleties of rhythmic
accent.

Later on Chopin employed a similar combination of
duple and triple thythm in the fourth Scherzo, Op. 54.
To Niecks this device is “indicative of the loving, nest-
ling and tender embracing of the dancing couples.
Then after the smooth gyrations of the first period, come
those sweeping motions, free and graceful, like those of
birds (the ritournelle passage) that intervene again and
again between the different portions of the Waltz.”

The professor describes this passage as “a self-sur-
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rendering heaven and earth-forgetting joyousness”;
and instances as a stroke of genius as delightful as it is
clever, the way in which Chopin breaks off from the
sentimental ardour of the passage marked sostenuto,
and plunges back into the abandon of the rizournelle.

For Huneker this Waltz is a “marvellous epitome, the
best rounded specimen of Chopin’s experimenting with
the form. The prolonged trill on E flat, summoning us
to the ball-room, the suggesting intermingling of
thythms, duple and triple, the coquetry, hesitation, pas-
sionate avowal, and the superb coda with its echoes of
evening, have not these episodes a charm beyond com-
part,e! Only Schumann in certain pages of his ‘ Carni-
val’ seizes the secret of young life and hope; but his is
not so finished, so glowing a tableau.”

OPUS 43—Tarantelle in A flat major.
Published 1841.

HOPIN wrote in a letter from Nohant, in 1841: “I
send you the Tarantella. Please to copy it, but
first go to Schlesinger, or better still to Troupenas "and
see the collection of Rossini’s songs published by’him
In it there is a Tarantella in F. I do not know whether
1t 1s written in § or 42 time. As to my composition, it
does not matter which way it is written, but I should
prefer it to be like Rossini’s.” The composer finally de-
cided on § time, which is fortunate, for Niecks justly
remar.kf that “this is a characteristic instance of
Chopin’s carelessness in the notation of his music: to
write his Tarantella in 2 or common time with tripllets
would have been an egregious mistake. How Chopin
failed to see this is inexplicable to me.” :
Sch_ufnann reviewed this Tarantella: “This is in
Chopin’s most daring manner; we see the madly-whirl-
ing dancers before us, until our own senses seem to reel.
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We can scarcely term this lovely music, but we will-
ingly forgive the master for the wildness of his imagin-
ation, the night side of which he may certainly be
allowed to dsplay sometimes. However, Chopin did
not write this for severe reviewers. A correct first under-
standing of the piece is rendered still more difficult
from the press errors with which the edition swarms.”

Niecks, however, protests against Schumann saying
that it is not beautiful music. He says “that it is full
of life, indeed, spirited in every respect, in movement,
and in boldness of harmonic and melodic conception.
The Tarantelle is a translation from Italian into Polish,
a transmutation of Rossini into Chopin, a Neapolitan
scene painted with opaque colours, the south without its
transparent sky, balmy air, and general brightness.
That this composition was inspired by impressions re-
ceived from Rossini’s Tarantella, and not from impres-
sions received in Italy (of which, as has already been
related, he had a short glimpse in 1839), is evident. A
comparison of Chopin’s Op. 43, with Liszt's glowing
and intoxicating transcription of Rossini’s composition,
may be recommended as a study equally pleasant and
instructive.”

“ Composed at Nohant, it is as little Italian as the
Boléro is Spanish. Chopin’s visit to Italy was of too
short a duration to affect him, at least in the style of
dance. It is without the necessary ophidian tang, and
far inferior to Heller and Liszt’s efforts in the con-
stricted form. One finds little of the frenzy ascribed
to it by Schumann in his review. It breathes of the
North, not the South, and ranks far below the A flat
Impromptu in geniality and grace.” (Huneker.)

There is no doubt that this Tarantella, although not
without a certain measure of excitement, leaves one cold.
The form was not a sympathetic one to Chopin, and it
is only too evident that the inspiration to compose it
came to him at second hand. It is evidently not the
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result of the direct impression produced by his brief
visit to Italy in 1839, when, however, he did not go
further south than Genoa. The references in his letters
to Rossini’s Tarantella show that it was composed as
the result of his admiration of the great Italian’s work.

OPUS 44.—Polonaise in F sharp minor.

Dedicated to Mme. la Princesse Charles de Beauvau.
Published 1841,

HIS, and the better-known Polonaise in A flat major,
Opus 53, are Chopin’s two greatest compositions
in the Polonaise form. This one is not as well known as
the latter, as it is much less often played. It is of
colossal difficulty, and requires a giant’s strength to do
it justice. Even the strongest wrists and fingers are apt
to flinch before the end. It opens with a rush of ex-
asperation and surprise—an indignant pause—and then
a roar of defiance—a tossing sea of emotion, conflict,
strain, and stress: then a dream-like change, and we are
on a battlefield ; cannon shots boom out with rhythmical
insistence, while a curious figure of reverberating over-
tones completes a page that is purposely rasping to the
nerves. For Chopin,as if to accentuate our gloom and
distress, now introduces a Mazurka, pure, idyllic, tender
and graceful as a flower, of which Liszt says, that “so
far from effacing the memory of the deep grief which
has gone before serves by the bitter irony of contrast to
augment our painful emotions.” Then, with the insist-
ence of a nightmare, back comes the first passionate
rush and the thunderous and lurid theme of the Polon-
aise. After a wild flight upwards of two octaves in the
bass, the music dies away suddenly, and ends with a
single loud octave like a convulsive shudder.
_Liszt says “the whole production is one of great ori-
ginality, and excites us like the story of some broken
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dream, told after a night of restless wakefulness, in the
first dull, grey, cold leaden rays of a winter sunrise. It
is a dream poem, in which impressions and objects fol-
low each other with startling incoherence and with the
wildest transitions. . . .”

Huneker considers that there is no greater test for the
poet-pianist than the F sharp minor Polonaise. “It1s
profoundly ironical—what else means the introduction
of that lovely Mazurka, a flower between two abysses ?
. ... No sabre dance this, but a confession from the
dark depths of a self-tortured soul. ... To me the piece
far surpasses in grandeur all of Chopin’s Polonaises,
even the ‘Heroic, with its thunderous cannon _and
rattling of horses’ hoofs. It may be morbid, but it is
also magnificent.” ]

Niecks writes rather unsympathetically about this
Polonaise. He says that “what we find in it cannot be
art; we look in vain for beauty of melody and harmony.
Dreamy unisons, querulous melodic phrases, hollow-
eyed chords, hard progressions and modulations
throughout every part of the Polonaise proper. We
receive a pathological rather than ssthetical impression.
Nevertheless, no one can deny the grandeur and origin-
ality that shine through this gloom.”

OPUS 45—Prelude in C sharp minor.

Dedicated to Mlle. la Princesse Elisabeth Czernicheff.
Published November 28, 1841.

IN one of Chopin’s letters to his friend Fontana, un-

dated, but written from Nohant in 1841, we read:
“For Schlesinger® I have composed a Prelude in C
sharp minor, which is short, as he wished it. It is well
modulated, and I can send it without hesitation. He
ought to give me 300 francs for it, #'est-ce-pas.”

* The Paris music publisher.
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And in a second letter he begs Fontana to ask the
governess of the young Princess Elisabeth Czernicheff,
to whom he wanted to dedicate the piece, how the name
is spelt.

The Prelude is certainly beautifully modulated, and
a rare bargain for £12. It stands isolated from the
twenty-four Preludes of Opus 28, and 1s the only other
composition of Chopin to which he has given this name.

When no other generic title that he was wont to use
fitted his composition Chopin apparently called it a
Prelude. Niecks thinks it more like a Prelude than any
of the twenty-four, but says he would rather call it an
Improvisata. “It seems unpremeditated, a heedless out-
pouring when sitting at the piano in a lonely dreamy
hour, perhaps in the twilight.”

It opens with a phrase curiously reminiscent of one of
Mendelssohn’s “ Lieder Ohne Wérte” (No. 2), and then
goes on with a melody that, both in quality and treat-
ment, is a great deal more like Brahms than anything
that Chopin ever write. This Prelude vindicates
Chopin’s reputation as a path-finder in harmony. Hun-
eker has also been struck by this resemblance, and says
of this melody that it 1s “ Oh, so Brahmsian, that bitter-
sweet lingering, that spiritual reverie in which the musi-
cal idea is gently propelled, as if in some elusive dream.”

‘Towards the end there is a wonderful cadenza, played
pranissimo and a piacere, the last two bars of which
anticipate by some fifteen years a leitmotiv of Wag-
ner’s. It is almost identical with the phrase that accom-
panies the threatening gesture of Alberich just before
the rays of the rising sun strike upon the Rheingold.

The concluding bars modulate from C sharp minor to
D major and back again in a passage of haunting
though elusive beauty.

It is not one of the composer’s most popular works,
for it is too uncommon, and one requires to be very fami-
liar with it before one can appreciate its subtle charm.
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OPUS 46.—Allegro de Concert in A major.

Dedicated to Mlle. F. Muller.
Composed 1841. Published January, 1842.

CHUMANN states possibly that this Concert Alle-
gro (which he describes as having the complete
form of a first movement of a concerto) was originally
written with an orchestral accompaniment. Presumably
he had his information direct from the composer.
Niecks thinks it probable that it is worked up from
sketches for a Concerto for two pianos that Chopin in a
letter, written from Vienna in December, 1830, said he
would play in public with his friend Nidecki if he suc-
ceeded in writing it to his satisfaction. It is significant
also that the composer, when sending the manuscript of
the work to Fontana, calls it a concerto. Schumann
says further: “ A fine middle melody is wanting, though
the cantilena is rich in new and brilliant passages; but
it floats past us too restlessly, and we feel the absence of
a slow after-movement, an adagio—for the entire plan
suggests a complete Concerto in three movements. The
idea of raising the pianoforte to the highest point of
independence possible, and of rendering the orchestra
unnecessary, is a favourite one with young composers,
and it seems to have influenced Chopin in the publica-
tion of his Allegro in this form; but this new attempt
again proves the difficulty of the task, though it will by
no means serve as a warning against future endeavour.”
Kleczynski, whosays it is full of life and gaiety, finds
some resemblance to the introduction to the Fantaisie
on National Airs which was composed in 1828. Niecks
says that “ the principal subject and some of the passage
work remind one of the time of the concertos; other
things again belong undeniably to a later period.”
Nicodé has published an arrangement for piano and
orchestra, but both Niecks and Huneker condemn this,

I5
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especially his addition of seventy bars of a working-out
section.

Huncker calls this Allegro a ‘“‘truncated Concerto,
much more so than Schumann’s F minor Sonata, called
Concert sans Orchestre. While it adds little to Chopin’s
reputation, it has the potentialities of a powerful and
more manly composition than either of the two Con-
certos.” The Mlle. Friederike Muller, to whom it is
dedicated, was one of the most gifted of Chopin’s
pupils, and assisted Carl Mikuli in the preparation of
his edition of the works.

Kullak in his annotated edition marks the passages
which are evidently orchestral in intention with the
direction, Zu#¢i; but the veriest tyro could tell with his
eyes shut when the orchestra is supposed to be playing
and when the solo instrument enters, which it does at
the eighty-seventh bar with an elaborate cadenza. It is
the second theme of this solo part which has the most
important share in the development of the movement.
It is a bright, tuneful melody, exceedingly character-
istic of Chopin’s earlier period, and it is preceded by
some of his most modern-sounding harmonies. One
passage might certainly have given Wagner the idea of
the fire music of Loge, and immediately preceding the
air there are four bars exactly like the music in “Sieg-
fried,” where Mime is terrified by the flickering of the
sunlight through the trees outside his forge. After
much brilliant passage work, a long shake ushers in a
brief resumption of the 7ui#, to be followed by the
main theme in the minor, which mode suits it wonder-
fully. Then back it goes to the major, and still more
brilliant passages lead up to a prolonged and elaborate
trill, and a magnificent ascending climax lands us in
a triumphant closing 74

Niecks rather under-estimates its value, and certainly
its interest, which, owing to the circumstances of its
composition, is absorbing. It is astonishing that it is so
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neglected by modern virfuosi; nothing that Liszt has
written surpasses it in pianistic brillance; it is difficult
enough to malke it interesting even to the greatest tech-
nician, and it gives scope for the highest artistic intelli-
gence in its rendering. Huneker says: “ The Allegro is
one of Chopin’s most difficult works. It abounds in
risky skips, ambuscades of dangerous double notes, and
the principal themes are bold and expressive. The colour
note is strikingly adapted for public performance.”

OPUS 47.—Third Ballade in A flat major.

Dedicated to Mlle. P. de Noailles.
Composed 1841. Published January, 1842.

THE distinguishing characteristic of this Ballade is

its high-spirited light-heartedness as compared
with the three other compostions in this form. Schu-
mann says: “This Ballade, Chopin’s third, differs in a
striking manner, in form and character, from his earlier
ones, and must be counted among his most original
creations. The finely intellectual Pole accustomed to
move in the most courtly circles of the French capital,
will be distinctly recogmised in it. We shall not attempt
to analyse its poetic atmosphere any further.”

Niecks speaks of its fundamentally caressing mood,
and says: “It does not equal its sisters in emotional in-
tensity, at any rate, not in emotional tumultuousness.
The fine gradations, the iridescence of feeling, mocks at
verbal definition. Over everything in melody, harmony
and rhythm there is suffused a most exquisite elegance.
A quiver of excitement runs through the whole piece.
The syncopations, reversions of accent, silences on ac-
cented parts of the bar (sighs and suspended respira-
tion felicitously expressed), which occur very frequently
in this Ballade, give much charm and piquancy to it.”
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Willeby, who is much more sympathetic in dealing
with this work than he is with the F major Ballade,
draws attention to the similarity of the opening bars to
a phrase in the fourth Scherzo, Op. 54. These bars
“contain a complete question and answer ; while the syn-
copations which follow are essentially characteristic of
the whole Ballade throughout which they are main-
tained. Especially is this so with the lovely themein F
major, one of the most delicate and idealistic to be found
even amongst the many idealities he has given us.”

A pseudonymous writer, “Israfel” in an extinct
periodical called “ The Dome,” says: “One of Chopin’s
compositions has never ceased to puzzle me. Under
what alien influence did he write it—the Ballade in A
flat?—it is so peculiarly unlike himself in its boyish
swagger and its gallant light-heartedness; it is so
young, so cocksure, and so successful, drawing to a
logical happy close, instead of ceasing gloomily in the
customary manner.”

Huneker says this Ballade is too well known to
analyse. “It 1s the schoolgirl’s delight, who familiarly
toys with its demon, seeing only favour and prettiness
in its elegant measures. Graceful, charming, it appeals
even to the lovers of music-hall ditties (and like the G
minor), it too has been worried to death. It is aris-
tocratic, gay, graceful, piquant, and also something
more. Even in its playful moments there is delicate
irony, a spiritual sporting with graver and more pas-
sionate emotions.”

Only Kleczynski reads into this Ballade anything
approaching a tragedy. He says it is evidently in-
spired by Mickiewicz’s poem of Undine. He finds in
the concluding pages “a picture of dark horror, in-
creasing in intensity, suggestive of a whirlpool,” and so
on. But this is beside the mark. The triumphant song
of the last pages is but the first naively poetic cheerful
theme, broadened and ennobled, and in the concluding
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phrases a certain happy frenzy reigns rather than any
suspicion of a tragedy. Any one adopting Kleczynski's
view of this Ballade must produce a very distorted, 1ll-
proportioned reading. :

The first eight bars bring us at once to the main theme,
two questions and two distinct answers. Then a second
section in which we are given at once the characteristic
rhythm of the whole piece; the accent is transferred to
the third and sixth quaver, which, in the F major sec-
tion mentioned above, leaves us, as Oscar Bie points out,
to the enjoyment of a wonderful, pseudo-rhythm,
wavering deliciously between two time emotions.
Chopin both in this and the opening sections nowhere
loses sight of the narrative feeling, the distinguishing
characteristic of the Ballade form. At the change of
key to C sharp minor there is a contrast of mood, and
an elaborate bass passage, which is followed by the
melody in the left hand under a dominant pedal in the
treble. At the return to the major the coda commences
to work up to a final outburst, in which it is almost
difficult to recognise the simple charm of the opening
bars, so transfigured as it is by a noble and triumphant
emotion. The stretto works up to an almost frenzied
but intensely happy conclusion.

OPUS 48.—Two Nocturnes.

No. 1 in C minor; No. 2 in F sharp minor.

Dedicated to Mlle. L. Duperré.
Composed 1841. Published January, 1842.

HESE two Nocturnes belong to the period of
Chopin’s most mature genius.* The first in C
minor is the grandest of all the Nocturnes. It is quite
as dramatic as the C sharp minor, and although less agi-

* See Opus 49.
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tated is full of a more noble emotion. Karasowski con-
siders it “most imposing, with its powerful intermediate
movement, which is a thorough departure from the
Nocturne style.”

It is almost a Ballade, and Huneker says: * in-
eluctable fact remains that this is the nobBIJeSs’t Ngti?lrlrrxle
of them all. Biggest in conception, it seems a miniature
music drama. It requires the grand manner to read it
adequately, and the doppio movimento is exciting to a
dramatic degree. A fitting pendant is this work to the
C sharp minor Nocturne. Both have the heroic quality
both are free from mawkishness and are of the greater’
Chopin, the Chopin of the masculine mode.”
p.Barbcdfé{:te c:cinsic;(zrls’1 these Nocturnes two master-

1eces, and speaks of t st IC in 1 I
Pt grandiosi ol e first as epic in its proportions

Against these opinions we have Niecks, who denies
them a foremost place amongst their companions, and
Willeby, who somewhat inexplicably finds them sickl
when not laboured, instancing the doppio ??zowiment)c:
as an example of the latter quality. But this it 1s not
when properly played. It should not be hurried.

Kullak says: “It is not best to hold too literally to
the designation doppio movimento, for then it wguld
remain only to choose between inartistic precipitation in
the chief subject, or a no less critical dragging of the
secondary subject.” He proposes a metrc?nome mark-
ing of ninety-six for a crotchet, and also says that the
octave passages in triplets in the elaboration of the
second subject should be played strictly in time, to re-
tain the march-like character of the theme. ;

. The brief coda is one of Chopin’s happiest inspira-
tions, and comes like a breath of ineffable peace after
the stormy agitation of the repetition of the chief theme

In his lectures on Chopin’s greater works Kleczynski.
devotes several pages to a lucid and instructive descrip-
tion as to how this Nocturne should be played. PII)e

A HANDBOOK TO CHOPIN'S WORKS. 231

says: “ This dignified and expressive work is very often
played coldly and phrased colourlessly or falsely. Yet
every note in this composition is full of meaning. I do
not know if the legend be true that this Nocturne repre-
sents the contrition of a sinner. The reproaches of con-
science are, according to this idea, followed in the
middle part by heavenly harps and angelic choirs, and
later on by a growing disquietude ending with death
and a yearning flight to heaven.”

Kullak says: “The design and poetic contents of
this Nocturne make it the most important one that
Chopin created ; the chief subject is a masterly expres-
sion of a great powerful grief, for instance, at a grave
misfortune occurring to one’s beloved fatherland. Upon
such an occasion and in such a mood, it is but a step to
sclf-sacrificing deeds. The secondary subject makes
upon me an impression as if heroic men had banded
themselves together and solemnly went forth to the
holy war to conquer or die for their native land.

“In correspondence with the character of a grand
heroic march, the harmonic masses finally tower aloft
in imposing splendour and majesty.”

Schumann reviewed these Nocturnes, but for once his
opinion seems to have been rather perfunctory : “ These
Notturnos must be placed, from their melancholy and
graceful manner, among Chopin's earlier ones. The
second especially will speak to many hearts.”

We may agree with the judgment on the second, but
the first belongs distinctly to Chopin’s most mature
period of development.

No. 2—Nocturne in F sharp minor.

This Nocturne has not the importance of the preced-
ing one. It is peculiarly Chopinesque, particularly in
the introductory bars, which recall the opening of the
A flat Nocturne, Opus 32, No. 2, and also in the chief
theme, the commencement of which is closely paralleled
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in the succeeding Nocturne, Opus 55, No. 1. It is in a
soft elegiac mood, and Niecks speaks of its febile dol-
cezzsa (tear-laden sweetness).

Barbedette refers to it as “d’une tristesse navrante.”
The first theme is repeated twice, transposed and en-
riched, and then the second subject enters. This is
marked pii lento, and is very different in character.

Willeby says it is fragmentary, and the relief is not
sufficient, but Niecks considers it is much finer, “in it we
meet again, as we did in some other Nocturnes, with
soothing simple chord progressions” When Gutmann
studied it with Chopin, the master told him the middle
section should be played as a recitative, “a tyrant com-
mands” (the first two chords), he said, “and the other
asks for mercy.” Kullak says: “The short, concen-
trated phrases of the new subject, the change of key
(major instead of minor) and of time, all indicate a
change of mood. In place of weeping and lamentation
appears the resolve to endure coura.géously and nobly.’;

In a letter Chopin tells us he sold the French rights
of these two Nocturnes, with the Allegro de Concert,

the I sharp minor Polonaise and the Fantaisie, for two
thousand francs. :

OPUS 49—Fantaisie in F minor.
Dedicated to Madame la Princess L. de Souzzo.

HIS Fantaisie ranks by general consent as one of
the highest expressions of the COmposer’'s genius

. It was written at George Sand’s Chiteau at ﬁohanf
in 1841, the time when his friendship with the authoress
was at its happiest. As Niecks says: “ Chopin’s genius
had now reached the most perfect stage of its de?felop-

ment and was radiating with all the intensity of which
its nature was capable.” :
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Of this particular work he says: “It is one of his
best compositions ; nothing more common than the #ame
ot Fantaisie, here we have the ¢4ing.” The very flower
ol the great imaginative works, it is the nearest akin to
the Ballades, but in those the narrative feeling is so
strong that you realise that Chopin is telling you some
old-world legend or romance that he has heard.

The triple time common to all the Ballades, and that
seems inseparable in music from the idea of a story
told, is here replaced by common time, with the result
that, although it is unmistakably narrative in form, we
feel that Chopin is revealing to us some dramatic and
moving incident in his own life. Is not a revelation
of personal moods, as are the Scherzi, but a narrative
of events in which the composer himself has borne a
part. It has more of the universal and less of the
Polish national feeling than the Polonaises.

It opens with a march-like theme of serene gravity :
according to Chopin, if we may credit the statements at
third-hand of Liszt, the actual exciting cause of this
composition was a quarrel and reconciliation between
the composer and George Sand. The first two bars re-
present the knocking at the door of the room in which
the composer is dreaming at the piano, and the next two
stand for his invitation to come in. Enter George Sand
with Liszt, Madame Camille Pleyel, and other friends;
she kneels for pardon ; then come scenes of intercession,
reproaches, piteous appeals, and finally reconciliation.

Very possibly Chopin may have had some such epi-
sode in his mind, but this is music into which everybody
will read their own meaning; the themes are of such
self-sufficing beauty and variety that no programme is
necessary for its full enjoyment.

The treatment of this introduction is full of interest
and novelty. Hadow has pointed out how Chopin
leaves us in doubt as to whether he intends “ the melody
to be entirely homogeneous in style, and whether the
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concluding strain of the stanza can possibly get back
without awkwardness to the key from which it has
strayed. Both these doubts are solved in the most
masterly fashion in the concluding line, which not only
carries the modulation with consummate ease, but com-
pletes the organic outline of the melody with the
daintiest delicacy and finish.”

In the next section a series of ascending triplet pas-
sages gradually increasing in force and velocity usher
in an agitated theme (bar sixty-eight, agitazo) which
leads to a very beautiful passage, the proper interpreta-
tion of which is much discussed (bar seventy-seven).

In the “Klindworth” edition it is marked dolce, but
Kullak says that he does not consider this “authentic,
nor does it correspond with the heroic, highly dramatic
character of the subject.”

Huneker calls it “that heroic love-chant erroneously
marked ‘dolce) and played with the effeminacies of a
salon. Three times does it resound, yet not once should
it be caressed; the bronze fingers of a Tausig are
needed.” It is emphatically a case where every player
should be guided by his own feeling as to what is right.
It remains for him to convince his hearers by the artistic
completion of his reading of the whole piece that the
way in which he has played the passage is the only
possible rendering.

These various themes recur several times in different
keys, and then, after three dropping pianissimo octaves,
there comes a heavenly melody in B major (Lento sos-
tenuto), a reverie which after dreaming along for
twenty-four bars is broken in upon by a sudden sfor-
zando with dramatic effect.*

The former themes are repeated; two bars reminis-
cent of the lenzo ushers in a sweet and plaintive recita-
tive, soft billowy arpeggios swell up and die away ;

* Cf. Scherzo in B minor, End of lento section, Opus zo.
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then crashing cholrds once more bring us back with a
to everyday life
Sta}‘ﬂl;nc;he Fe}tinta};sie we again meet with the bold stormy
tone-poet, as we have 1ea;nt to know him. It is filled
with genial traits in detail, though the whole did nc;t
choose to subject itself to the limits of a fine form. We
can only make suppositions as to the figures that floated
before Chopin when he wrote this, but the pictures were
certainly not cheerful ones.” (Schumann.) 1
“This work is one of Chopin’s best compositions—
unfettered by the scheme of a definite form such as the
sonata or the concerto, the composer develops his
thought with masterly freedom. There is an enthral-
ling weirdness about this work, a weirdness made up of
force of passion and an indescribable fantastic way-
wardness. The music falls on our ears like the insup-
pressible outpouring of a being stirred to its heart’s core,
and full of immeasurable love and longing. Who
would suspect the composer’s fragility and sickliness in
this work? Does it not rather suggest a Titan in com-
motion? There was a time when I spoke of the Fan-
taisia in a less complimentary tone, now 'I” bow down
my head regretfully and exclaim peccazz. (Niecks.)
“It parades a formal beauty—not disfigured by an
excess of violence, either personal or patriotic, and 1its
melodies, if restless by melancholy, are of surprising
nobility and dramatic grandeur. Without including
the Beethoven Sonatas, not strictly born of the instru-
ment, I do not fear to maintain that this Fantaisie is
one of the greatest of piano pieces. Never propetly
appreciated by pianists, critics, or pub_hc, it 1s, after
more than half a century of neglect, being understood
at last” (Huneker.)

* Cf. End of Opus 61. Polonaise Fantaisie.
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OPUS 50—Three Mazurkas.

No. 1 in G major; No. 2 in A flat major; N i
¢ e ] . 2 1n A flat major; No. 3 in C

Dedicated to M. Léon Szmitkowski.
Composed 1841. Published 1842.

C HQPIN published this and the next three books of
& Mazurkas in sets of three, possibly because, taking
. em ats afwféole, lfrom now on, the form shows a greater
amount of development, and, on an average -

length and importance. : i

No. 1 in G major.

This is a beautiful, melodi
) happy-hearted
Mazurka, straightforward in t i i
_ 5 7 in tr c o
. ;t' eatment, calling for no
l?md_\_)vorth marks the close pianissimo, while Kullak
pr@b ers forte. It is unmmportant, the method of playing
it I_iemgientlrely a guestlon of the mood of the moment.
uneker says, “healthy and vivaci ,
- y vivacious, good humour

No. 2 in A flat major.

~ This Mazurka is even more melodious int

ing a.nc}‘ more beautiful than its prcdecc’sssnc]nc‘)re I?utifz(isg
calls it “a perfect specimen of the aristocratic Mazurk; %
The trio in D flat, with its episode in B flat minor and
its decisive rhythm, is a well marked contrast to the
lightness and grace of the opening theme i

No. 3 in C sharp minor.

Harmonically this i i

) y this 1s one of the most interesting, b
emotionally one of the least so of the Mazurkas. 2':i"’hellf(‘;
1s a curious classical feeling about its opening section
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Chopin’s careful study of, and his predilections for
Bach, here appear unmistakably. VonLenzsays of this
piece: “It begins as though written for the organ, and
ends in an exclusive salon; it does him credit, and 1s
worked out more fully than the others. Chopin was
much pleased when I told him that in the construction
of this Mazurka, the passage from E major to F major
was the same as that in the Agatha aria in ‘Freis-
chiitz’” Huneker refers to the Bach-like imitations of
the opening : “The texture of this dance is closer and
finer spun than any we have encountered. Perhaps
spontaneity is impaired, mazs que voulez~vous? Chopin
was bound to develop, and his Mazurkas, fragile and
constricted as is the form, were sure to show a like
record of spiritual and intellectual growth.”

OPUS g1—Third Impromptu (Allegro vivace) in G
flat major.

Dedicated to Mlle. la Comtesse Esterhazy.
Composed 1842. Published 1843.

THIS is the least known of the Impromptus; Hune-
ker even says it is practically undiscovered.

It opens with two bars that Von Biilow directs
should be played as an improvisation, “at first some-
what 7itenuto, so that the allusion they contain to the
opening passage in the Impromptu, Opus 29 (which 1s
assuredly not unintentional) may be perceptible. Then
a slight accelerando leading into the lively Tempo
giusto, which, however, must not be too lively; giusto
to be understood in contrast to rubato.”

The opening phrase has a most curious effect of
winding and twirling. Huneker describes the curves
in triplets as ophidian, and speaks of their tropical
colouring and rich morbidity. The trio in E flat minor
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has the melody in a ’cello-like passage in the bass, re-
calling the C sharp minor Etude.

Niecks speaks of its feverish restlessness and faint
plaintiveness. “After the irresolute flutter of the re-
laxing and enervating chromatic progressions and suc-
cessions of thirds and sixths, the greater steadiness of
the middle section, more especially the subdued
strength and passionate eloquence at the D flat major,
has a good effect. But here, too, the languid, lamenting
chromatic passing and auxiliary notes are not wanting,
and the anxious, breathless accompaniment does not
make things more cheerful. In short, the piece is very
fine in its way, but the unrelieved, or at least very in-
sufficiently relieved, morbidessza is anything but healthy.”
. Huneker, too, feels this © morbidity.” He says: “It
1s neither so fresh in feeling nor so spontaneous in
utterance as its companions. There is a touch of the
faded, blasé, and it is hardly healthy in sentiment.
The absence of simplicity is counferbalanced by
greater freedom of modulation and complexity of pat-
tern. The impromptu flavour is not missing, and
there is allied to delicacy of design a strange;ess of
sentiment; that strangeness which Edgar Poe declared
should be a constituent element of all great art.”

OPUS 352—Fourth Ballade in F minor.

Dedicated to Mme. la Baronne C. de Rothschild.
Composed 1842. Published 1843.

AS Niecks says: “It would be foolish and presump-
tuous to pronounce this or that one of the Bal-
lades the finest; but one may safely say that the fourth
is If{ully worthy of her sisters.”
arasowski tells us that contemporar it]
j . y critics, who,
with the exception of Schumann, unanimously con-
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demned Chopin’s larger works, made a fierce onslaught
on this Ballade. He holds, however, that: “It dis-
plays the most poetry and intelligence of them all;
and for a satisfactory interpretation of its manifold
beauties, not only considerable mechanical skill, but
also subtle musical perception are required.”

Kleczynski is less sympathetic to it. Apparently its
technical difficulties repelled him, for he speaks of the
final passages containing ostentation of difficulties
rather than organic development of theidea, and passes
over its many obvious beauties with almost slighting
brevity. It is throughout as sad and melancholy as the
preceding Ballade in A flat is light-hearted and cheer-
ful. Niecks says: “The emotional keynote of the piece
is longing sadness, and this keynote is well preserved
throughout; there are no long or distant excursions
from 1t. The variations of the principal subject are
more emphatic restatements of it; the first is more im-
pressive than the original, the second more eloquently
beseeching than either of them.”

Huneker writes of this masterpiece with character-
istic hyperbole, but he understands and appreciates its
value. Tt is to him a sanctuary : “Its inaccessible posi-
tion preserves it from rude and irreverent treatment; it
is a masterpiece in piano literature, as the Mona Lisa
and Madame Bovary are masterpieces in painting and
prose. Its melody, which probes the very coverts of the
soul, is haunting in its chromatic colouring. . . . The
narrative tone is missing after the first page, a rather
moody and melancholy pondering usurping its place.”

It is undoubtedly more introspective than the other
Ballades. There is perhaps in it an almost personal
note, as if Chopin had been reminded by something in
the story of some event in his own life and had aban-
doned himself to the mood of the moment.

The opening seven bars form a kind of introduction,
the main theme has, as Huneker puts it, “the elusive
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charm of a slow, mournful waltz, that returns twice,
bejewelled, yet never overladen.”

A close analysis of this masterpiece would be of
little value without an annotated edition of the music
to follow it with, but attention must be drawn to the
second theme with its wonderful modulations, to the
elaborate but brief little cadenza, with its telling pauses,
the harmonic progressions at the sizeffo before the
furious and passionate coda, and the pianissimo chords
descending softly and ending in a long sustained sus-
pension before the final outburst.

OPUS 53—Polonaise in A flat major.

Dedicated to Mr. A. Leo.
Published 1843.

HIS Polonaise is called the eighth on the original

title-page, but to arrive at this number it is neces-

sary to include the Polonaise, Opus 3, for piano and

violoncello. It is usually known as the “Heroic”
Polonaise.

Niecks says: “Only pianoforte giants can do justice
to this martial tone-picture. The physical strength of
the composer certainly did not suffice.”

Chopin’s pupil, Gutmann, said that “in this Polon-
aise Chopin could not thunder forth in the way we are
accustomed to hear it. As for the famous octave pas-
sages which occur in it, he began them pianissimo and
continued them without much increase in loudness.
And then, Chopin never thumped.” Would that we
could say the same of some of our modern wirfuosi!
But this 1s a piece that constantly tempts many of them
to extravagance.

Sir Charles Hallé in his interesting reminiscences
tells us that Chopin resented sharply any deliberate
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mis-reading of his compositions. “I remember how, on
one occasion, in his gentle way he laid his hand upon
my shoulder, saying how unhappy he felt becelluse_ he
had heard his ‘ Grande Polonaise’ in A flat, jouée vite!
thereby destroying all the grandeur, the majesty, of
this noble inspiration. Poor Chopin must be rolling
round and round in his grave nowadays, for thhs mis-
reading has unfortunately become the fashion.”

It is the descending semiquaver octave figure in the
bass which virtuosi usually play too fast, making too
prominent what is only an accompaniment figure, and
thereby destroying the essential nobility of the themde
in the right hand. Niecks, Karasowski, Huneker, an
Willeby all give currency to the idea that in this pas-
sage Chopin meant to suggest the trampling of h01§¢1si
1f, however, the passage is played in correct time, 1t w1,
be found that there is no such suggestion. It is not in
the right rhythm, as will be seen on comparing 1t with
the wonderful orchestral interlude at the co-mmef}cement
of the third scene in the last act of “ Lohengrin.” Klec-
zynski’s analysis of this Polonaise and the remarks he
makes incidentally about programme music in connec-
tion with it form the most valuable portion of his lec-
tures on Chopin’s Greater Works. He says that evein
among Chopin’s compositions this Polonaise 1s a cuci
minating point. “It exhibits a most majestic and
finished style. It is a glorious apotheosis of the Paf,t'
He points out the dignity that the opening theme Lals.es
on when each quaver in the bass is given 1its full va ueé
and accent. Between the trio and the resumption o
the first part there are “strange and most charming pz_tls-
sages whose connection with the main idea is not easi }ig
perceptible and which present no little difficulty 10
style to the performer. ... What are the particu }zzr
principles of this phrase of the Polonaise? In the right
hand a creeping passage sufficiently representing quiet

and monotonous movement; in the left hand the6rhythm
1
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of the Polonaise constantly asserts itself and does not
stop for a moment. Moreover, the movement of the
right hand becomes gradually more and more silent, as
though dying away in the distance, while in the last
few bars, with a kind of assault and in a very rapid
crescendo, it returns and bursts out with the principal
theme. But what is this part doing in the whole pic-
ture? Imagine a gorgeous castle of ancient structure,
with many towers, halls, passages and bridges. In it,in
the centre ball-room, a fine band plays a majestic Pol-
onaise. The couples in national dress, war-like with
swords, glide dignified, accentuating with the step the
thythm. In the middle part, E major, we may see the
approach of a cavalcade, maybe after a triumph; no
matter, we shall only give our attention to that part of
the Polonaise where all the buoyant march following
the first couple passes gaily into adjacent halls, then
glides over the distant bridges, enters the park, and
only after such an excursion when they all seem lost,
do we hear them approaching by another entrance, and
with them the strains of triumphal music. Does not
this explanation help us to play the piece? Do we not
feel more sure of our way in consequence of it? Shall
we not shade the pianissimo passages with a more
charming delicacy, knowing the significance of the
music, and will not the forsissimo phrases appear after-
wards with greater splendour?”

There is no doubt that Kleczynski is right in his
powerful plea that there is much in modern music which
we cannot understand and therefore render intelligible
without an exercise of our imagination. “It is imagina-
tion which must create in our soul a certain whole which
will bring into harmony the various contrasts, a whole
with which the parts are sometimes connected only
obliquely, by a combination of sounds only.”

It is on record that in the trio Tausig used to hold
down the loud pedal for a length of time without in-
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terruption. Kleczynski points out that this 1s only
allowable in grand crescendos, when the sonority of
the instrument attains prodigious proportions. At the
seventeenth bar of the trio, where the key suddenly
changes again into A flat, there is a very curious effect.
The first eleven bars of the octave passage are pianis-
simo, then as if one heard the procession approaching
without seeing it, there is a rapid crescendp, and at the
change of key the whole body of sound is dropped a
semitone, which gives exactly the effect of the caval-
cade having just rounded a corner and come suddenly

into view.

OPUS 54.—Scherzo No. 4 in E major.

Dedicated to Mlle. J. de Caraman.
Published 1843.

IF we look upon the Scherzi as affording a more per-
sonal revelation of Chopin than any other of the
composer’s works, we shall be consoled to find that, not-
withstanding his increasing ill-health, we find him here
in a happier, lighter-hearted, more contented frame of
mind than eight years before, when he published his
first Scherzo in B minor. The mood too is quite differ-
ent from that of the fierce scorn of the third Scherzo.
Here a delightful independence replaces defiance, and
a gentle raillery reigns instead of the sarcasm and -
vective of the earlier work. It is a delightful composi-
tion, so full of charm and delicate beauty of detail
that it is impossible to agree with Willeby, who finds
it of inordinate length. . :
He draws attention to the similarity of the ascending
phrase at bar seventeen, to the opening of the Ballade
in A flat, on which he bases the statement that he finds
the Scherzo more valuable for its exquisite treatment
of detail than for its absolute originality of idea.
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The resemblance is, however, more striking on paper
than in performance, for in tonality, rhythm and feel-
ing, the two phrases are widely distinct.

Kullak draws attention to the fact that this Scherzo
differs from the others inasmuch as the rhythmic anima-
tion, peculiarly appropriate to the Scherzo style, is much
less prominent than the long drawn out, soft cantilenas.

Niecks does not seem to have been in a very happy
frame of mind when he set down his opinions of this
gemal work. He finds that “although less closely
wrapped (like the other Scherzi) it wears dark veils,”
and he considers it inferior to its brothers, and to have
the appearance of being laboured, painfully hammered
and welded together. However, he acknowledges the
beauty of many of the details; “indeed, the harmonic
finesses, the melodic cunning, and rhythmical piquancy,
are too potent to be ignored. The resting-place and
redeeming part of this Scherzo is the sweetly-melodi-
ous second section, with its long, smooth, gently and
beautifully curved lines.”

Karasowski speaks of its “kindlier face”; and Hune-
ker, as usual, does it full justice, seizing the character
of the work, and mirroring it, as it were, in the style of
his description. He says it “can be described by no
better or more commonplace a word than delightful.
It 1s delightful sunny music, and its swiftness, direct-
ness and sweep are compelling. The five preluding
bars of half-notes, unisono, at once strike the keynote
of optimism and sweet faith. What follows is the
ruffling of the tree-tops by warm south winds” He
tells us that the ascending passage at the seventeenth
bar has been boldly utilised by Saint-Sagns in the
Scherzo of his G minor piano Concerto, and draws at-
tention to the episode in E of contrasted duple and
triple rhythm which is reminiscent of the A flat Valse,
Op. 42. Elsewhere he says: “Built up by a series of
cunning touches and climaxes, and without the mood,
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depth, or variety of its brethren, it is more truly a
Scherzo than any of them. It has tripping lightness,
and there is sunshine imprisoned behind its open bars.
Here is intellectual refinement and jesting of a superior
sort; I find the fairy-like measures delightful after the
doleful mutterings of some of the other Scherzi. There
is the same spirit of opposition, but of arrogance none.
It seems to be banned by classicists and Chopin wor-
shippers alike. The agnostic attitude is not yet dead
in the piano-playing world.” :

It certainly would be as well if some of our drawing-
room virtuosi would give the G minor and A flat Bal-
lades a rest, and devote some attention to making this
delightful work more familiar to the general run of
amateurs. [t is full of beauties, which are, however, so
obvious that they require no special comment. One
may, however, particularise the streffo, s'md recitative-
like passage leading up to the beautiful cansabile
melody marked pin lento, the re-entry of the first sub-
iect with the double pedal-point, and the fascinating
coda with its billowy ascending passage, the contrasted
vigour of the closing phrases and its silvery concluding
scale.

OPUS 55—Two Nocturnes.

No. 1 in F minor; No. 2 in E flat major.

Dedicated to Mlle. J. W. Stirling.
Published in 1844.

HESE two Nocturnes are distinctly less interesting
than any of the others; the first is well known to
amateurs, as it is one of the least difficult, but the
second is the most unfamiliar of the whole group.
Kullak finds the chief subject of the first gloomy and
melancholy, but Niecks refers to its flebile dolcesza
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(tear-laden sweetness). Kleczynski gives elaborate
directions how this Nocturne should be played. He
opposes the theories of Hanslick—who pronoﬁnc‘es
music to be powerless for the production of sentiments
—and declares that if the work is to be grasped in its
entirety 1t is necessary to “apply it to the words of an
imaginary poem created by our own mind; the dﬁta‘i]s
will then come spontaneously and without difficulty.”
_To him this Nocturne represents “a sadness whi);:-h
rises by different degrees to a cry of des air, and i
th(i? tllia?quillised by a feeling of hope” s
Kullak acting on this theory says: “yy
mitted to imagine a wandetci'], WEO goez %glag;abe s%elg_
tary and sad, after taking leave of his belovedyh .
and all his dear ones.” -
. Theh sec01:1d_scct1or_1, Whicb Niecks considers inferior
1ough more impassioned, is “march-like in character,
as if the wanderer had resolved henceforth to o on
more courageously.” In the ninth bar of the sgecond
spbjdcct the movement becomes more passionate and ex-
S_lbt;nd A passage in the treble which seems like an
i el
: gh an effective passage
tbc;egkrestf}mphon of the first subject. I'Dl"his,bhofr\zr;frzgf
Calmss gogﬁtznac? %%f&tedffmp\;ement, which graduall};
; ats off into a : iS¢
g;f\i;}a ﬁrgly—hcédfchord in the bagéi,ss;lgc? glaglg;scc;
/s softer and faster till it seems to vanish. T
beautiful chords lead from the min it
and three arpeggio chords, « strong, 10(1?11;r tgnfihfn;]:_]t?r,
as though proceeding from an organ,” bring tl J\? i
turne to a grateful close. , e

Kullak says the coda im li
sounds G
Go&, the goal is reached.” b preae o
uneker says: “It is the relief j
R _the of a major ke t
prolonged wanderings in the minor. It is;J a nicz aanif
turne, neat in its sorrow, yet not epoch-making.” ;
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No. 2, Nocturne in E flat.

This Nocturne does not lend itself easily to analysis,
Kullak says “that it makes the impression of an im-
provisation. One and the same mood breathes through
the entire piece, but the ideas follow each other as in
free improvisation, following the impulse of the moment
only, and paying no heed to strict laws of form in
either articulation or arrangement.”

Niecks draws attention to its difference in form from
the other Nocturnes in “that it has no contrasting
second section, the melody flowing onward from begin-
ning to end in a uniform manner, the monotony of
the unrelieved sentimentality does not fail to male
itself felt. One is seized by an ever-increasing longing
to get out of this oppressive atmosphere, to feel the
fresh breezes and warm sunshine, to see smiling faces,
and the many-coloured dress of Nature, to hear the
rustling of leaves, the murmuring of streams and voices
which have not yet lost the clear, sonorous ring that
joy in the present and hope in the future impart.”

The fact is the commentators seem to have become a
Little tired of their detailed examination of the group
of Nocturnes, for Huneker only says, “it has the merit
of being seldom heard,” and Kleczynski merely re-
marks that “the style is somewhat grandiose, by reason
of an extended phrasing.” Barbedette speaks of it as
written in a style “wun peu tourmenté.”

Tt will, however, repay careful study, being full of
interesting harmonic details. The coda is a gem; be-
ginning from the twelfth bar from the end, there is a
wonderful modulation to the eleventh bar, followed by
a phrase as original, distinguished and beautiful as
anything Chopin ever wrote. The fame, however, of
this Nocturne in E flat is quite eclipsed by the more
popular one in the same key, Opus g, No. 2.

These two Nocturnes were offered, with the three
Mazurkas forming Opus 56, to a Paris publisher for
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six hundred francs, and the ' i

¢ b 4 ) y are dedicated to M
Stirling, the kind and generous Scotch friend and pu;lasi?
to whom Chopin owed it that his last months were not
spent in poverty.

OPUS 56.—Three Mazurkas.

No. 1 in B major; No. 2 in C major; No. 3 in C minor.

Dedicated to Mlle. C. Maber]
Published 1844. Lidhd

ON the whole this set shows a falling off in Chopin’s
inspiration, and in this particular it is curiously
matched by the two Nocturnes, Opus 55, which, written
about the same time, are decidedly the Teast interestin
of the pieces of that group. =

No. 1 in B major.

This is one of the most elaborate of the Mazurkas
Huneker calls it “ very virtuoso-like, but not so intricate
as some of the others. There is decoration in the 7izor-
nelle in E flat, and one feels the absence of a compen-
sating emotion despite the display of contrapuntal skill.”

No. 2" in 'C major.

Karasowski selects this M
4 k ts lazurka as the one which
11_1ustrates“ most strikingly the way in which Chopin
glsplays ‘2 tinge of melancholy, ‘as if the composer
Cgtciicqn]ty md?_lged n a momentary diversion and nar-
intoxication to retur : is ori
g n the more sadly to his ori-
: %uneker says: “There is the peasant in the first bars
in ,_but the A minor whlc_h follows soon disturbs the
air of bon/mmze_‘ ‘Theoretical ease is in the imitative
passages; Chopin is now master of his tools.”

A HaNDBOOK 70 CHOPIN’S WORKS. 249

No. 3 in C minor.

This Mazurka is a pendant to No.1 of the set. It
shows the same elaboration and somewhat monotonous,
insufficiently relieved length.

Huneker thinks it does not give the impression of a
whole: “with the exception of a short break in B major,
it is composed with the head, not the heart, nor yet
the heels.”

Some of the harmonies are quite Wagnerian. It
suits some moods, especially if one has leisure for con-
templation. It rather grows on one.

OPUS s57—Berceuse in D flat major.

Dedicated to Mlle. Elise Gavard.
Composed 1844. Published 1345.

THIS Berceuse is perhaps the most marvellous in-
stance of “filagree” work in music. Chopin,
starting with two bars of a simple rocking figure in the
bass, takes a naive little melody of four bars, and with
these two phrases performs miracles. The bass remains
in unaltered rhythm throughout the whole seventy bars,
on the tonic and dominant harmonies, except at the
twelfth and thirteenth bars from the end, when the
chord of the sub-dominant gives a moment’s change.
After the first four bars, the melody is joined by
what Niecks happily styles “a self-willed second part,”
and thence onwards every repetition of the phrase is
the subject of some exquisite variation, of such delicate
beauty and charm that the senses become hypnotised,
and in listening to it we pass into a kind of trance.
Alexandre Dumas felt this charm, and wrote in the
“ Affaire Clemenceau”: “This muted music (musigue
en sourdine) which penetrated little by little the atmos-
phere and enveloped us in one and the same sensation,
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comparable, perhaps, to that which follows a Turkish
bath, when all the senses are confounded in a general
apaisement, when the body, harmoniously broken, has
no longer any other wish than rest, and when the soul,
seeing all the doors of its prison open, goes wherever it
lists, but always towards the Blue, into the Dreamland.”

The “ fineness, subtlety, loveliness, and gracefulness”
of the “foriture, colorature and other trickeries” re-
mind Niecks of Queen Mab, and Shakespeare’s fairy-
like passage describing her coach in “Romeo and
ulict ¢

Willeby thinks that “never was music written more
happily bearing out its title,” and in the last eight bars
sees “the nurse, who has been rocking the child, herself
succumbing to the drowsy influence of the music.”

But a finer appreciation is that of “Israfel ” writing
in the “Dome.” Hecallsit “a little wrought ivory piece
of exquisiteness just sufficiently trivial, which is, how-
ever, so delicately and ecstatically amorous that it misses
its mark as a cradle-song.” Tt is hardly a Berceuse in
the sense of a lullaby; it is rather the reverie of a young
mother over the cradle of her child, more occupied with
her own dreams and eloquent fancies than the lulling
of the infant. Kullak evidently finds the same thing,
for in his directions as to performance he says: “The
melody at the beginning is to be played very tenderly,
in keeping with the character of a cradle song; the fol-
lowing passages in that dreamy, half-vanishing way
which suggest picture on picturé to the fancy without
sketching a single one in firmer outlines”

Huneker speaks of its “modulations from pigeon-egg
blue to pale green, most misty and subtle modulations
that dissolve before one’s eyes, and for a moment the
sky is peppered with tiny stars in doubles, each inde-
pendently treated. Within a small segment of the
chromatic bow Chopin has imprisoned new, strangely
dissonant colours. Tt is a miracle, and after the drawn-
out chord of the dominant seventh and the rain of

o
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silvery fire ceases, one realises that the whole p%e]cje {1:15 ?
delicious illusion, but an ululation in the kfy ?1 ha ‘
the apotheosis of pyrotechnical colorature. E’] ze’\’vt }(]:;2
he speaks of the “delicate and aristocratic chi =
must be the recipient of such a lullaby, and fgm};:ras :
it with the homelier but n(t) llcss precious babe o
’s music in the same style.

Br]a{}izsz}sfnski thinks this Berceuse sholuld be 11111112@1’;(%
with the Nocturnes. This seems rather a supur.écml
and undiscriminating classification. Its one i ea_é
fanciful and contemplative quality dl{ferengates t_l
radically from the more varied lyric and ramarrlf
strength of the Nocturnes. It is interesting to [Cothe
parekthis masterpiece with the first varlat.l_on fA

Polish folk song in the Fantaisie on NH‘LIDI:I.B. bns,
Op. 13, when the idea of the unchanged rogkmgi -aiss
with the variations on the air above 1s clearly

foreshadowed.

OPUS 58—Sonata in B minor.

Dedicated to Mme. la Comtesse E. de Perthuis.
Composed 1844. Published June, 1345.

& loov of the sonata form is false,” says
THIF:HE);}\/C}I?‘ T\Tge);l and women do not feel happy
for ten minutes as in the opening allegro of a ';Dn?t?,
then melancholy for another ten minutes as in t g f? -
lowing adagio, then frisky as in the scherzo, an t}?e_:
ally fiery and impetuous for ten minutes asldln
finale. The movements of our minds are se1 om sg
systematic as this. Sad and happy thopgfjlts'a?
moods chase one another incessantly and 11"1ehgutJ§r ¥
as they do in the compositions of Chopin, which, e?_
fore, are much truer echoes of our modqm rom.enz ic
feelings than the stiff and formal classical sol%a '}119
And thus it is that Chopin’s habitual neglect of the
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sonata form, instead of being a defect, reveals his rare
artistic subtlety and grandeur.”

The same writer, in his admirable essay on Chopin,
quotes Dr. Hanslick, the celebrated German eritic, as
saying of Chopin: “This composer, although highly
and peculiarly gifted, was never able to unite the frag-
rant flowers which he scattered by handfuls into beau-
tiful wreaths.”

Finck says Hanslick intends this as censure, but he
regards it as the greatest compliment Chopin could
have been paid. “A wreath may be very pretty in its
way, but it is artificial. The flowers are crushed, and
their fragrance does not blend.”

Chopin certainly put enough flowers into the wreath
of this Sonata. The first movement contains such a
profusion of themes and such a wealth of details that
two movements might be made out of them.

Karasowski says: “The composer seems to have
found it difficult to keep the profusion of thought
within due proportions. In the development of the
first theme there is a want of repose which is only
made up for by the wonderful cantilene in D major.”
Huneker calls this melody “an aunbade, a Nocturne
of the morn. There is a morning freshness in its hue
and scent, and when it bursts a parterre of roses” All
the commentators regret the confused wealth of
material and the tropical luxuriance of its handling
that intervenes between the clear-cut opening phrases

and the exquisite melody of the second subject.

But this reproach cannot be brought against the
graceful, airy, restrained perfection of the scherzo. A
beautiful quaver figure winds in and out, up and down,
untiringly and without pause till the trio is reached,
which is delicious in contrast, but vet in exquisite ac-
cord with the mood of the first section.

Huneker speaks of it as “ vivacious, charming, light
as a harebell in the soft breeze. Tt has a clear ring of
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the scherzo, and harks back to_Weber in i_ts 1mp¢rsonal,
amiable hurry” Elsewhere, in comparison with the
great Scherzi, he speaks of it in a more slighting tone,
and says: “The resolution is not intellectual and is
purely one of tonality. It might go on for lever it
must be considered as an intermezzo, and _a,lso as a
prelude to the lyric measures of the b_e;%uuful largo
that follows. This largo is one of Chopin’s less happy
inspirations. The melody has a ring of the common-
place, and the accompanying figure in the bass is jerky
and in ill accord with it.” P

Kullak speaks of the self-absorbed, religious char-
acter of the second subject in E major. It1s so self-
absorbed that it goes on too long with its almost un-
broken quaver figure and unrelieved sweetness. It
must be taken as a typical instance of what Liszt said
when he spoke of Chopin's efforts in the larger forms
as showing plus de volonté que d'inspiration.

The finale, however, 1s brillian_t, or should be so when
properly played. It takes a giant's strength to play
it, and is probably responsible for Professor Hans
Schmidt, of the Vienna Conservatoire, placing this Son-
ata at the head of all Chopin’s compositions for tech-
nical difficulty. The other two Sonatas and the
Allegro de Concert share the next three places in this
interesting classification. It opens with eight bars‘ of
a vigorous introduction, and then the melody enters,
marked agitata. Twice again we get this fine the}ne".
The first time it is accompanied in the bass by quavers
in groups of three; the second time the quavers are n
groups of four; and at the last 7eprise the melody 1s
in octaves accompanied by galloping groups of six
semiquavers. Between each section there are wonder-
ful pages of brilliant passage work, and the coda le
B major is of thrilling é7io, and brings the whole wor
to an aboundingly happy conclusion.
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It 1s a magnificent Sonata taken as a whole, but

nothing like as poetical as Opus 35, although more of
a sonata in the usual classical sense.

OPUS 59—Three Mazurkas.

No. 1 in A minor; No. 2 in A flat major; No. 3 in F
sharp minor.

Published January, 1846.

AFTER the halt in interest and inspiration of the

Mazurkas forming Opus 36, it is refreshing to
find Chopin’s genius again leaping forward; and as
we could compare the uninteresting Nocturnes of Opus
55 with that set of Mazurkas, we can now compare the
success of the present set with the rich and melodious
mood of the Nocturnes forming Opus 62.

No. 1 in A minor.

This Mazurka contains some of Chopin’s most self-
willed and original modulations. If Rellstab wanted
to tear up Opus 7, what would he have not done to this
wild and wayward composition of Chopin’s prime ?

Huneker compares it with its quality of sturdy
affirmation to the one in C sharp minor, No. 1 of Opus
41. It is quite as strange in its harmonies, but much
less decided and consistent. Hunecker says: “That
Chopin did not repeat himself is an artistic miracle.
A subtle turn takes us off the familiar road to some
strange glade wherein the flowers are rare in scent and
odour. This Mazurka, like the one that follows, has
a dim resemblance to others, yet there is always a novel
point of departure, a fresh harmony, a sudden melody,
or an unexpected ending.”
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No. 2 in A flat major.

“Perhaps the most beautiful of all the Mazurkas,”
says Hadow, and the majority of people will agree
with him. It may not be the strongest, the most ori-
ginal, or the most fascinating, but it certainly is the
most exquisitely tuneful and graceful.

Huneker says: “ There is no gainsaying the fact that
this is a noble composition.” It appeals to him as an
amplification of the lovely Mazurka in the same key,
Opus 50, No. 2.

The leading melody is exquisite, and the trio worthy
of it, and the passage marked marcato, where the air 15
given the left hand is entrancing. At the & zempo
fresh charm is added by the sub-melody of the top
notes of the chords in the bass, as indicated by Klind-
worth.

No. 3 in I sharp minor.

Huneker raves, and deservedly, about this Mazurka :
“Chopin 1s at the summit of his invention. Time and
tune that wait for no man, are now his bond slaves.
Pathos, delicacy, boldness, a measured melancholy,
and the art of euphonious presentment of all these,
and many factors now stamp this Mazurka a master-
piece.”

It is intensely characteristic and interesting through-
out. The coda is a gem; it has humour, freshness,
spontaneity. It is one of those separate inspirations
of Chopin that, as in the Nocturnes, he occasionally
reserves with prodigal extravagance for his codas only.
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OPUS 6o.—Barcarolle in F sharp major.

Dedicated to Mme. la Baronne de Stockhausen.
Published 1846.

HIS 1s Chopin’s only essay in the popular and
essentially Venetian form of the Barcarolle. The
word means a boat song, and is used to designate
pleces written in imitation of the songs of Venetian
barcarolli as they urge their gondolas along the silent
canals. The essential characteristic of the form is the
alternation of a strong and light beat in § time;
Chopin’s Barcarolle is an exception, being written in 12
time. A triplet figure pervades the entire composition,
the object being to convey the idea of the rise and fall
of the boat, or the regular rhythmic strokes of the oars.
There is a certain amount of local colour in this piece,
and the melody is of such a character that we are re-
minded of Schumann’s saying that Chopin in his melo-
dies leans sometimes over Germany towards Italy.
But even in this purely local form Chopin is occu-
pied not so much with a transcript of nature, a render-
ing of the charm of the canals and lagoons of Venice,
with their shifting, opalescent light and colours, as
with human emotions. He concentrates our attention
on what is evidently a dramatic duet between two
lovers in a gondola, absorbed in themselves and their
own affairs. This piece requires consummate skill in
handling, otherwise the unbroken long-breathed
rhythm and the want of contrast in the middle section
will make it appear rather long, and, in spite of the
great beauty of much of the detail, monotonous. This
was the view held by Von Lenz until he heard the great
virtuoso Tausig play the piece when they were alone
together. He had offered to do so, saying: “That is
a performance which must not be undertaken before
more than two persons; I shall play you my own self
(meinen menschen). 1 love the piece, but take it up
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nly very rarely” He describes the piece as a con-
Singous }t}ender ydialogue with a two-part cantilena
superimposed on a lightly-rocking theme in the bassl.d

Kullak says the melody of the chief subject shouh
be graceful and fragrant in delivery, but that the
second subject at the change to A major requires more
definite treatment. The bass here in contrast to the
soft wavelike motion of the1 first part has the mono-

steadiness of oar-strokes.

tor}lggjsig considered that the affairs of the lovers came
to a crisis at the cadenza-like phrases marked dolce
sfogato (softly breathed out), which he took to sym-
bolise an embrace and a kiss. Certainly after this the
melody is resumed with an emotion somewhat height-
ened and filled, as it were, with a sense of love

iumphant.
tm’]i'hg coda dies away in a happy dream, and ClQS,GS
with fortissimo octaves, a favourite device of Chopin’s,
who sought thereby to bring his hearers back from his
music-dreamland to the world of every day. '

Hallé in his memoirs narrates how he heard Chopin
play this Barcarolle at his last public concert in Parli,
when, on account of his lack of physical strengt
owing to increasing illness, Chopin “played it from the
point when it demands the utmost energy, in the c%pi
posite style pianissimo, but with such wonderfu
nuances that one remained in doubt if this new gender-
ing were not preferable to the accustomed one.

OPUS 61.—Polonaise Fantaisie in A flat.

Dedicated to Mme. A. Veyret.
Published 1846.

IN this wonderfully beautiful and interesting piece
Chopin still further emancipated himself from ad-
herence to the strict form of the Polonaise, so much

7




258 A HANDBOOK TO CHOPIN'S WORKS.

so that the qualifying title “ Fantaisie” became abso-
lutely necessary. The distinguishing rhythm of the
Polonaise, although prominent in the leading subject,
often becomes disguised and is frequently absent alto-
gether; but the piece remains very distinctly Polish
in character and feeling. Chopin here is in an entirely
different mood to that of the F sharp minor Polonaise
(Op. 44) and the A flat Polonaise (Op. 53). His mood
here is more contemplative, and an elegiac sadness per-
vades the greater part of the piece. It is practically
his last important work, and throughout we seem to
see the shadow of his approaching end. The intro-
duction with its abrupt pause and its contemplative
cadenzas is strikingly original. The chief and
secondary subjects are full of character and charm.
The pine lento in the B major episode is as beautiful as
the slow movement in the great F minor Fantaisie.
The succeeding page becomes certainly more Fantaisie
than Polonaise, with its chain of shakes, its references
to the slow movement and its return to the introduc-
tion. There is a curious indecision at the change of
key to A flat; but then, as if suddenly inspired, Chopin
breaks off, and the hesitation and uncertainty vanish in
a triumphant outburst, in which we seem to hear Chopin
prophesying the ultimate recovery of freedom by his
oppressed country ; and in the contented contemplation
of this the music dies away, getting softer and softer,
until a single loud chord brings us back to the world of
every day. Niecks calls this the most affecting com-
position among all the productions of Chopin, but he
reads into it “unspeakable, unfathomable wretchedness
—boundless desolation—lamentations and cries of de-
spair,” and he says that on account of its pathological
contents the work stands outside the sphere of art
This, however, is a very extreme view. The Pro-
fessor seems to have been infected by some of Liszt’s
exaggeration. The great pianist, after reading into the
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work restless, feverish anxiety and a kind of hysterical
despair, says that “such pictures as these are of little
value to art. They only serve to torture the soul, like
all descriptions of extreme moments, of agonies, of
death rattles,” and so on.

This work has received scant justice at the hands of
nearly all the critics, but Huneker says: “It is one of
the three great Polonaises, and is just beginning to be
understood. It unites the characteristics of superb and
original manipulation of the form, the martial and the
melancholic”  Elsewhere he compares it with Poe's

poem, “Ulalume,” with its haunting, harrowing har-
monies :

‘“Then my heart it grew ashen and sober,
As the leaves that were crispéd and sere—
As the leaves that were withering and sere,”

OPUS 62.—Two Nocturnes.

No. 1 in B major (Andante); No. 2 in E major (Lento).

Dedi;ated to Mlle. R. de Kénneritz.
Published in 1846.

THERE seems to be a consensus of opinion amongst

the critics that these last two Nocturnes of
Chopin’s are lacking in spontaneity, and reflect to a
certain extent the ravages that illness had made upon
his constitution,

Niecks says, “that they seem to owe their existence
rather to the sweet habit of activity than to inspiration;
at any rate, the tender flutings, trills, roulades, synco-
pations, etc., of the first in B major and the sentimental
declarations and confused monotonous agitation of the
second in E major do not interest me sufficiently to
induce me to discuss their merits and demerits.”
Kleczynski sees in them the evidences of a broken spirit,
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and thinks that by their somewhat too affected form,
they “furnish an indication of the ravages made upon
the heart of the poet by deception and physical suf-
fering.”

Willeby finds the “opening two bars of the first
sufficiently original, and the melody which follows,
although hardly one of the best, inexpressibly sweet.”

Considerable harmonic cunning is evinced in this
Nocturne, but the whole lacks that spontaneity which
so distinguishes some of the earlier ones.

Huneker is warmer in his appreciation. He calls it
the “ Tuberose Nocturne,” and says: “It is faint with a
sick, rich odour. The climbing trellis of notes, that so
unexpectedly leads to the tonic, is charming, and the
chief tune has charm, a fruity charm. It is highly or-
nate, its harmonies dense, the entire surface overrun
with wild ornamentation, and a profusion of trills. Al-
though this Nocturne is luxuriant in style, it deserves
warmer praise than is accorded it. Irregular as its out-
line is, its troubled lyricism is appealing, is melting,
and the A flat portion, with its hesitating, timid ac-
cents, has great power of attraction.”

Finck, however, always daring and unconventional
as a critic, “speaks out loud and bold” He says it 1s
the sublimest of the Nocturnes, and waxes eloquent on
the wonderful modulation from B major to A flat, and
later about the delicious series of chords in the fourth
and fifth bars after the empo primo, which lead to the
final section (fourteen bars from the end).

There are three Nocturnes in this key of B major, of
which this is the most celebrated, and as it offers con-
siderable technical difficulties in the proper execution
of the chain of trills which are such a feature of the last
part, it is now often played at concerts, although for
many years it was unaccountably neglected. Kullak
says: “The Nocturne is like a beautiful lyric poem
created in a consecrated hour free from trouble. The
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chief subject reminds one of Opus 32, No. 1. In the
secondary subject, with the change of key, a change of
mood is perceptible; it becomes a shade more earnest,
but also more elevated and serene. On the return of
the chief subject it appears arrayed in such a profusion
of chain trills and fio7éituras that its effect, when exe-
cuted with taste and elegance, is magical.”

If this Nocturne has a fault, it is that the two chief
subjects are not sufficiently contrasted, and therefore
there is a slight tendency for the sweetness of the melo-
dies to become monotonous. It is night in this Noc-
turne, a warm moonlit, tree-shaded night in an Italian
garden, with the heavy scent of daturas on the air, and
the nightingale singing in “full-throated ease.”

No. 2. Nocturne in E major (Lento).

Notwithstanding the depreciatory remarks of some
critics (see Op. 62, No. 1) there is no falling off in
either power or charm in this last Nocturne from
Chopin’s pen. Karasowski says that “although written
shortly before Chopin’s death (really three years
before), it 1s full of reinement of harmony, sweet mel-
ody and reverie;” and Barbedette considers that “both
in harmony and counterpoint it offers an infinite amount
of interest.”

Huneker defends it, and says that it is not at all
sentimental, as Niecks avers, unless so distorted in the
playing. “It has a Bardic ring, its song is almost de-
clamatory. The intermediate portion is wavering and
passionate like the middle of the F sharp major Noc-
turne. It shows no decrease in creative vigour or lyri-
cal fancy.”

The chief subject recalls distinctly the beginning of
the Nocturne in C minor, Opus 48, No. 1. It leads
through an interlude to a second subject which “is more
passionate and animated in character. The upper and
bass voices form a sort of dialogue in lively contro-
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versy. The incidental imitations are to be made pro-
minent in delivery. The Nocturne is no less rich in
fine points of harmony and melody, than all preceding
works of the same species” (Kullak).

There is a lingering pathos about the coda, as if
Chopin was loth to end what he perhaps felt would be
his last inspiration in this form.

OPUS 63.—Three Mazurkas.

No. 1 in B major; No. 2 in F minor; No. 3 in C sharp
minor.

Dedicated to Mme. la Comtesse I.. Czosnowska.
Published 1847.

IN 1847 there appeared the last three works that

Chopin published during his life. Niecks find it
strange that the last book of Mazurkas should have
something of the early freshness and poetry of the
composer. Why strange? With the exception of Opus
55 and 56, which apparently marked only a passing
phase, there is no evidence of any falling-off in the in-
spiration of Chopin’s later works. There is especially
in the first of these Mazurkas a winning charm, whilst
the contrapuntal skill displayed in the third is evidence
of the development of Chopin’s technical resources.

No. 1 in B major.

Huneker speaks of this as “full of vitality "—suffi-
ciently various in figuration and rhythmical life to
single it out from its fellows.

The opening theme 1s vivacious, bright and full of
freshness of fecling; the trio is quaint and curiously
reminiscent of the persistent monotonous music we are
accustomed to associate with the Savoyards.
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No. 2 in F minor.

“Brief and not difficult of matter or manner is this
dance; it has a more elegiac ring,” says Huneker. Ele-
giac happily expresses the dominant expression of this
slightly mournful Mazurka.

No. 3 in C sharp minor.

Ehlert was so much impressed with the technical skill
displayed at the close of this Mazurka that he was
moved to say: “A more perfect canon on the octave
could not have been written by one who has grown grey
in the learned art.”

Huneker says it is of winning beauty; he calls it a
pendant to the C sharp minor Valse, and defies anyone
to withstand its pleading, eloquent voice.

OPUS 64.—Trois Valses.

No. 1 in D flat major (Molto vivace); No. 2 in C sharp
minor (Tempo giusto); No. 3 in A flat major (Moder-
ato). Published 1847.

No. 1 in D flat major.
Dedicated to Mme. la Comtesse Potocka.

THIS is the best known, easiest and most popular of
all the Chopin waltzes, indeed it is so familiar
that if one hears it badly played one is tempted to
apply to it the term “hackneyed.”
But properly handled, and when not used merely as
a vehicle for the display of agility, this little waltz with
‘ts banal anecdotal title, “ Valse du petit chien,” is still
as attractive and graceful as ever. The story goes that
George Sand had a little dog that used to run after its
own tail, and one evening she said to the composer, Sl
I had your talent I would improvise a waltz for that
dog,” and Chopin promptly sat down to the piano and
played this fascinating little improvisation.
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It was a piece peculiarly suited to show off Chopin's
technique, and when he played it at his last concert in
Paris 1n 1848, a lady asked, “Quel est le secret de
Chopin pour que les gammes fussent si coulées sur le
piano ?”—“coulées” being an adjective that expresses
more exactly than any single word in English the exact
quality of Chopin’s scale technique so often admiringly
described by his contemporaries.

Huneker, who had the advantage of hearing it played
by Mathias, one of Chopin’s favourite pupils, says that
the first section is nearly always played too fast and
the second too slow, and with sloppy sentiment.
Mathias said that “the master took the zempo rather
moderately, making an accelerando on the up run,
ending with a little sforsando click on the B flat.”

The caniabile section is perhaps the most graceful and
spontanecus melody in the whole range of the waltzes.

A comparison of the treatment of the cadence in the
eighth and twenty-third bars of this section will give
some 1dea of the originality, delicate variety and charm
of Chopin’s handling of detail. The waltz has no coda,
but ends with a rapid run, a deliciously unexpected
amplification of a quaver passage that concludes each
section. It is Parisian in its grace, coquetry and play-
ful defiance. The end reminds one of the rhythmic
tap of the foot with which some graceful dancer con-
cludes a cleverly executed pas.

No. 2 in C sharp minor. Tempo giusto.
Dedicated to Mme. la Baronne de Rothschild.

Chopin’s nationality shows more clearly in this waltz
than in any of the others. There is in it more of the
Slav temperament. Repeatedly the time sways from
the waltz rhythm to that of the Mazurka, and in con-
trast of moods it is strikingly Polish.

This dance poem might represent the feelings of an
unhappy lover at a ball. The first section is wildly
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melancholy, full of sadness and yearning. At the piz
mosso the whirling dance urges him to forget his sor-
row. The third section (piz lento in D flat) is tender
and consoling, but the last three bars indicate despair-
ing doubts, and again there is the whirl of the dance;
then a resumption of the first mood, and though once
more there is the anodyne of the waltz, the lover's
doubts are only half stilled as the music dies away.

The recurring waltz section should be taken in fairly
strict time and rapidly, whilst the lyric quality of the
other sections demands a slower Zempo and consider-
able rubato.

Niecks thinks that tender lovesick longing cannot be
depicted more truthfully, sweetly and entrancingly
than in this waltz, whilst Huneker says: “It is the most
poetic of all. The first theme has never been excelled
by Chopin for a species of veiled melancholy. It 1s a
fascinating lyrical sorrow, a space of clearer skies:
warmer more consoling winds are in the D flat inter-
lude, but the spirit of unrest, enznui, returns. The ele-
giac imprint is unmistakable in this soul dance”

No. 3. Valse in A flat Moderato.
Dedicated to Mme. la Baronne Bronicka.

It is difficult to believe when listening to this ex-
quisite, graceful, and apparently light-hecarted com-
position, that it was almost the last that issued from
Chopin’s pen at a time when the shadows of a fatalill-
ness were closing in upon him. The feverish melan-
choly of the preceding number has disappeared en-
tirely, and in its place we have a fascinating dance
which, as Huneker says, is “for superior souls who
dance with intellectual joy, with the joy that comes of
making exquisite patterns and curves. Qutof the salon
and from its brilliantly lighted spaces the dancers do
not wander, do not dance into the darkness and church-
yard, as Ehlert imagines of certain other waltzes.”
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Niecks evidently thinks it inferior to the two pre-
ceding ones in spite of its “exquisite serpentining
melodic lines, and other beautiful details.”

Willeby thinks the middle section in C major the
most notable and virile portion, and rightly finds a
suggestion in it of the informing genius of the Polon-
aise. The time should be moderate throughout, with
towards the end increasing animation.” The middle
section is decidedly a conversation in the pauses of the
dance, and the two voices must be kept distinct.

OPUS 65—Sonata for piano and violoncello in G
minor.

Dedicated to Mr. C. Franchomme.
Published October, 1847.

THIS was the last composition published during
Chopin’s lifetime. Niecks calls it one of his most
strenuous efforts in the larger forms, and, although
written at a time when he was very weak and ill, it
shows no falling off in power. Sir Charles Hallé gives
an interesting account of his hearing Chopin and
Franchomme play this sonata soon after it was written.
“Chopin grew weaker and weaker to such a degree
that when we dined together at Leo’s or other friends’
houses, he had to be carried upstairs, even to the first
floor. His spirits and his mental energy remained
nevertheless unimpaired. .. . On our arrival we found
him hardly able to move, bent like a half-opened pen-
knife, and evidently in great pain. We entreated him
to postpone the performance, but he would not hear of
it; soon he sat down to the piano, and as he warmed to
his work, his bedy gradually resumed its normal posi-
tion, the spirit having mastered the flesh.”
Karasowski considers the first movement to be of
surpassing beauty, and yet an account given by a con-
temporary of Chopin’s, Madame Dubois, shows us that
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even by artists and intimate friends this movement was
not understood. “It appeared to the hearers obscure,
involved by too many ideas, in short, it had no suc-
cess. At the last moment Chopin dared not play the
whole Sonata before so worldly and elegant an audi-
ence, but confined himself to the Scherzo, Adagio and
Finale” Moscheles, who never really understood or
appreciated Chopin’s true greatness, wrote of this Son-
ata: “In composition Chopin proves that he has only
isolated happy thoughts which he does not know how
to work up into a rounded whole. In this Sonata I
find often passages which sound as if some one were
preluding on the piano and knocked at all the keys to
learn whether euphony was at home.”

He subsequently arranged the Sonata for four hands
and called it a trial of patience.

“To me it is a tangled forest, through which now
and then penetrates a gleam of the sun.”

Niecks is very unsparing in his criticism. He says
that “Liszt’'s dictum, ‘ plus de wvolonté que d'inspira-
tion, applies in all its force to this Sonata, in which
hardly anything but effort, painful effort, manifests
itself. The first and last movements are immense
wildernesses with only here and there a small flower.
The middle movements do not rise to the dignity of a
Sonata, and moreover lack distinction, especially the
slow movement, a Nocturne-like dialogue between the
two instruments.”

He admits certain beauties, e.g., the first subject of
the first movement at the entrance of the ’'cello, the
opening bars of the scherzo, etc.; but “they are merely
beginnings, springs that lose themselves in a sandy
waste.”

Huneker speaks of the ’cello Sonata as a task for
whose accomplishment Nature did not design Chopin.
“He must touch the keys by himself without being
called upon to heed the players sitting next him. He
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is at his best when without formal restraint he can
create out of his inmost soul.”

Elsewhere he says: “I fancy the critics have dealt
too hardly with this work. Robbed of its title of
Sonata, though sedulously aping this form, it contains
much pretty music. And it is grateful for the ’cello.
Tonal monotony is the worst charge to be brought
against this work” Finck, however, in his whole-
hearted and generous fashion when a work pleases
him, says: “The ’cello Sonata was the last of his
larger works, and in my opinion it is superior to any
of the ’cello Sonatas of Mendelssohn, Brahms, and
even Beethoven and Rubinstein.”

Had we only the youthful C minor Sonata to put
beside this, there might be some shadow of an excuse
for the repetition of the parrot cry that Chopin could
not write Sonatas; but with the masterpieces of the B
flat minor and B minor Sonatas before us, it is aston-
ishing how this legend seems to have blinded both
critics and performers to the obvious merits of this
most interesting work. Barbedette speaks most ap-
preciatively of it: “Sa belle Sonate . ... page ré-
marquablement écrite en point de vue scientifique ap-
propriée au génmie des deux instruments, remplie de
détails d’une exquisite délicatesse, sensibilité el grace
touchante.”

It is true that Kleczynski professes to find in it evi-
dence of a broken spirit, but this is probably because
he started with a preconceived idea that he ought to
find this in Chopin's latest works.

OPUS 66.—Fantaisie Impromptu in C sharp minor.
Composed 1834; published posthumously 1855
EVEN Niecks, who is so against the publication of

— works which Chopin himself withheld from pub-
lication, admits that he would not like to have lost this
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Fantaisie-Impromptu, and he styles it the most valu-
able of all the compositions published posthumously
by Fontana. He asks, “Why did Chopin keep it in
his portfolio?” and answers himself thus: “I suspect
he missed in it, especially in the middle section, that
degree of distinction and perfection of detail which
alone satisfied his fastidious taste.”

Barbedette, however, prefers it to all the other im-
promptus; he calls it a chef-d’@uvre, and is at a loss
to imagine why Chopin “left in his portfolio this piece
so worthy of publicity.”

Huneker is sarcastic about the saccharine and
mawkish quality of the trio, but properly handled there
should be only sweetness and beauty in this lovely
melody. The opening is as fresh as anything in
Chopin; its rhythmical difficulties require beautifully
clear playing. The trio is a little over long and can
be brought to a better balance by omitting the last
twelve bars before the return of the first movement.

The coda, where the melody of the slow movement
1s taken up in the bass under a pianissimo accompani-
ment of semiquavers, brings this delightful work to a
most satisfying conclusion.

OPUS 67—Four Mazurkas.

No. 1 in G major, 1835;* No. 2 in G minor, 1849;* No.
3 in C major, 1835; No. 4 in A minor, 1846.

Published posthumously by J. Fontana, 1853.

IT 1s a puzzle why Fontana, when deciding to pub-
lish the eight Mazurkas of Chopin which make up
this and Opus 68, did not arrange them in chrono-

% Apparently some copies of Klindworth's edition have the
dates of these two Mazurkas transposed. Those given agree
with Niecks's dates, but Huneker would seem to have an edition
where the dates are reversed.
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logical order of their composition. This would seem
the only logical course to pursue, as their chiel interest
lies in the aid they give us in tracing Chopin’s develop-
ment.

There is little to be said about these four. Niecks
thinks Fontana should not have published the manu-
scripts that Chopin had deliberately withheld from
publication. Of all the posthumous works this set of
Mazurkas might best be spared.

The first in G major, dated 1835, is not specially
distinguished, and if we compare it with the four form-
ing Opus 24 of the same date, we shall see at once why
Chopin rejected it. Huneker calls it “jolly and rather
superficial.”

The second in G minor, which is assigned to the year
of Chopin’s death, 1840, is very pretty, but Chopin does
not seem to have taken much trouble over it.

The third in C major is also of 1835, and the same
remarks apply as to the first of the same date.

The fourth in A minor, of 1846, is much the best of
the set, and possibly Chopin might have included it
when next publishing a book of Mazurkas. It would
not have added to his reputation, but it would have
done it no harm.

OPUS 68-—Four Mazurkas.

No. 1 in C major, 1830; No. 2 in A minor, 1827; No. 3
in F major, 1830; No. 4 in F minor, 1840.

Published posthumously by J. Fontana in 1855.

THIS Opus contains three youthful efforts, and the
very last composition Chopin wrote.
The first 15, as Huneker justly remarks, commonplace.
The second is the best of all the posthumous
Mazurkas. Niecks says of it: “It is simple and rustic,
and at the same time graceful. The trio (poco pin
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mosso), the more original portion of the Mazurka, re-
appears in a slightly altered form in later Mazurkas.
It is these foreshadowings of future beauties that make
those early works so interesting.”

Huneker refers to it as much better than No. 1,
“being lighter and well made.”

No. 3 he dismisses as weak and trivial. This is not
undeserved, although the trio is interesting with its
drone bass and curious countrified effect.

To the fourth Fontana affixed the following pathetic
note: “Cetie Mazurka est la derniére inspiration que
Chopin ail jetée sur le pupier peu de temps avant sa
meort; il éiait déja trop malade pour essayer au prano.”

Huneker says: “It is certainly morbid in its sick in-
sistence in phrase repetition, close harmonies and wild
departure—in A—from the first figure.”

Here we may echo, without any savour of Liszt's con-
descension or Von Lenz's irony, “ Pawvre Frédéric!”

In his “greater Chopin,” Huneker refers again to this
Mazurka: “Its singular idea, almost a fixed one, its
gaiety and astounding gloom, show us the sick brain of
the dying man.”

Karasowski says: “It is sad, very sad, like the last
days of the great master. He showed by this swan-
song, and by his yearning after the home of his happy
youth, that in the very last hour of his creative inspira-
tion he remained faithful to his national music and to
his sorely-tried Fatherland.”

Finck refers to this Mazurka as of “heartrending
sadness and exquisite pathos,” “ perhaps it was a patri-
otic rather than an zsthetic feeling, which led him thus
to favour the Mazurka. His love for his country was
exceeded only by his devotion to his art.”
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OPUS 6g—Two Valses.

No. 1 in F minor, composed in 1835; No. 2 in B minor,
composed in 1829.

Published posthumously 1355.
No. 1 in F minor.

ON the manuscript of this waltz appears the inscrip-
tion “Pour Mlle. Marie,” and it is signed F.
Chopin. Drezno (Dresden), 1835. (Notwithstanding
this clear date, 1836 is given as the date of composition
both in Niecks’s and Breitkopf and Hirtel’s catalogue.)

«Mlle. Marie” was the beautiful daughter of Count
Wodzinski, with whom Chopin fell deeply in love dur-
ing one of his holiday trips. In 1836 he proposed and
was rejected, as Marie’s parents objected to the match.
The disappointment does not seem to have affected
Chopin very deeply, and the next year the lady married
a son of Chopin’s godfather, Count Frederick
Skarbek. )

This is the waltz that Camille Pleyel called the his-
tory of D flat. Huneker says it has a charm of its
own, and is suavely melancholy, though not so melan-
choly as the one in B minor that follows it. It has
more the nature of a lyric poem than of a dance, and
Chopin showed his usual judgment in not publishing
it. Ttis slight and far inferior to the next waltz of this
lyric nature, the A minor, Op. 34, No. 1. The second
section might almost be a Mazurka.

No. 2. Valse in B minor.

This is a very early effort, dating from 1829, and it
is chiefly interesting as one of the compositions which
Chopin allowed his poetic inspiration full play, and
wrote regardless of his position as a virtuoso and
without considering the Parisian public, whom he
wished to conquer.
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Its chief feature is its querulous, pathetic, appealing,
helpless melancholy. The middle section seems to in-
dulge in a wan smile, but all through the music seems
to indicate a reiterated nervous collapse.

OPUS 70.—~Three Valses.

No. 1, G flat major, composed 1835; No. 2, F minor,
composed 1843; No. 3, D flat major, composed 182q.

THESE three waltzes, composed at various dates,
differ much in merit. The first is distinctly the
weakest, one of the least distinguished of Chopin’s
works. Hunecker describes it as “very gay and
sprightly,” but there is nothing more to be said of it.
The second is perhaps the most successful of all the
posthumous waltzes; the middle portion is of great
beauty and charm.

The third waltz is interesting ascontaining the germs
of ideas subsequently developed in later waltzes. The
first bars should be compared with the opening of Op.
42, in A flat, and the third section with Op. 34, No. 1,
third part. It dates from October 3, 1820. In a letter
of this date to his friend, Titus Woyciechowski, Chopin
writes: “While thinking of this lovely being (Con-
stantia Gladkowska, the ideal of his youthful passion),
I composed early this morning the waltz which I send
you. Notice the marked passage; nobody knows of it
but yourself. How glad I should be if I could play
my newest composition to you! In the fifth bar of the
trio the bass melody up to E flat dominates, which,
however, 1 need not tell you, as you are sure to feel it
without being told.”

Willeby considers this the best of the posthumous
waltzes on account of its easy writing, and the intense
amount of movement and life contained in it.

18
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Niecks says, that although by no means equal to any
of the waltzes published by Chopin himself, one may
admit that it is pretty.

Huneker says that it has no special physiognomy, and
that it recalls to him the D flat study m the “Trois
Nouvelles Etudes.”

_ OPUS 71.—Three Polonaises.

~*No. 1 in D minor, 1827; No. 2in B flat major, 1828;
No. 3 in F minor, 1829.
Published posthumously by J. Fontana, 1855.

No. 1. Polonaise in D minor.

IN these three Polonaises dating from Chopin’s seven-

teenth, eighteenth and nineteenth years, we have
the most important specimens of his youthful work
from the point of view of his development as a poetical
composer. As Niecks says, it is wonderful, truly won-
derful, that a youth of eighteen should have attained
such a strongly developed individuality. Although
there are traces of Weber’s influence all three num-
bers are of a striking originality. “ Beside Chopin’s
peculiar handling we find in them more of his peculiar
sentiment. The bravura character is still prominent, but

instead of ruling supreme it becomes in every Succes-
sive work more and more subordinate to thought
and emotion. These Polonaises, although thoroughly
Chopinesque, nevertheless differ very much from his
later ones, those published by himself, which are gen-

erally more compact and fuller of poetry.”

Willeby considers that although the last two exhibit
no less emotional power, the first is the most spon-

taneous.

The germ of the opening of the heroic Polonaise can

be traced in the first bars of this one in D minor.
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Polonaise in B flat major, No. 2.

This interesting work fores
Al ing work foreshadows the mel /
dignity of the C minor, Op. 40, No. 2. et

r e :
No. 3. Polonaise in F minor.

Ell'n- one of Chopin’s early letters we read: “Princess
lise (Radziwill) was so much interested in my Polon-
aise in I minor that I could not refuse to send for it
Please let me have it by return of post. You can ic-
t.nrc to yourself the character of the Princess from%h'c—
fact that she makes me play the Polonaise to her every

day. The Trio in A fat major ray
E Ceuluton najor always pleases her

OPUS ;2 —Nocturne in E minor (Andante).

Composed 1827. Published posthumously 185s.

THIS Nocturne was composed in Chopin’s seven-
; 4't?cmh year, the date of the completion of his
studies at the Warsaw Lyceum. According to Kara-
?_?\-’\*bl\lv it bears evident traces of that youthful period
Bu_?jekcr dismisses it as weak and uninteresting and
ar f}d‘?tte.ﬁnds it wanting in distinction. Niecks
says: “It is probably the poorest of the early com-
positions, but excites one’s curiosity as the first speci-
i{iglghs-i tf},e 1I{§mdd by the incomparable composer of

locturnes. le draws attention “to the wide-m
. _ ; nde-meshed
gﬁsrdds and lég}}llt—wqued flights of notes and the fore
owing of the ¢ Jo. 1,/ stiiccive
- Chopiﬁg_ oda of Opus g, No. 1,” as distinctive

As Kullak sa hatever i 1
< says, whatever its merits, “ a compariso

the first and last Nocturnes (Op. 62, No. 2) \szill beni?i

teresting to the admi
g admirers of the grez T
ungie leonem I” gy g




276 A HANDBOOK TO CHOPIN'S WORKS.

The Nocturne is simple and melodious, the figure of
the accompaniment unchanged throughout, but slight
as it is we would not willingly exchange it for the
whole of Field’s works bound in full morocco.

OPUS 72b.—Marche Funébre. In C minor.
Composed 1829. Published posthumously 1855.

TIHS little known work, which was published post-

humously by J. Fontana, must not be confused
with the world-famed Funcral March that forms the
third movement of the B flat minor Sonata

“In the legacy of a less rich man the Funeral March
in C minor would be a notable item, in that of Chopin
it counts for little. Whatever the shortcomings of this
composition are, the quiet simplicity and sweet melan-
choly which pervade it must touch the hearer. But the
master stands in his own light. The famous Funeral
March in B flat minor eclipses the more modest one in
C minor. Beside the former, with its sublime force
and fervency of passion and imposing mastery of the
resources of the art, the latter sinks into weak nsignifi-
cance, indeed appears a mere puerility. Let us note in
the earlier work the anticipation (bar twelve) of a
motive of the chef-d’@uvre (bar seven), and reminis-
cences of the Funeral March from Beethoven's Sonata
in A flat major, Op. 26.” (Niecks.)

Huneker says that this march sounds like Mendels-
sohn. “The trio has the processional quality of a
Parisian funeral cortége. It is modest and in no wise
remarkable.”

Had the posthumous works been destroyed we should
have lost in this march a most interesting musical
document, invaluable in tracing the evolution of
Chopin’s musical genius. This work of the youth of
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nineteen is full of promise; a promise which develops
in glorious fruition in a short ten years in the master-
piece of the B flat minor Funeral March.

OPUS 72c—Trois Ecossaises.

No. 1 in D major; No. 2 in G major; No. 3 in D flat
major.

Composed 1830. Published posthumously 1855.

THIS is the one work of Chopin's that might, with

advantage to his reputation, have been destroyed.
They are merely three little Schottisches, pure dance
forms, without any emotional or poetical value, and
they have neither the simplicity or melody necessary to
make up for their deficiency in more serious qualities.
Huneker says “that No. 2 in G is highly popular in
girls’ boarding schools,” and Niecks considers them the
least individual of Chopin’s compositions, “almost the
only dances of his which may be described as dance
music pure and simple—rhythm and melody without
poetry, matter with a minimum of soul.”

OPUS 73.—Rondo for two pianos in C major.
Composed 1828. Published posthumously 1853s.

RIGINALLY this Rondo* was written for one
piano only, but Chopin, in a letter dated Sep-
tember g, 1828, tells his friend Woyciechowski that he
arranged it for two pianos during the summer he spent
at Strzyewo: “To-day I tried it with Ernemann, at
Buchholtz’s, and it came out pretty well” And later
in the year he writes again: “That orphan child, the

# See page 6o.
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Rondo for two pianos, has found a step-father in Fon-
tana; he has learnt it after a month’s study.”

Huneker says: “It is full of fire, but the ornamenta-
tion runs mad, and no traces of the poetical Chopin are
present.”

Niecks classes it with the early Sonata, Opus 4, and
the Duo, Opus 8, as student’s work : “ Granting certain
prettiness, an unusual dash and vigour, and some points
of interest in the working out, there remains the fact
that the stunted melodies signifies little and the too
luxuriant passage work signifies less, neither the
former nor the latter possessing much of the charm
that distinguishes them in the composer’s later works.
The original in this piece is confined to the passage
work, and has not yet got out of the rudimentary
stage.”

Any one thinking that owing to the opus number
this must be a late work of Chopin’s, will necessarily
experience a keen sense of disappointment, for it is em-
phatically of his earliest work, and has none of the
poetry, the exquisite style, nor deep melodic beauty of
his masterpieces.

OPUS 74.—Seventeen Polish Songs.

TI-IESE songs were composed by Chopin at various

dates. Karasowski tells us that if Chopin “met
with any new and beautiful poetry in his native tongue,
he would set it to music, not for publication, but for
his own pleasure. Thus these songs gradually accumu-
lated between 1824 and 1844. Many have been lost
because, in spite of the request of his friends, the com-
poser constantly put off committing them to paper;
others were sung in Poland without anything positive
being known as to their origin, but it is pretty certainly
conjectured that Chopin was their composer. Among
these must be mentioned the popular and formerly
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much sung ‘ The Third of May.’ . . . . They are simple
flowers which do not dazzle, but by their sweet perfume
and peculiar delicacy delight sympathetic hearts.”

Niecks tells us that the words of most of these songs
are by Stephen Witwicki, others are by Mickiewicz,
Zaleski and Krasinski; poets with all of whom Chopin
was personally acquainted. He considers the “ musi-
cal settings very unequal, a considerable number of
them decidedly commonplace; several exceedingly
simple, and in the style of folk songs In the
symphonies of the songs we meet now and then with
reminiscences from his instrumental pieces.”

Perhaps the best known are No. 1, “The Maiden’s
Wish,” which has been brilliantly paraphrased by
] iszt; this is in Mazurka form. It is, however, hardly
within the limits of this book to describe these songs at
length. They are all intensely national and simple.
The form of the art-song does not seem to have ap-
pealed to Chopin, and these folk-songs must depend
for their effect on the pathos and dramatic power with
which the simple tunes can be made to express the
meaning of the words.

Grand Duo Concertante in E major, for piano and
violoncello, on theme from “ Robert le Diable,” by
F. Chopin and A. Franchomme.

Composed 1832. Published 1333.

"E" HIS is one of the four works published without an

opus number during the composer’s lifetime.
Schumann says of this Duo: “ This is a composition for
drawing-rooms, in which, behind the lovely shoulders
of Countesses, the head of a famous artist appears
here and there; it is therefore not fitted for tea-parties,
at which people play a little in the intervals of con-
versation. It is essentially a work for the most refined
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of circles, in which the artist receives the respect and
attention his position deserves. It seems to me that
Chopin wust have sketched it throughout while
Franchomme said a gentle ‘Yes’ to everything; for
whatever Chopin touches takes his form and spirit,
and even in this small salow style he asserts himself
with a grace and elegance, compared to which all the
finish of other brilliant writers is lost on the winds.
If the whole of ‘Robert le Diable’ were filled with such
ideas as Chopin has selected from it for his Dug, it
would need re-baptism, and Chopin’s fantastic finger
plays hither and thither, veiling, unveiling, so that ear
and heart long retain the tones. The reproach of ex-
treme length, which anxious wvirfuos:i may bestow on
the piece, was perhaps not unjust, for at the twelfth
page there is a sort of lameness in the movement; but
already on the thirteenth the strings are grasped with
true Chopin-like impatience, and on the music flies
again to the end, with a wave-like figure. Is it neces-
sary for us to say that we recommend this Duo with
our very best will?”

Huneker does not think much of this work. Hesays:
“It 1s for the salon of 1833, when it was published. It
1s empty, tiresome, and only slightly superior to com-
positions of the same sort by De Beriot and Osborne.
Full of rapid elegancies and shallow passage work, this
Duo 1s certainly a piéce d’occasion—the occasion pro-
bably being the need of ready money.”

Karasowski also calls it a work without any special
merit, written in accordance with the taste of the day.

TROTS NOUVELLES ETUDES:.

THERE 1s no means by which we can arrive at the
exact date of the composition of these studies.
Niecks thinks that internal evidence shows that they
may be regarded as the outcome of a gleaning. It is
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possible that they were composed about the same time
as the studies of Opus 25, but Kullak appears to think
that they were written to order about the year 1840, the
date in which they were first published in the Piano-
forte Method of Moscheles and Fétis.

Niecks thinks they are the weakest of the master’s
studies, although by no means uninteresting and cer-
tainly very characteristic, while Kullak says that
although “composed to order and devoted to instruc-
tive purposes, circumstances which usually hamper free
artistic creation, these Etudes nevertheless take equal
rank with the majority of Chopin’s similar works, in
which brevity of form is united with wealth of poetic
contents.”

Huneker says that “ the last decade has added much
to the artistic stature of these three supplementary
studies. They have something of the concision of the
Preludes.”

No. 1. Etude in F minor.

Kullak compares this study in respect of poetic con-
tents and magical effect with the one in the same key
in Opus 25, No. 2, but it is far more emotional than
the “magnetic crooning” of the latter.

The technical difficulty consists in playing groups of
triplet crotchets in the right hand against eight quavers
in the bass.

No. 2. Etude in A flat. Allegretto.

Referring to the time designation Kullak says: “Al-
legretto designates not merely the Zempo, but at the
same time the character of a piece. Composers use the
word for compositions in which passion, dazzling anti-
theses, and deep emotion, are not to find a place, but,
instead, cheerfulness, naiveté, harmless idyllic life, or
even a light elegiac mood.
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Compositions of this gemnre are to be treated like
tender plants, and not grasped with rude hands. Thus
it 1s with the present Etude.

This is the best known of the three studies, and so
completely is the technical purpose, which is again to
overcome the difficulties of rhythm, disguised, that it
might have formed part of Opus 28 (the Preludes).

Huneker says of it: “Again the composer demon-
strates his exhaustless invention and his power of
evoking a single mood, viewing all its lovely contours
and letting it melt away like dream magic. Full of
gentle spriteliness and lingering sweetness is this
study.”

Elsewhere he compares it with Opus 119 of Brahms,
and says: “But Chopin is so sad, and Brahms so merry,
yet the general architechtonic is not dissimilar.”

_Hadow again uses this study as an example of how
Chopin can make unconventional harmonies sound
magically correct. He says: “Are consecutive major
thirds justly regarded as harsh and dissonant? Chopin
at his dreamiest and most contemplative can employ
them with unfailing effect.”

No. 3. Etude in D flat. Allegretto.

In this study the technical problem is the playing of
legato and staccato simultaneously in one and the same
hand. As Huneker says: “The result is an idealised
waltz in allegretio tempo, the very incarnation of joys
tempered by aristocratic reserve. Chopin never romps
but he jests wittily and always in supremely gobd,
@astge: lems stuély fitly closes his extraordinary labours
1n this form, and it is as i ad signed it 1
VR e f he had signed it ‘F. Chopin,
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POSTHUMOUS WORKS.—Variations on a German

air in E major.

Composed 1824 ; published in 1851.

HIS work is distinguished amongst those that ap-
peared posthumously by the fact that Chopin
evidently intended to publish it. It was in Haslinger’s
hands as early as 1830, and it was ultimately published
by him at the same time as the Sonata, Opus 4. The
theme is a familiar German air known as “Der
Schweizerbub,” and according to Szulc the variations
were composed between Chopin’s twelfth and seven-
teenth years, in a “ few quarter hours.”

On account of their greater simplicity and inferior
interest, Niecks thinks that they must be of an earlier
date than Opus I, composed in 1825. He says: “lIn
these variations (which Chopin wrote in his fourteenth
year) the treatment of the instrument not only proves
that he was already as much in his element on the piano-
forte as a fish in the water, but also shows that an as
yet vaguely perceived ideal began to beckon him on-
ward” He instances as a weak point the introduction
to the variations with their interminable sequences of
dominant and tonic chords accompanying a stereotyped
run: “Although they leave behind them a pleasurable
impression they can lay only a small claim to origin-
ality. Still there are slight indications of it i the
lemipo di valse, the concluding portion of the varia-
tions. Chopin’s love of widespread chords and skips,
if marked at all, is not strongly marked in the varia-
tions; they can hold their own without difficulty and
honourably among the better class of light drawing-
room pieces.”

Huneker calls them “ musically light waisted ” (what-
ever that may mean), “although written by one who
already knew the keyboard. The last, a Waltz, is the
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brightest of the set,” but he thinks they were not worth
the trouble of publishing.

Although not difficult they show that their composer
even at the early age of fourteen must have been pos-
sessed of considerable technique.

Posthumous Mazurkas without Opus numbers.

MAZURKA in A minor was published in 1842 in
No. 2 of a musical periodical called “Notre
Temps,” a kind of Christmas album of the period.

Another Mazurka in A minor is dedicated “ & son ami
Emile Gaillard.” Of these two Huneker prefers the
latter, “it abounds with octaves and ends with a long
trill.”

Both these two are published by Klindworth and
Kullak. The former adds another Mazurka in F sharp,
which the researches of Pauer have identified beyond
doubt as the work of Charles Mayer. How any amount
of forged signatures could ever have led any one to
believe this a genuine work of Chopin’s is a mystery.
In two bars of Chopin's weakest mazurka there is more
poetry than in the whole of this common dance tune.

Breitkopf and Hairtel's edition gives this Mazurka in
the key of F. Also four other Mazurkas, one in G
major, dated 1825, “of slight worth “ (Huneker), one in
B major of the same date, “early as it was composed, it
1s_nevertheless pretty” (Huneker), one in D major,
which was written in 1829 or 1830, and remodelled in
1832. “The recasting improves it. The trio is lifted
an octave and the doubling of notes throughout gives
more weight and richness” The last is in C major of
1833. “There are breadth and decision in it”
(Huneker).

The chief interest of these posthumous Mazurkas is
to let us see how in his slightest effort, Chopin’s indi-
viduality stands out, and how even his rejected pieces
are better than the admired efforts of lesser men.
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Valse in E minor.

Composed 1829, Published posthumously 1868.

& 'TI-IE E minor Waltz without opus is beloved. It 1s
very graceful and not without sentiment. The
major part is early Chopin” (Huneker.)

Henselt has paraphrased this waltz for concert pur-
poses, but it is far more attractive as it is, and distinctly
interesting as a forerunner of the two brilliant Valses,
Op. 18, and Opus 34, No. L. s

It has a coda, and is altogether more ambitious than
the other three waltzes of the same date.

Valse in E major.
Composed 1829. Published posthumously 1872.

HIS waltz is not included either in the Klindworth
or in Kullak’s edition, but appears in No. 11 of
the posthumous works without opus number in Breit-
kopf and Hirtel's catalogue. _ : '
Niecks refers to certain rhythmical motives, melodic
inflections and harmonic progressions that occur again
in a more perfect form in waltzes of later dates. Itis
just these hints and foreshadowings of later perfection
that make a chronological study of these early waltzes
so fascinating to the intelligent student,

Polonaise in G sharp minor,

Dedicated to Madame Dupont.
Composed 1822. Published 1864.

OF this Polonaise, said to be of the year 1322, Niecks

says that on account of the sevoir faire and in-
vention exhibited in it he holds it to be of a consider-
ably later time. “Chopin’s individuality, 1t 1s true, 15
here still in a rudimentary state, chiefly manifested in
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the light-winged figuration; the thoughts and the ex-
pression, however, are natural and even graceful, bear-
ing thus the divine impress. The echoes of Weber
should be noted.”

Polonaise in B flat minor.

Adieu to William Kolberg.

THIS Polonaise, which is not included in Klind-

worth’s edition, but is numbered 10 in the Post-
humous Works published without Opus numbers in
Breitkopf and Hirtel's edition, is superscribed as an
Adieu to William Kolberg, while the Trio is headed
“Au Revoir! after an air from ‘Gazza Ladra’” Of it
Niecks says that “it has not less naturalness and grace
than the Polonaise of 1822, and in addition to these
qualities it has also at least one thought (Part I) which
contains something of the sweet ring of Chopinian
melancholy.” A footnote tells us that the Polonaise
was composed “at Chopin’s departure from [should be
‘for’] Reinerz;” while a second in connection with the
Trio, says that some days before Chopin’s departure
the two friends had been present at a performance of
Rossint’s opera.

VARIOUS.

IN 1837 a charity concert was given in Paris by the

Princess Belgiojoso, at which the chief attraction
was an air from “I Puritani,” on which Chopin, Liszt,
Thalberg, Pixis, Henri Herz and Czerny, each wrote a
variation. It was published in 1841 under the title of
“ Hexameron.” It is only interesting in so far as it shows
Chopin superior to his contemporaries in grace and
style. “Liszt often played these variations at his con-
certs, and even wrote orchestral accompaniments to
them, which, however, were never published.” (Niecks.)
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Huneker says that “Rosenthal is the only modern
virtuoso who plays the ‘Hexameron’ in his concerts;”
and play it he does with overwhelming splendour.
Chopin’s contribution in E major is in his sentimental
salon mood. Musically it is the most impressive of
this extraordinary mastodonic survival of the “pian-
1stic” past.

A Polonaise in G flat major exists, but it is of very
doubtful authenticity. Niecks says: “ Nothing but the
composer’s autograph could convince one of the gen-
uineness of this piece. There are here and there pas-
sages which have the Chopin ring, indeed seem to be
almost bodily taken from some other of his works; but
there is also a great deal which it is impossible to im-
agine to have come at any time from his pen—the very
opening bars may be instanced.”

A piece called “Souvenir de Paganini” in A major
was published in the supplement of the Warsaw “ Echo,”
“Muzyczne,” but neither of these pieces are in any of
the collected editions. It was published in facsimile,
and was supposed to have been written by Chopin at
the age of eleven.

In the Klindworth edition is included a Mazurka in
F major, which Mr. E. Pauer has shown conclusively is
by Charles Mayer.

“Deux Valses Mélancholiques in F minor and B
minor, écrites sur ’Album de Mme. la Comtesse P,
1844,” are the same as Opus 7o, No. 2, and Opus 6g,
No. 2.

No. 1 of the Seventeen Polish Songs appeared in
the Paris “ Journal de Musique” in 1876, with French

words by George Sand, under the title of “Ia Reine
des Songes.” Y
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Violinist’s Encyclopeaedic Dictionary, contain-
ing the Explanation of about 4,000 Words Phrases, Signs,
References, etc., Foreign, as well as Knglish, used in
the Study of the Violin, and also by String Players gener-
ally, by I, B. Buery, M.A. New and enlarged l_:dli.l()l'!,
doubled in size. 246 pp., crown 8vo. Cloth, Gs. net,
paper covers, 4s. 6d. me?, or on India paper and hound
in red pegamoid, rounded edges, Gs. bd. net, suitable
for student or travel.

¢oncise Method of Instrumentation. Iow to
Write for the Orchestra and Arrange an Orchestral
or Band Score. Illustrated with Musical Exnmplc_zs and
various large folaing charts, with Index. By ]*im\'m
Bvans, Senr., author of ‘“ Beethoven’s Nine Symp-
phonies Fully Described and Analysed,” etec. 8vo, clrm_;h.
Vol. I, 6s. 6d. net. Vol. II, (?). Vol. I. How to Write
for Strings, Arrangement of Scoring and Preparation
of Parts. With charts. Vol. II. How to Write for
Wood, Brass and Drums, and Arrange a Band Score.
With charts,

The Arabic Musical Manuscripts in the Bod-
leian Library. By H. G. Farmer. M.A. (Author
of “The Rise and Development of Military Music,” and
Tiditor of the English translation of Salvador-Daniel’s
“ Music and Musical Instruments of the Arab.”” Other
works also stand to his credit.) 8vo, sewed, 2s. 6d. net.

Theory of Music for Young Musicians. With
Answers given to all the Questions, and a Dictionary of
necessary Musical Terms. By Mary Smare., Limp
cloth, 1s. 6d. net, paper covers, 1s. nef.

102 Test Questions on the General Rudi-
ments of Music. In groups of six each lesson, for
written or oral use. By WiLson Manmirg, F.T.C.L.,
LR.AM., AR.C.M., and L.G.S. M. 4d. net

Trio for Pf., Vn. and Cello..Beethoven’s Cele-
brated Minuet in G, No. 2, Score and Part. Tolio, 2s.
net. Also arranged for Vn. and Pf., 2s. nef, and Pf.
Solo, 1s. 6d. net,

Examination Test Questions, Containing spaces
for the Pupils’ Written Answers. By Warrer L. Twin-
niNg, IF.R.C.0. No. 1. Musical Notation and Time,
7d. net, No. 2, Formation of Scales, 6d. net. Other
numbers to follow.

With the Great Composers. A Series of Pen
Pictures exhibiting in the form of Interviews the Per-
sonal Characteristics as Artists of the World’s great
Tone Poets. Portraitstoeach, Cr. 8vo, cloth, 7s. 6d. net.
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Musical Instruments in Pictures. Die Musik in
Funf Jahrhunderten der Huropaischen Malerei, collec-
tion of 168 full-page plates of famous victures in Euro-
pean Galleries by eminent masters, in which musical
instruments figure (titles in Fnglish, I"rench, German
and Italian), foreword in German by MAx SAUERTAND.
4to, cloth, 16s, 6d. met. Leipzig, 1922

“ Tag ImmorTAL NINE.”

Beethoven’'s Nine Symphonies Fully Described
and Analysed. A Series of Chapters giving a _completo
Account of Thematic Material and auxiliary Motives :
an Analytical Chart of each Movement; full Technical
Descriptions of Developments ; Particulars of IFFormal
and Rhythmic Features; Epitomical Tables, etc. Tllus-
trated by 637 Musical Examples. By Epwin Evaxs
(Senior), author of ¢ Handbook to the Waorks of
Brahms,” ete. Cloth, Vol. T (Nos. 1 to 5), 10s. 6d.
net. Vol. II (Nos. & to 9), 10s. 6d. net.

The Byrd Organ Book, for Piano or Organ. A Col-
lection of 21 Pieces (Pavans, (falliards, ete.), by Wil
liam Byrd, 1543-1623, edited from the Virginal MSS.
and now first published in Modern Notation. By M. H.
Gryx, in two books, 3s. net each, or complete, 5s. nef.

“ A charming collection.”—West Sussex Gazette.

About Elizabethan Virginal Music and its
Composers. With Facsimiles of William Byrd.
John Bull, Orlando Gibbons and Giles Farnaby. By
Margarer H. Gryx. Crown 8vo, cloth, 7s. 6d. net,

The above work is based upon experience of all Virginal MSS. and
collation of a considerable part of their contents. A full Index of Vir-
ginal Composers is added, togother with detailed refercnces as to whers
their MSS. are to he found. Besides full accounts of the lives of Wil
liam Byrd, John Bull, Orlando Gibbons and Giles Farnahy, ti
also mumerous notes and details concerning some twenty-si
ginal Composers. An Explanation of Elizabethan Music
forms a part of the work.

The minor Virginal composers are: H. Aston: E. Bevin: B. and J.
Cosyn; H. Facy; R. Farnahy: J. Harding; T. Holmes; E. Hooper; W.
Inglott: E. J. and R. Johnson; Marchant: T Morley; J. Munday; New-
man; M. Peer or Pierson; P. Phillips; F. Richardson (Sir F. Hey-
borne) ; W. Tisdall; G., J. and T. Tomkins; T. Warrock or Warwick ;
T. Weelkes.

The Birth of Arthur (Uther and Igraine), Choral
Drama. The Lirerro by R. R. Buckrey and Rutraxp
Bovenron. 1s. 6d. net,

This work was performed at Glastonbury in August, 1925, to the musie
of Rutland Boughton.

Easy Trios, arranged from Classical Composers, by S. O.
Gorpsvrra, for Piano, Violin and Violoncello, Score
and Parts. Two books, each 3s. net,

lere are
lesser Vir-
Terms also

Book I: 1. Minuet (Beethoven); 2. Moment Musical (Schubert) ; 3.

Largo (Tartini); 4. Chiarina (Schumann); 5. Minuet (Pugnani). Book
IT: 6. Bourrde (Martini); 7. Chanson Triste (Tehaikovsky) ; 8. Scherzino
(Schumann) ; 9. Song without Words, No. 3 (Mendelssohn).
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Art of Violoncello Playing. Complete Tutor. By
. Vix per Srrakren. Text in French and Tnglish.
Quarto, Part I, 3s. €d. net. Part II, 4s. net.

The Artist at the Piano. Tssays on the Art of
Musical Interpretation. By Groree WoODHOUSE. New
and revised edition. With Portraits of Paderewski and
the Author. 8vo, cloth, 3s. 6d. net (or paper covers,
2s. met).

Paderewski, after reading the manuseript of this stimulating volume,
wrote: * The hooklet is quite a remarkable work and a really valuable
contribution to the philosophy of piamistic art.”

Opera Stories of To-day and Yesterday
Retold Act by Act (including Wagner’s ¢ The Ring ™
Operas). By BEpmoxpstouNe Duxcan. Complete, cloth,
4s. 6d. net, or in 2 vols., paper, 1s. 6d. net each.

A tacy acconnt of the plots and histories of fifty famous operas, from

Purcell, Gluck and Mozart to Richard Strauss and Ethel Smyth.

The Gipsy in Music. By Fraxz Lrgzr. Englished for
the first time by Epwin lvaxs, SExk., and preceded by
an Essay on Liszt and his Work.

Gipsy and Jew, Two Wandering Races.

Gipsy Life in Relation to Art.

Gipsy Music and Musicians.
The result of the Author’s Life-long Experiences and
Investigations of the Gipsies and their Music. With
portraits of the Author, etc. In one vol., 8vo, cloth.

Reeves’ Dictionary of Musical Biography:
Noteworthy Men and Women of the Past and the Pre-
sent. Edited by Epmonpstoune Duxcan and Others.
Crown 8vo, cloth.

Compositions by Three Famous Six-
teenth and Seventeenth Century Mas-
ters, William Byrd, Dr. John Bull and Orlando Gib-
bons, being Parthenia, or the First Musick ever printed
for the Virginals. Arranged for the Piano and freed
from the errors of Dr, Rimbault’s edition by accurate
comparison with the original text by Marearur H. Gryn
(author of ¢ Elizabethan Virginal Music and its Com-
posers,’”” ete.). Iolio, 12s. 6d., or bound in boards,
cloth-backed, 15s. 1926
This edition.has been entirely re-engraved. The work contains eight
compositions by Byrd, seven by Bull, and six by Gibbons.

Musical Mements, by Javes pe S. WIJEYERATNE., A
Series of 18 Short Musical Iissays (London Street
Music ; Musical I'rauds ; Programme Music; Diseases of
the Musical Language; Liszt; Caruso; Schumann;
Madame Patti; The Ancients on Music: Shakespeare
on Musie, ete.). 195 pp., er. 8vo, cloth, 4s. 6d. net.
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Notable Violin Solos: How to Play Them. Con-
sisting of 43 Descriptive Articles in all. By E. vAN DER
SrrapreNn. With Portraits. The three series complete

in one vol, Crown 8vo, cloth, 6s. net.

Borodin as Composer and his Life Story.
A Descriptive and Critical Analysis of his Works and a
Study of his Value as an Art Force. With many refer-
ences to Glinka and the Kouchka Circle of Five—Bala-
kirev, Moussorgsky, César Cui and Rimsky-Korsakov,
with Borodin. By G. E. H. Asrimam. With Por-
traits. Crown 8vo, cloth,

Well-known Violencello Solos. How to Play
Them. Three Series (consisting of 39 Descriptive Ar-
ticles in all). By E. Vax per StrapTeN. With Por-
traits. Three series complete in one vol. Crown 8vo,
cloth, 6s. net.

The Troubadour as Musician, Past and Present.
By Cuement A. Harris. Cloth, 2s. nef, paper covers,
1s. 6d. net.

The Rudiments of Gregorian Music. By
IFrancis Burcess, F.S.A., Scot. Second Impression.
Crown 8vo, limp cloth, 1s. net; paper covers, 9d. net.
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WITH THE GREAT COMPOSERS. A Series of Pen Pic-
tures, exhibiting in the form of Interviews the Personal
Characteristics as Artists of the World’s great Tone
Poets. Portraits. Crown 8vo, cloth, 7s. 6d. nef.

MUSICAL MOMENTS. By James pE S. WIJEYERATNE. A
Series of 18 Short Musical Hssays (London Street
Music; Musical Irauds; Programme Music; Diseases
of the Musical Language; laszt; Caruso; Schumann;
Madame Patti; The Ancients on Music; Shakespeare
on Music, ete.). 195 pp., crown 8vo, cloth, 4s. 6d. net.

PAN PIPES. THE SPIRIT OF MUSIC from East to West in
Nature, Art and Legend. Penned in Sixteen Articles
for General Reading, with some Drawings of Eastern
Musical Instruments. By G. P. Greex (author of
‘“Some Aspects of Chinese Music’’). Crown 8vo, cloth,
4s. 6d. net.

HOW TO LISTEN TO GOOD MUSIC and Encourage the
Taste in Instrumental and Vocal Music. With many
useful Notes for Listener and Executant. By K. Broan-
LEY GREENE. Complete, cloth, 4s. 6d. net; or in two
books, paper, ls. 6d. each net.

MUSICAL DEVELOPMENT, or, Remarks on the Spirit of
the Principal Musical Forms Being an Alsthetical In-
vestigation, in which an Attempt is made to show the
Action in Music of certain Laws of Human xpression ;
to point out what are the Spiritual Aims of the Chief
Forms of Composition, and the Broad Principles upon
which they should be Constructed. By Josepr GoODDARD.
8vo, cloth, bs. 6d. net.

REFLECTIONS UPON MUSICAL ART Considered in aits
Wider Relations. By Josepr Gopparp. Crown 8vo,
cloth, 4s. 6d. net.

For students interested in the philosophy of music there is much of
special interest in this volume.

GLUCK AND HIS OPERAS. With an Account of their Rela-
tion to Musical Art. By Hzecror Berrioz. Translated
from the I'rench by Epwin Evans. Senior. Crown 8vo,
cloth, 5s. net.

A CRITICAL STUDY OF BEETHOVEN’S NINE SYM-
PHONIES, with a Iew Words on His Trios and
Sonatas, a Criticism of ‘‘ idelio ”’ and an Introductory
Essay on Music. By Hecror Beruroz. Translated from
the I'rench by Epwin Evaxs, Senior. Portrait, Crown
8vo, cloth, 5s. net.

These analyses of Beethoven’s symphonies are masterpieces of sound in-
sight and clear expression. Berlioz counts among the very small number
of writers on music who deserve to be read also for their literary style.
THE DEATH AND RESURRECTION OF THE MUSICAL

FESTIVAL. By Rurraxp BoveHTON. 8vo, sewed, 1s. net.

The Decay of Triennials—The Rise of Competitions—The Reform of Com-

petitions—The Festival of the Future.

AISTHETICS, CRITICISMS, ESSAYS. i

MOZART, WEBER AND WAGNER, and Various other Hs-
says on Musical Subjects. By Hucror Brriioz. Eng-
lished by Epwin Evans, Senior, F.R.C.0. Crown 8vo,
cloth, 5s. mnet.

SOME ASPECTS OF CHINESE MUSIC AND SOME
THOUGHTS AND IMPRESSIONS ON ART PRINCI-
PLES IN MUSIC. By G. P. Green. Post 8vo, cloth,
3s. 6d. net, paper covers, 2s. net. ‘

THE FUTURE OF MUSIC, Coming Changes Outlined in
Repard to Composer, Conductor and Orchestra. By
Louis Lavnoy (auwthor of “ Claude Debussy’’). Trans-
lated by Mrs. Franz Ligsica. 8vo, cloth, 2s. 6d. net;
paper, 1s. 6d. net.

HANDBOOK TO THE VOCAL WORKS OF BRAHMS. An
Historical, Descriptive and Analytical Account of the
Entire Vocal Works of Johannes Brahms. Treated in
the Order of their Opus Number. Preceded by a Didac-
tic Section and followed by Copious Tables of Reference.
For the Use of Concert-Goers, Pianists, Singers and
Students. By Epwin Evans, Senior. Thick 8vo, cloth,
15s. net.

SOME ASPECTS OF GIPSY MUSIC. By D. C. PARKER.
Post 8vo, cloth, 3s. net (or paper covers, 1s. 6d. net).

THE SYMPHONY WRITERS SINCE BEETHOVEN. Criti-
cal Essays on Schubert, Schumann, Gotz, Brahms,
Tchaikovsky, Briickner, Berlioz, Liszt, Strauss, Mabhler,
Mendelssohn, Saint-Saéns, etc. By Frrix WEINGART-
~Er. Translated by A. Birs. Twelve Portraits.
Second Impression.  With Chapter added by D. C.
Parkrr on Weingartner’s Symphony No. 5. Crown 8vo,
cloth, 7s, 6d. net.

¢ A most fascinating book . . . . the works of the various composers are
critically discussed in regard to form and orchestration.”—Musical Star.
GREATER WORKS OF CHOPIN. (Polonaises, Mazurkas,

Nocturnes, ete.), How they should be Played. By
J. Kieczynski. Translated by Miss N. JaNorma and
Edited by Suraprraxp Hpwarps. Second Kdition.
With Portrait, Facsimile, etc. Crown 8vo. cloth, 5s. 6d.
net.

“ A new hook on Chopin which will doubtless receive a warm welcome
from the lovers of the greatest genius of the pianoforte What gives
this hook a unigue value of importance as a novelty is ths j‘r jlli'll_l([l:s what
is left of Chopin’s notes for a pianoforte method \vln_uh, ief as it is, con-
tains some valuable and interesting hints which will benefit all pianists
and students.”—New York Kwening Post.

MEZZOTINTS IN MODERN MUSIC. Critical Essays on
Brahms, Tchaikovsky, Chopin, Strauss, Iiszt and Wag-
ner. By Jas. Huxexer. Third Edition. Crown 8vo,
cloth, 8s. 6d. net.

ays filled with literary charm and individuality, not self-willed or
over-assertive, but gracious and winning, semetimes profoundly contem-
plative, and anon frol “aml more i]\t']i!\s‘ll 1(3 [»h:\ﬁ_ l_hzm to instruct—
but interesting and sug ive always.”’—New York Tribune.
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MUSIC AND MUSICIANS. Issays and Criticisms, by RoBERT
SoruMANN. Translated, Edited and Annotated by IF. R.
Rirrer. Portrait of Robert Schumann, photographed
from a Crayon by BEnpEMANN, First Series, Seventh
Edition. Thick crown 8vo, cloth, 419 pages, 8s. 6d. net.

Ditto. Second Series, Third Edition. Thick crown 8vo,
cloth, 540 pages, 10s. 6d. net.

-« .+ - A book so rich in thought, so full of humour, so remarkable for
its refined rarcasms, so original in its criticisms, so sprightly and elegant
in language.”—KARL MERrz in the Musical Werld.

“* A disquisition upon the value of Sehumann’s labour as an art critie
seems quite uncalled for at the present date. Suffice it to say that it can
hardly be over-estimated, and that his writings are as interesting and
instructive at the present as they were when they were first penned.”’—
Monthly Musical Record.

““ Most fascinating reading, even to those who are not deeply versed in
music.”—[Vestminster Review.

THE DEEPER SOURCES OF THE BEAUTY AND EXPRES-
SION OF MUSIC. By Josspa Gobpimrp. With many
Musical Examples. Crown 8vo, cloth, 4s. net.

HOW TO PLAY CHOPIN. The Works of Chopin. Their
proper Interpretation. By J. Kirczynskr. Translated
y A. WairriNeEAM. Sixth Edition. Woodeut and
Music Illustrations. Crown 8vo, cloth, 4s. net.

‘‘ Contains the cream of Chopin’s instructions to his own pupils. To

admirers of Chopin and players of his music we should say this book is
indispensable.”—Bazaar.

MUSIC AND THE HIGHER EDUCATION. Art a Neces-
sity in the College World. The Teacher’s Preparation

and his Method. By Epwarp Dicxinson. Crown 8vo,
cloth, 7s. 6d. net.

THE ART OF LISTENING TO AND APPRECIATING GOOD
MUSIC, or the Education of a Music Lover. By Pro-
FESSOR FipWARD Dicrinson (author of ¢ The Growth and
Development of Music,” ete.). 293 pages, crown 8vo,
cloth, 7s. 6d. net,

BEETHOVEN’S PIANOFORTE SONATAS Explained for the
Lovers of the Musical Art. By Ernst von ELTERLELN.
Translated by E. Hivn, with Preface by Ernst PAUER.
Entirely New and Revised Edition (the Seventh). With
Portrait, Facsimile and View of Beethoven’s House.
Crown 8vo, cloth, 4s. net.

* He writes with the ripe knowledge and thorough understanding of a

practical musician, Every musical student or amateur can safely trust
him as a competent and agreeable guide.” K. PAuER.

BEETHOVEN’S SYMPHONIES in their Ideal Significance,
Explained by ErNsr von ErreriEin. Translated by
Francis WEBER. With an Account of the Facts Relat-
ing to Beethoven’s Tenth Symphony. By L. Nosrt.
Second Edition, with Portrait., Crown 8vo, cloth, 4s.
net,
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BEETHOVEN’S SYMPHONIES Critically Discussed by A.
TrerceN. With Preface by Joun BroapHOUSE. Second
Iidition. Post 8vo, cloth, 4s. net.

MOZART’'S DON GIOVANNI. A Commentary, fronl the
Third I'rench Edition of Charles Gounod. By W. Crark
and J. T. HurcriNsox. Crown 8vo, cloth, 3s. 6d. net.

WOMAN AS A MUSICIAN. An Art Historical Study. By
. R. Rirter. 8vo, sewed, 1s. net.

IN THE SERVICE OF ART. A Plea for Simplicity in
Music. By J.-Joacmim Nin. Translated by Mrs. FranNz
LieBrcm. Post 8vo, 1s. 6d. net. 3

Translations of this brilliant essay have already appeared in Spanish,

Italian and German.

THE PLACE OF SCIENCE IN MUSIC. By H. Sainr-
Groree. Addressed to Advanced Students of that
branch of Musical Knowledge commonly called Har-
mony. ©8vo, sewed, ls. net.

NECESSITY OF MUSIC IN THE SCHOOL CURRICULUM;
Address delivered to Members of the Music T‘each?rs
Association. By A. W. Pourrrr, Mus.D., F.R.C.0.
8vo, sewed, 1s. net.

ESTHETICS OF MUSICAL ART, or, The Theory O‘f the
Beautiful in Music. Bv Dr. I'Erpixaxp Hanp. Trans-
lated from the German by Warter I8, Lawson, Mus.Bac.
Cantab, etec. Third Edition. Crown 8vo, cloth, 5s. 6d.
net.

PURITY IN MUSIC. By A. F. Tmisavr. Translated by J.
Broapmouse. Crown 8vo, cloth, 3s. 6d. net.
Contents: 1, On the Chorale. 2. Church Music other than the Choral.
3. Popular Melodies. 4. The Educating Influence of Good Models. 5.
Effect. 6. On Judging the Works of Great Masters. 7. As to a Liberal
Judgment. 8. On Perversions of Text. 9. Choral Societies. )
SCHUMANN says: “ A fine book about musie, read it frequently.”
ESSENTIALS IN PIANO-PLAYING AND OTHER MUSICAL
STUDIES. By J. ALFRED JOHNSTONE, Hon.
L.Mus.T.C.L. Portrait, 243 pages. Crown 8vo, cloth,
bs. 6d. net.

NATIONAL SCHOOL OF OPERA IN ]::N.GLAND. Being the
Substance of a Paper read at Trinity College, London.
By Frank Avustin. 9d. net.




BIOGRAPHICAL.

BORODIN AS COMPOSER AND HIS LIFE STORY. See
Announcements,

TCHAIKOVSKY. His Life and Works. With Extracte
from his Writings and the Diary of his Tour Abroad in
1883. By Rosa NEwWMARCH. Second Edition Enlarged
and l‘ditod with Additional Chapters by E. Evans, 1908.
With a Complete Classific Account of Works, (;OpiOHS
Analyses of ITmportant Works, Analytical and ‘other In-
dices ; also Supplement dealing with ““ The Relation of
Tchaikovsky to Art-Questions of the Day.” Portrait
and Index. Thick crown 8vo, cloth, 8s. 6d. net

SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN-
IST Biographical and Anecdotal, with Account of
the Violin and Barly Violinists. '\mtti, Spohr, Paga-
nini, De Beriot, Ole Bull, Clementi, Moscheles, Schu-
mann (Robert and Clara)}, (,hopm lha]bugD (Jt)ttschdll\
Iiszt. By G. 'T. FErris. Second Hdition. Crown 8\'0,
(*lnttll, 5s, net. KEdition with Portraits to each, 7s. €d.
net.

CHOPIN: THE MAN AND HIS MUSIC. By JaMmEes
H UNBRER (author of ‘¢ Mezzotints in Modern Music ).
With Musical Examples. Thick crown 8vo, cloth, 12s.
net.

‘““ The volume will at once take its place in the front rank of books on
Chopin the masterly chapter of seventy-four pages on the études will
soon be found indispensable 1 by all teachers and students of the pianoforte.’
—The Nation (U.S.4.).

“0Of works on CLopin published since Niecks’s life, this is by far the

most important.”—@G. C. ASHTON JCeNSON in <A Handbook to Chopin’s
Works.”

LIFE OF CHOPIN. By Fraxz Liszr. New and very much
Enlarged Edition. Translated in full now for the first
time by Joun BRroApHOUSE, Sc‘cond Edition, Corrected.
Crown 8vo, cloth, 6s. 6d. net

GEORGE SAND describes it as “ un peu e\mbount en style, mais rempli

de bonnes choses et de trés belles ps n-«s

L,z ¢. AsaroN JonsoN says in his “ Handbook to Chopin’s Worls " :
© For the personal reminiscences of one of the greatest composers by
one of the greatest executive artists of the world must be invaluable to the
Chopin student.”
¢ Franz Liszt has written a charming sketch of Chopin’s life and art.”

—Eneyelopedia Britannica.

“ Liszt’s criticisms upon his separate works have all the c¢loquent mys-
ticisms to be o\p(‘\'f(*c] from him; and the biography is a book musicians
will always prize.”—Sunday Timies.

BEETHOVEN. By Ricmarp Waener. With a Supplement
from the Philosophical Works of Arthur Schopenhauer.
Translated by Hpwarp Danzeeuraer. Third Fdition.
Crown 8vo, cloth, 6s. 6d. net.

“ It is a plain duty to hv miliar and even intimate with the opinion of
one famous man about anothe Gladly therefore we welcome Mr. Dann-
reuther’s translation of the work before us. Mr. Dannreuther has ac hieved
his task with the conscientiousness of his nature and with a su s due to
much tact and patience.”—Musical Times.
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CHERUB[NI By F. J. Crowesr. Crown 8vo, cloth,
8. 6d. net.

FREDERIC CHOPIN: HIS LIFE AND LETTERS. By
Morirz IKarasowski. Translated by E. Hitn. New
Edition Revised and further Letters added written dur-
ing the Composer’s Sojourn in England and Scotland,
1848-9, Second and Revised Edition. With eight Por-
traits and a Facsimile. Two volumes. Crown 8vo,
cloth, 12s. 6d. net. Reprint shortly.

MAKERS OF MUSIC. Biographical Sketches of the Great
Composers. With Chronological Summaries of their
Works and Facsimiles from Musical MSS. of Bach,
Handel, Purcell, Dr. Arne, Gluck, Haydn, Muzart,
Beethoven, Weber, Schubert, Berlioz, Mendelgsohn,
Chopin, Schumann, Wagner, Verdi, Gounod, Tchaikov-
sky, Brahms and Grieg, with General Chronological
Table. By R. Farquuarson Smarp. Numerous Por-
traits. Fourth Edition, Revised and Enlarged. Crown
8vo, cloth, 6s. 6d. net.

The author’s endeavour throughout this work has been to convey an im-
pression of the personality of each composer, as well as to furnish bio-
gmplnml detail. At the end of each biography is a tabulated list of the
composer’s works and dates of production, together with a facsimile from

one of his original manuseripts. A useful mlume got up in good style and
well adapted for a gift or prize. Has speedily run into several editions.

CHOPIN: AS REVEALED BY EXTRACTS FROM HIS
DIARY. By Count Tarxowsxkr. Translated from the
Polish by N. JaNorma. With eight Portraits. Crown
8vo, cloth 3s. 6d. net (or paper cover, 2s. net),

PURCELL. By Witrzam H. Cummines, Mus.Doc. New
Edition now obtainable. Crown 8vo, cloth, 3s. net
(paper covers, 2s. net).

DICTIONARY OF 4,000 BRITISH MUSICIANS. TFrom the
Earliest Times. By F. J. Crowgsr. Crown 8vo, cloth,
2s. met (paper cover, ls. nel).

BIOGRAPHICAL DICTIONARY OF FIDDLERS. Including
Performers on the Violoncello and Double Bass, Past
and Present. Containing a Sketch of their Artistic
Career, together with Notes of their Compositions. By
A. Magox CLarRxE. Nine Portraits. Post 8vo, cloth, Gs.
net.

“ We may here take the opportunity of recommending a useful book to
all lovors of violins and violinists. Fiddlers, Ancient and Modern, is prac-

tically a little Biographical Dictionary, well arranged with some excellent
letl‘llL: »—Northern Whig.

CHERUBINI., Memorials illustrative of his Life. By E.
Brrrasis, Thick erown 8vo, cloth, 6s. 6d. net.
The standard biography of Cherubini.
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LIFE OF BEETHOVEN. By Louis Nomr. Translated by
JouN J. Livor. Third Edition. With Portraits and
Facsimile. Crown 8vo, cloth, 4s. 6d. net.

A standard biography.

TEMPLETON AND MALIBRAN. Reminiscences of these
Renowned Singers, with Original Letters and Anec-
dotes. Three Authentic Portraits by Mayarr. 8vo,
cloth, 3s. net.

SKETCHES OF ENGLISH GLEE COMPOSERS. Historical,
Biographical and Critical. From about 1735-1866. By
D. Barrie. Post 8vo, cloth, 5s. 6d. net.

NOTICE OF ANTHONY STRADIVARI. ~ The Celebrated
Violin Maker known by the name of Stradivarius, pre-
ceded by Historical and Critical Researches on the Ori-
gin and Transformations of Bow Instruments, and fol-
lowed by a Theoretical Analysis of the Bow and Remarks
on Francis Tourte. By I'. J. Feris. Translated by
J. Bismor. Facsimile of a Letter of Stradivarius. 8vo,
cloth, 6s. net.

The greater part of the matter in above is the work of M. Vuillaume, who
spent the greater part of his life in studying the principles which guided
Stradivarius in his labours. With the aid of Fétis and his additional sug-
gestions and matter, the now celebrated work was produced.

WEBER. By Sir J. Beneoicr. Cr. 8vo, cloth, 2s. €d. net.

ENGLISH GLEE AND MADRIGAL WRITERS. By W. A.
Bargrerr. 8vo, cloth, 3s. 6d. net.

SOME MUSICAL RECOLLECTIONS OF FIFTY YEARS.
By Rrcmarp Horrmax, With Memoir by Mgrs. Horr-
MAN. Illustrated with many Plate Portraits. Crown
8vo, cloth, 6s. 6d. net.

MUSICAL MEMORIES. By Wirniam Seark, Mus.Doc. (late
Organist of the Town Hall, Leeds). Revised Popular
Edition. With sixteen Portraits. Thick crown 8vo,
cloth, 6s. 6d. net.

THE MUSICAL STANDARD. 13

REEVES’ CATALOGUE OF MUSIC AND MUSICAL LITER-
ATURE. Ancient and Modern, Second-Hand and New ;
containing the Contents of Libraries recently pur-
chased, often with a large quantity of Curious, Scarce
and Useful Musie, such as I'ull Scores, Organ Music,
Duets, Trios, Quartets, Quintets, etc. ; Tutors, Histori-
cal, Theoretical and Biographical Works in various
languages ; including rare and out-of-print works. This
Catalogue sent post. free on request.

Published for over 50 years. Fortnightly, 2d. (by post 2id.)

THE MUSICAL STANDARD. Biggest, Brightest and Best
Musical Fortnightly in England. The Organ of mo
(ligue. Independent Criticisms. Correspondents in all
Parts of the World. Translations of Important Articles
from the Foreign Musical Press. Organ News. Special
Illustrated Supplement for the Violinist, Composer,
Conductor, Organist, Choirmaster, Singer or Pianist,
issued at frequent intervals.

Annual Subscription, post free, 6s. 6d., Siw Months, 3s.
3d., Three Months, 1s. 8d. (at Home or Abroad). Terms for

Advertisements on application to the Manager.
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HISTORY.

ABOUT ELIZABETHAN VIRGINAL MUSIC and its Com-
posers.  With I'acsimiles of Musical MSS. of William
Byrd, John Bull, Orlando Gibbons and Giles Farnaby.
By Marcarer H. Gry~n. Crown 8vo, cloth, 7s. 6d. net.

IRISH MUSICAL HISTORY, Introductory Sketch of, by
W. H. Grarran Froon, a compact Record of the Progress
of Music in Ireland during 1,000 Years. Portraits. Cr.
8vo, cloth, 3s. 6d. net, paper, 2s. net.

CPERA STORIES OF TO-DAY AND YESTERDAY, Retold
Act by Act (including Wagner’s “ The Ring’’ Operas).
By Epmonpsrouxs Duxcan. Complete, cloth, 4s, 6d.
net, or in 2 vols., paper, 1s. 6d. each met.
A racy account of the plots and histories of fifty Famous Operas, from
Purcell, Gluck and Mozart, to Richard Strauss and Ethel Smyth.

HANDEL’S ‘“ MESSIAH.”” The Oratorio and its History.
A Handbook of Hints and Aids to its Public Perform-
ance, with useful Notes on each Movement, as well as
Numerous References and much Original Information.
i}23_\_7 J,ll Arransox Bexson. Cloth, 3s. 6d. net, paper,
s. net,

MUSIC AND MUSICAL INSTRUMENTS OF THE ARAR,
with Introduction on How uvo Apprecia‘e Arab Music
by IFrancesco Sanvapor-DAnien (Director, Paris Con-
servatowre of Musie, 1871). Edited with Notes, Mem-
oir, Bibliography and thirty Examples and Illustrations,
by H. G. FARMER (author of ““ Rise and Development of
Military Musie,” etec.). Crown 8vo, cloth, €s. net.

POLISH MUSIC AND 1TS COMPOSERS. A Historical Ac-
count from 995 to the Present Time, including Chopin
and his Works. By E. Ravscn. Four Portraits.

Square 8vo, cloth, 3s. net, paper, 23, net.

HISTORY OF RUSSIAN MUSIC. By M. MoNTAGU-NATHAN,
Being an Account of the Rise and Progress of the Rus-
sian School of Composers. With a Survey of their Lives
and a Deseription of their Works. Frontispiece. l}u(l-.
crown 8vo, cloth. Second KEdition, Revised. 8s. 6d. net

*“ Mr. Montzgu-Nathan’s book breaks new ground; it introduces the Eng-
lish reader to a number of composers many of whom until recently were
nothing more than names. Mr. Montagu-Nathan presents a vast amount of
new material to the music-loving public of this country his book
should find many eager readers.’ _Manchester Courier.

We want a book packed full of hmd stuff. This we get at its
best in . . . . Mr. Montagu-Nathan’s ‘ History.” ”—S«turday Review.

THE STUDENT’S HISTORY OF MUSIC. History of Music,
from the Christian Era to the Present Time. By Dgr.
. L. Rirrer. Third Edition. 478 pages of Letterpress
and 72 Plates of Musical Illustrations., Thick crown 8vo,
cloth, 8s. 6d. net.

HISTORY.

TREATISE ON BYZANTINE MUSIC. By the very Rev. 3.
G. Haraoriy, Mus.Bae. Owxon., Protopresbyier of the
Patriarchal '(Beumenical Throne of Constantinople.
With Music l‘xumples throughout. 162 pages. 4to,
cloth, 10s. net

A valuable work on ]mstm‘n musie construed within the limits of the
title word, Byzantine. After discussing the formation of the musical scale,
the author passes in review the Gregorian system, a Western development
of Eastern tradition, and proceeds to a full deseription of the old Greek
diatonic genus, the chromatic genus, and the mixl‘urc of the diatonie and
chromatic, on which the bulk of Fastern musie, now prevalent, is con-
structed. There are upwards of fifty unabbreviated musical pieces, ancient
and modern, from Greek, Russian, Turkish and Egyptian sources, given
and fully analysed: the way thereby being opened up for future musical
composers who may desire to cultivate this vast and fertile field.

OLD ENGLISH PSALMODY. By W. T. Brooke. First
Series: I'rom the Accession of Kdward VI to the Re-
storation of Charles II, 1547-1660. Second Series:
Psalmists from 1660-1800. Crown 8vo, paper covers,
Is. Gd. net each series.

IFROM MENDELSSOHN TO WAGNER. Being the Memoirs
of J. W. Davison, Forty Years Music Critic of ‘“ The
Times.”” Compiled by his Son, Hexgy Davison, from
Memoranda and Documents. With fifty-two Portraits
of Musicians of the Time and many Important Letters
previously Unpublished of Berlioz, Mendelssohn,
Gounod, Maefarren, Sterndale Bennett, Jullien, ete.
Thick 8vo, cloth, 12s. 6d. net.

A BIBLIOGRAPHY OF MUSICAL INSTRUMENTS AND
ARCHZEOLOGY. Intended as a Guide to the Study of
the History of Musical Instruments. By K. Somnpsix-
GER, 8vo, cloth, 6s. 6d. net.

The above is 1'epr1'11ted from the two-volume work entitled °“ The Instru-
ments of the Modern Orchestra and Harly Records of the Precursors of the
Violin Family.”

HISTORY OF HUNGARIAN MUSIC. By J. Kawoy (Director
of the lwur(l Hungarian Opera). Crown 8vo, cloth,
3s. €d. net

“ Information nm. to be had anywhere else . .. . should be on every
musical shelf.”’—Internationalen Musikgesellschaft.

THE RISE AND DEVELOPMENT OF OPFR\ Embracing
a Comparative View of the Art in Italy, Germany,
France and England. By Josepm GODDARD. Showing
the Cause of the Falling Back of the English School in
the Modern Period, and the Compensation which that
Falling Back Involved. With numerous Musical Ex-
dmpk“,, Portraits and Facsimiles. Crown 8vo, cloth,
bs. 6d. nef.

MANUAL OF MUSICAL HISTORY. From the Epoch of
Ancient Greece to our Present Time. By Dr. F. L.
Ritrer. Second Edition. Crown 8vo, cloth, 2s. 6d. net ;
paper, 1s. 6d. net.
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THE RISE AND DEVELOPMENT OF MILITARY MUSIC.
By H. G. Farmer. With illustrations of Harly Instru-
ments and Musical Examples, and Short Biographical
Notices of all the Staff Bandmasters. Preface by Lirur.
A. Wirriams, M.V.0., Mus.Doc., Bandmaster of Grena-
dier Guards. Crown 8vo, cloth, 5s. net.

THE NATIONAL MUSIC OF THE WORLD. By H. F.
Crorrey. Edited by H. G. HewrerT. Containe many
Mousical Illustrations. New dition, with Index. Crown
8vo, cloth, 6s. 6d. net.

The volume treats of the national tunes, folk-songs and airs of the
various races of the world. And the chapters are undoubtedly marked in
a high degree with the critic’s acumen, attesting the wide range of Chor-
ley’s learning as a student of the art.

CHRONOMETRICAL CHART OF MUSICAL HISTORY.
Presenting a Bird’s Kye View from the Pre-Christian
Era to the XXth Century. By C. A. Harris, AR 0.0,
etc. On linen, folded in case, 3s. net (on special paper,
1s. 6d. net).

Dr. T. H. Yorke TROTIER, Principal, London Academy of Music: *° Ex-
tremely well got up and will be useful.”

Dr. F. J. KarN, Principal, London College of Music: * Your very useful
chart . . . . extremely well drawn up, showing in a compact form a great
deal of information, and is a useful comparative form. Several professors
have expressed delight with it.”

“ Sure to be very useful to students . . . . excellently arranged and
seems to be very accurate and thorough.”—DR. RAIPH DUNSTAN.

CATECHISM OF MUSICAL HISTORY AND BIOGRAPHY.
By F. J. Crownsr. Revised and Enlarged Edition.
Tenth Thousand. 187 pages. Post 8vo, cloth, 2s. 6d.
net (paper, 1s. 6d. net).

Musical Education says:  An excellent little book—yet not so little since
it contains an immense amount of information—historical, biographical
and critical—in a very small compass.”

EISTORY OF PIANOFORTE MUSIC. With Critical Is-
timates of its Greatest Masters and Sketches of their
Lives. By Jomn C. Friumors. Edited with an Intro-
ductory Preface by Riprey Prextice. Crown 8vo, cloth,
4s. 6d. nef.

Duptey Buck says of it: “In my judgment the work should be in the
hands of every earnest student.”

“ The only work of its kind in English. It groups the composers and
their works into epochs and gives & clear description of the different
epochs.”—Etude.

THE WORLD’S EARLIEST MUSIC. Traced to its Begin-
nings in Ancient Lands. By collected Evidences of
Relics, Records, History and Musical Instruments, from
Greece, Btruria, Kgypt, China, through Assyria and
Babylonia to the Primitive Home, the Land of Akkad
and Sumer. By Hrrmann Smrrr, With sixty-five full
page Illustrations and Cuts, nearly 400 pages. Crown
8vo, cloth, 7s. 6d. net.
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THE PAST AND THE FUTURE. An Inaugural Lecture at
Gresham College. By J. Ireperick Bripae, Mus.Doc.
Crown 8vo, sewed, 9d. nef.

THE GROWTH AND DEVELOPMENT O_F M‘USlC.
Described in Chapters on the Study of Musical History.
By Epwarp DICKINSON. With an A_rmotnted Guide to
Music Literature. Over 400 pp. Thick 8vo, cloth, 12s.
net.
Mr. Erxesr NEwMaN in The Manchesier Guardian writes: s e GHE
extent and the accuracy of the information conveyed make the book in-
dispensable to students and to public libraries.”

A GENERAL HISTORY OF MUSIC from the Infancy of the
Greek Drama to the Present Period. By W. S. Roox-
sTRO. Iourth Edition, 535 pages. Thick 8vo, cloth, 14s.
net.

HISTORY OF THE HARP. TFrom the Karliest Period down
to the Present Day. By Joun Tmomas (Pencerdd
Gwalia). 8vo, paper covers, 2s. 6d. net (published ori-
ginally at 58.).




ORCHESTRAL.

ORCHESTRAL WIND INSTRUMENTS, Arcient and Modern.
Being an Account of the Origin and Evolution of Wind
Instruments from the KEarliest to the most Recent
Times. Illustrated with Plates specially prepared for
this Work, giving sixty-one Examples of Instruments (or
parts) described. By Urric Davsexy. Important ori-
ginal work, fully illustrated with beautiful Reproduc-
ticns taken from Iine Photographs of the Actual In-
struments. 8vo, cloth, 12s. 6d. net.

THE ART OF THE CONDUCTOR. A Suggestive Guide
both to the Theory and its Practice. With forty-one
Diagrams and Examples. By Hrctor Bernioz. Trans-
lated by J. Broapmouse. Cloth, 3s. net; paper, ls. 6d.
net,

THE WIND-BAND AND ITS INSTRUMENTS. Their His-
tory, Construction, Acoustics, Technique and Combina-
tion. By Arrmur A. Crapes, Royal Military School of
Music. A Work for Bandmasters, Bandsmen, Students
and the General Reader. With numerous Illustrations.
Crown 8vo, cloth, 6s. net.

Wind instruments have a republic of their own in the wind-band, where
each one is sovereign, not subject, and all may express themselves freely,
for there they are the paramount power. In this book it is sought that
each instrument shall be accorded respect as befits its specific importance.
For that reason, the qualities of each are taken into consideration from
the viewpoint of history, acoustics, construction, technique and colleetive
utility. At present there is no book in the English language dealing with
wind ‘instruments and the wind-band in plan or scope herein attempted.

THE INSTRUMENTS OF THE MODERN ORCHESTRA
AND EARLY RECORDS OF THE PRECURSORS OF
THE VIOLIN FAMILY. With 500 Illustrations and
Plates. By Karaieen ScuresiNgerR. Two volumes. 8vo,
cloth. Out of print.

A MUSICAL Z0O. Twenty-four Illustrations displaying the
Ornamental Application of Animal Forms to Musical
Instruments (Violins, Viol da Gambas, Guitars, Poch-
ette, Serpent, ete.). Drawn from the Carved Examples
by Hexry Saine-Georer, Cloth, 4s. net (paper, 2s. 6d.
net).

HOW TO PLAY FROM SCORE. Treatise on Accompani-
ment from Score on the Organ or Pianoforte. By F.
Frris. Translated by A. Warrrinemam. With forty
pages of Musical ixamples. Crown 8vo, cloth, 4s. 6d.
net.

This popular and useful book might have been entitled ““ The Art of
Making Arrangements for the Organ or Pianoforte from Full Orchestral
and Other Scores.”” It contains all that is necessary to know upon this
subject.
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ON QONDUCTING. By RicEarD WaeNER. Translated by
. DansrevraEr. Second Fdition. Crown 8vo, cloth,
5s, 6d. net.

A treatise on style in the execution of classical music, written by a
practical master of the grand style.

WEINGARINER, speaking of this celebrated work, says:—“ Wagner’s hook
laid the foundation for a new understanding of the function of the con-
ductor, in whom we now recognise, not only the eternal factor that holds
tugc.‘rher_n_u orchestral, choral or operatic performance, but above all the
spiritualising internal factor that gives the performance its very soul.”

Grove's Dictionary says: *“ One of the finest of his minor publications,
andrlm 8 professional musician perhaps the most instructive. A Treatise
on Siyle, giving his views as to the true way of rendering classical music,
with minute directions how to do it and how not to do it, together with

many examples in musical type from the instrumental works of Beethoven,
Weber, Mozart, etc.”

N()TES ON CONDUCTING AND CONDUCTORS. By T. R.
Crocer, F.R.G.S., F.Z also the Organising and Con-
ducting of Amateur Orchestras, with three full page
Illustrations of the various “ Beats’’ and Plan of the
Orchestra. Third Edition, Revised and Enlarged.
Crown 8vo, cloth, 3s. net (paper, 1s. 6d. met).

“A mine of good things.”—Musical Opinion.
““ One of the best guides to conducting.”—Music Trades Review.




ORGAN.

MODERN ORGAN BUILDING, Being a Practical Tixplan-
ation and Description of the Whole Art of Organ Con-
struction, with lispecial Regard to Pneumatic Action.
Towether with Chapters on Tuning, Voicing, etc. By
Warrer and Tmomais Lmwis (Organ Buwilders). With
seventy-six Illustrations drawn to Scale and Reproduced
from Actnal Working Drawings, together with Dia-
grams, Tables, etc. 4to, extra gilt, cloth, 17s. 6d. nef,
or cloth, 15s. 6d. net.

THE ORGAN AS VIEWED FROM WITHIN. A Practical
Handbook on the Mechanism of the Organ. By Jomx
BroapmousE. With over fifty Illustrations. Second
Impression. Crown 8vo, cloth, 4s. 6d. net.

ADVICE TO YOUNG ORGANISTS. By J. T. FirLp.
3d. net.

THE PEDAL ORGAN, Its History, Design and Control.
By Tmomas Casson. With folding Diagram. Second
Impression. 8vo, cloth, 3s. nef (paper, 1s. 6d. net).

THE EARLY ENGLISH ORGAN BUILDERS and their
Works, from the Fifteenth Century to the Period of the
Sreat Rebellion. An Unwritten Chapter on the His-
tory of the Organ. By Dr. H. F. Rrmpavrr. Well
printed, with Woodcuts. Post 8vo, cloth, 4s. 6d. net;
paper, 3s. 6d. net.

THE ORGAN: A Comprehensive Treatise on its Structure,
Capabilities, History and Bibliography, With Criti-
cisms and Depositories, preceded by an Analytical Con-
gideration of general Bibliographical and Catalogual
Construction. By J. W. WarmaN, late Organist of the
Anglican Cathedral, Quebec. Four parts [A to Nou. (un-
finished)], 10s. net.

The parts advertised above are all that have been published, as the un-
timely death of Mr. Warman prevented the completion of the work. The
book is a mine of wealth for those interested in organ subjects. The
author devoted the best part of his life in compiling the work and collect-
ing malerial for his subject. The MS, concluding the above is for sale.

SOME CONTINENTAL ORGANS (A_n(:ient and Modern) and
their Makers. With Specifications of many of the fine
Examples in Germany and Switzerland. By Jamss I.
WepaEwoop. Post 8vo, cloth, 2s. 6d. net.

Contains specification and a brief critique of some of the famous old
Continental organs as they exist at the present day. Describes also several
up-to-date Continental organs. Amongst other organs particulars are given
of those at Haarlem, Cologne, Aix-la-Chapelle, Frankfort, Heidelberg, Ulm,
Stuttgart, Einsiedeln, Sfrassburg and Antwerp. This work forms 2
valuable supplement to Hopkins's and Rimbault’s great treatise.

* My, Wedgewood remarks on all details such as workmanship, tone,

peculiarities of mechanism, cost, etc. We thoroughly recommend the book-

to those who are interested in organs.”—Bazaar.
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THE ORGAN FIFTY YEARS HENCE. A Study of its
Deve]rqpment in the Light of its Past History and Pre-
sent. Tendencies. By Francrs Bumcmss, F.S.4., Secot
8vo, 1s. 6d, net. ' ; ‘

MOI}!:'RN_O'RGAN TUNING, The How and Why, Clearly
‘Aplmmqg ‘t-he Nature of the Organ Pipe and the
System of Equal Temperament, together with an His-
‘jg_m‘m Record of the Evolution of the Diatonic Scale
rom the Greek Tetrachord. By HermaxN Swmrra.
Crown 8vo, cloth, 5s. net.
“ The greatest authority on acoustical m 7 i
‘ g L ) ica atters connected with organ
pipes who has ever lived,” says Mr. G. A et ¥
in his “ Art of Organ Building.” TE et s o
““ 8imple non-technical terms set out with an att i idi
Sin i : ] ractiveness and lucidit
T‘h‘u( never seen surpassed the history of the evolution (?f ﬂ]:(t dlilf:tlgllliﬁ
2?;:(11‘21511:2‘]0“!0 (:‘rl‘i‘ck&,otrin_ci‘rmrd l . . by no means intended for organ
; s alone . . . . the historical explanati b B sination
e ﬂ‘g{agr?zp)]?,u explanations add to the fascination of
““ Recommended to the notice of organists with the fullest confidence that

they w sriv 9 - rofi ¥ i i i
GME‘;“;;}L;?—](] derive both pleasure and profit from its perusal.”—Secottish

ANALYSIS OF MEI"IDELSSOHN’S ORGAN WORKS., A
Study of their Structural Features. For the Use of
iqzt?d\e}ntsg. [ny JOSE]PH W. G. Haraaway, Mus.B. Oxon.
27 Musical Kxamples. Portrait and Facsimiles. Crow
8vo, cloth, 5s. 6d. net. g

THE 'I'EMPLI_’. EDITION OF ORGAN OVERTURES AND
m tARRANGl:MI:NTS, all with Ped. Obb. 3s. net each.
List on application of about 60 works in this series, including

by Wagner, Tchaikovsky, Beethoven, \Moza-r‘f, l‘)Haudclg 1]]31*;‘1'][11'%11115(}‘1‘;?111';.5

Slﬁllllb[‘rf, Gou}'m(L Hérold, Mendelssohn, Meyerbeer, Balfe, Auber, Ros.

sini, Weber, \\‘:}Hucc, Suppé, Adam, Thomas, Nicolai, Sterndale-Bennett,

Cornelins and Flotow, chiefly arranged by Edwin Evans. 2

2
RINIES PRACTICAL ORGAN SCHOOL: A New Edition,
Carefully Revised. The Pedal Part printed on a Separ-
ratc Staff, and the Preface, Remarks and Technical
VJ,“m_n?s translated from the German expressly for this
lljhdztx?n_ by Joun Hires. The Six Books Complete,
ound in red cloth, ob. folio, 20s. net, or the six parts
at 3s. net each ; parts sold separately.
The best edition ever published of this Grand (:‘lﬂ‘ i /
Th i on ¢ ] ; g Classical Work, well en-
gm\.(-d: well printed and well edited. A special merit of thil.\l\c(]“i-ifilcfnl]ils
tlml: t]gc bar lines are bold, and that they are drawn right through the
sw\?c, instead of through each staff, as was the custom in days gone by.
. As a royal road to thorough and sound Organ Playing in all style e
is no other School which will hear comparison with fll;is: a Bogu(lflltfhrg:rt
follow no better course than to go through it slowly. .5 i

THE ORGAN PARTS OF MENDELSSOHN’S ORATORIOS
AND OTHER CHORAL WORKS. Analytically Con-
sidered. By Orraxpo A. Mansvrerp, Mus. Doc., FR.C.0.
With numerous Musical Examples. Crown 8vo, cloth
5s. 6d. net. § :
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HENRY S’\IART’§ ORGAN COMPOSITIONS ANALYSED
By J. Broapmouse. Crown 8vo, cloth, 3s. 6d. net.

THE INFLUENCE OF THE ORGAN IN HISTORY. By
DupLey Buok Fresh issue with Illustrations. Crown
8vo, cloth, 2s. 6d. net (or paper, ls. 6d. net).

REFORM IN ORGAN BUILDING. By Tromis CAsson.
Jrown 8vo, sewed, 1s. net,

TUTOR FOR THE AMERICAN ORGAN AND HARMONIUM,
By W. F. Tavror. 4to, 2s. net.

CATECHISM FOR THE HARMONIUM AND AMERICAN
ORGAN. By Jomx Hiims. Post 8vo, sewed,

PIANOFORTE.

MOZART AND THE SONATA FORM: A Companion Book
to any Volume of the Sonatas for Piano, including an
Analysis of the Form of each Mmement with Notes
upon 'Ileatment and Tonality, by J. R. TOBIN, Il[fus He
Cr. 8vo, cloth, 5s. net.

HOW TO ACCOMPANY AT THE PIANO. By Epwin Rvans.
(Plain  Accompaniment, Figurated Accompaniment,
Practical Harmony for Accompanists). 172 Music Ex-
amples which are made Clear by the Explanatory Text.
Cr. 8vo, cloth, 5s. net.

EXTEMPORISING AT THE PIANO MADE EASY. A Manual
for Beginners in Musical Composition. Hints and Aids
for the “TFrom Brain to Keyboard’ Composer. By
Rry. E. H. Mevune, F.R.C.0. 8vo, limp cloth,
2s. 8d. net, paper, 1s. 6d. net.

THE STUDENT’'S GUIDE TO THE ART OF TEACHING
THE PIANOFORTE. By Cyrin R. H. HoRROOKS,
LR.AM., LT.C.L,A.R.C.M. With an Extensive and
Carefully Graded List of Studies and Course of the
Great Masters. Numerous Musical Examples, 254
pages. Crown 8vo, cloth, 5s. 6d. net.

Until quite recently it was thought impossible to give practical instruc-
tions on the art of t["l(‘hln" but the error of this idea has been proved
by the great success of the teachers’ classes at the various musical insti-
tutions. The author’s aim 1s to supply a guide-book expressly for begin-
ners and those with limited experience in the art.

INDIVIDUALITY IN PIANO TOUCH. By Awvcernon H.
Linpo axp J. AvrreDd JovstoNe. Crown 8vo, 1s. 6d. net.

HOW TO STUDY THE PIANOFORTE WORKS OF THE
GREAT COMPOSERS. By HgerBert WESTERBY,
Mwus.Bac. Handel, Bach, Haydn, Scarlatti, Mozart,
Clementi,- C. P. E. Bach. With Portraits and Musical
Examples throughout. Crown 8vo, cloth, 6s. 6d. net.

This work is also issued in separate parts, paper covers,
as follows :

Haxpen, 9d.; D. Scarvarri, 9d.; Berrsovew, 1ls, 6d.;
J. S. Bach, 1s.; C. P. E. Bace anp Havon, 94.; Cre-
MENTI, 9d.; Mozanrt, 1s. each net.

A HISTORY OF PIANOFORTE MUSIC. With Critical
Iistimates of its Greatest Masters and Sketches of their
Lives. By Joux C. Fruimore. FEdited with an Intro-
ductory Preface by Ripiey Prexrice. Crown B8vo,
cloth, 4s. 6d. net.

Dupcer Buck says of it: * In my judgment the work should be in the
hands of every earnest student.”

“ The only work of its kind in English. It groups the composers and
their works into epochs and gives a clear description of the different
epochs.”—Etude.
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ESSENTIALS IN PIANO-PLAYING, and other Musical
Studies. By J. ALFRED JOHNSTONE, Hon. L.Mus.,
7.0.L. Portrait, 243 pages. Crown 8vo, cloth, 5s. 6d.
net,

THE ART OF TEACHING PIANOFORTE PLAYING. A
Systematised Selection of Practical Suggestions for
Young Teachers and Students. By J. ALFRED Jonn-
stoxe (author of ‘‘Plano Touch, Phrasing and Inter-
sretation,”” “ Modern Tendencies and Old Standards
in Musical Art,” etc.). Second edition. Thick crown
8vo, cloth, 6s. net.

Not a fow of those who have spent years at the work of giving lessons
in pianoforte playing fail to achieve the success their abilities deserve
simply for the lack of some clear, gystematic, practical knowledge of the
art of teaching. In this volume methods are suggested, hints are offered,
principles and r are formulated, courses of study are sketehed out:
and all these are sufficiently general and varied to furnish a useful guide
for the teacher without circumscribing his individual genius or running
any risk of stunting his development.

“ Phe work of one who is both an experienced instructor and a thorough
musician.”’—Nottinghamn Guardien.

THE ARTIST AT THE PIANO. Essays on the Art of Musi-
cal Interpretation. By Grorae Woopmouse. New and
Revised Bdition. With Portraits of Paderewski and
the Author. 8vo, cloth, 3s. 6d. net (or paper covers,
2s. met).

The celebrated pianist, Paderewski, after reading the manuseript of this
stimulating volume, wrote: * The booklet is quite a remarkable work and

a really valuable contribution to the philosophy of pianistic art.”

PIANOEORTE TEACHER’S GUIDE. By L. Praipy. Trans-
lated by Fanny Raymonp Rirrer. Crown 8vo, boards,
1s. 6d. met (paper, 1s. net).

“ Some of the finest pianists of the day owe much of their technical

facility to Plaidy’s excellent method.”—Bazaar. i

THE ART OF TUNING THE PIANOFORTE. A New and
Comprehensive Treatise to enable the Musician to Tune
his Pianoforte upon the System founded on the Theory
of Hqual Temperament. By HERMANN SMIrd. New
Tdition, thoroughly Revised. Cr. 8vo, limp cloth, 3s.
net.

TECHNICAL STUDY IN THE ART OF PIANOFORTE
PLAYING (Deppe’s Principles). By C. A. EnrEx-
FECHTER. With numerous Illustrations. IFourth Rdi-
tion. Crown 8vo, cloth, 3s. 6d. net.

CoNTENTS : Position—Arm—Wrist—Fingers; Touch (Tone Production);

Legato; Kquality of Tone; Tension and Contraction; Five Finger Exer-

cises; Skips; The Seale; Arpeggio Chords; Firm Chords; High Raising of

the Arm:; Melody and its Accompaniment; Conmnection of Firm Chords;

The Tremolo; The Shake (Trill); The Pedal; Fingering.

CANDIDATE’S SCALE AND ARPEGGIO TES 'S for the
Piano. In the Primary, Elementary and Junior Grades
of all Loecal Examinations in Musie, and the Higher
and Lower Divisions of the Associated Board of the
R.AM. and R.C.M. By Witson Manmire. 9d. net.
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HOW TO PL!_\Y 110 FAVOURITE PIANO SOLOS. Being
the 4 Series complete in 1 vol. of *“ Well-Known Piano
Solos: How to Play them with Understanding, Kx-
pression and Effect.”” By Cmartes W. WILKINSON.
(i‘gllltpllltllg_'; 110 Articles dealing with the Works of
E:m(lmg, Scarlatti, Paderewski, Handel, Rubinstein,
Scharwenka, Schumann, Godard, Delibes and other
Jomposers. Crown 8vo. cloth, 6s. €d. net.

WELL-KNOWN PIANO SOLOS. How to Play them with
Understanding, Expression and Effect. By C. W
T N i 3 - : :
T\‘\_IL!(L\S{);\. Iour Series, 1s, 6d. each (each series con-
taining about 26 articles), or four in one vol. as above,
Gs. €d. net.

Contents of the First Series:—SinpiNg, Rustle of Spring. Scanrarri,
Pastorale e Capriccio. Papkrewski, Minuet in G. pn, Harmonious
Blacksmith., Rusinstein, DMelody in F. SCHARWE ¢ sh Dance.
SCHUMANN, Nachtstiicke. GobpamrD, Mazurka. JLIBES Pizzicati from
8ylvia. GRik¢, Wedding Day at Troldhangen. (LGAR, Salut d’Amour.
PADEREWSKI, Melodie. Rarr, La Fileuse. TCHAIKOVSEY, Troilka. GODARD,
Berger et Bergeres. CHAMINADE, Pierrette. Moszgowskr, FEtincelles.

PaprrewskI, Minuet in A major. Guiee Norwegian Bridal Procession,

Liszr, Regata Veneziana. COHAMINADE, Automne. MOSzZKOWSKI, Serenata.
LAck, Valse Arabesque. ScHEUMANN, Arabeske. Cwmorin, Etude in G flat.
DuranDd, First Valse.

The Second, Third and Fourth Series contain a similar varied selection.

Draws one’s attention to the beauties in a piece, explains difficulties here
and there, draws attention to a pedal effect and any peculiarity of finger-
ing, and generally gives all the information a professor is expected to
give to his pupils.

““ Deseribed in detail in a manner to be understood by the youngest
student, and with a charm that must ensure the popularity of the book.”
—Aberdeen Daily Jourral. ;

PRACTICE REGISTER for Pupil’s Daily Practice. A
Specimen, 1d. (or 2s. per 100).

PIANO TEACHING. Advice to Pupils and Young Teachers.
By F. Lz Courrey (Prof, in the Conservatory of Music,
Paris, ete.). Translated from the Third IFrench Rdition
by M. A. Biersrapr. Post 8vo, cloth, 2s. 6d. net (paper,
Is. Gd. net). ; ’

“ The book contains sound advice, particularly applicable to the study

of pianoforte playing.”—W. H. WeBBE in The Pianist's A. B. C.

DELIVERY IN THE ART OF PIANOFORTE PLAYING, On
Rhythm, Measure, Phrasing, Tempo. By C. A. ERREN-
recETEr,  Second Idition. Crown 8vo, cloth, 3s. nef.

* The section with reference to accent is particularly good. There are
numerous illustrations from the works of the masters.””’—W. H. WEBBE in

The Pianist's A. B. C.

PIANO TOUCH, PHRASING AND INTERPRETATION. By
J. Arvrrep Jonxsroxn (author of ¢“ The Art of rJ.‘ezm]lin.g
Piano Playing,”” etec.). Crown 8vo, cloth, 4s. éd. net.

GRAD_UATI".D SCALE AND ARP];GGIO MANUAL. Com-
piled for the various Exams. By Hesry SaInt-
GEORGE.. 3s. net.
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HANDBOOK TO CHOPIN’S WORKS. Giving a Detailed
Account of all the Compositions of Chopin. Short
Analyses for the Piano Student and Critical Quota-
tions from the Writings of Well-known Musical
Authors. By G. C. Asmton JoxsonN. The Whole
forming a Complete Guide for Concert-Goers, Pianists
and Pianolo-Players, also a_Short Biography, Critical
Bibliography and a Chronological List of Works, etc.
Third edition. Crown 8vo, cloth, 8s. 6d. net.

Will be found equally useful and helpful to coneert-goers, for whom it
forms a permanent analytical programme, to pianists, and to those ama-
teurs of music who can now, owing to the pianola, pursue for the first
time a systematic and co-ordinated study of Chopin’s works, a delight
hitherto denied to them owing to their inability to read or play the more
difficult compositions,

““ Here in one compact volume, is all that it is necessary to know about
Chopin and his works except by the leisured enthusiast.”—Daily Chronicle.

A SYSTEM OF STUDY OF SCALES AND CHORDS. Being
Chapters on the Elements of Pianoforte Technique. By
B. Vine Westsroox, F.R.C.0. TIllustrated with nu-
merous Musical Examples. New and revised edition.
8vo, cloth, 8s. 6d. (paper covers, 2s. net).

The supreme importance, the absolute necessity, of a study of scales
and chords, the latter in the form of arpeggio, to the student of the
pianoforte, is universally admitted It is the aim of the writer to lay
before the reader the simply fundamental rules which it is believed will
render scales and chords inferesting and intelligible, if not actually easy.
The author outlines a scheme which abolishes the drudgery and inspires
the pupil with ap enthusiasm for practice and formulates a method or
system in which that practice may be carried out.

REEVES’ VAMPING TUTOR. Art of Extemporaneous Ac-
companiment, or Playing by Ear on the Pianoforte,
Rapidly Enabling anyone having an Ear for Music (with
or without any Knowledge of Musical Notation) to Ac-
company with Equal Facility in any Key, with Prac-
tical Examples. By TFrancis Tavror. New Edition,
to which is added Instructions for Accompaniment
with Equal TFacility in every Key illustrated by Ex-
amples. Folio, 2s. net,

THE DEPPE FINGER EXERCISES for Rapidly Developing
an Artistic Touch in Pianoforte Playing, Carefully Ar-
ranged, Classified and Explained by Amy Fay (Pupil
of Tausig, Kullak, Liszt and Deppe). Folio, English
Fingering, 1s. 6d, net. (Continental Fingering, 1s. €d.
net).

The Musical Times says: “ We are asked by a well-known pianist to say
that Herr Emil S8auer was trained up to his seventeenth year on the Deppe
system, and that he owes his wonderful technique almost solely to that
method Our correspondent adds that Herr Sauer speaks as enthusi-
astically of the Deppe method as did Miss Amy Fay."

PIANOFORTE SCALES IN THIRDS AND SIXTHS FOR
EACH HAND, In All the Major and Minor Keys. Fin-
gered and Arranged by M. Rock. 1s. 6d. net (pub-
lished at 4s. net).

TECHNICAL AND THEORETICAL.

PRIMARY COURSE IN THE RUDIMENTS OF MUSIC, With
Hints on Answering Questions (Written Work) for All
Examinations in the Primary, Elementary and Prepara-
flsory )S}radcs. By Wirson Mannirg, L.R.A.M., etc.

s. net.

EXAMINATION CANDIDATE’S GUIDE to Scale and Ar-
peggio Piano Playing (with Tests). All that is required
for the Various Exams. By Wirsox Manmire, L.R.A.M.
2s. net.

CANDIDATE’S SCALE AND ARPEGGIO TESTS for the
Piano. By WiLsox Manmire, L.R.A.M. 9d. net.

102 TEST QUESTIONS ON THE GENERAL RUDIMENTS
OF MUSIC. In groups of six each lesson, for written
or oral use. By Wirson Manmre, L.R.A.M. 4d. net.

GUIDE FOR THE YOUNG COMPOSER. Hints on the Art
of Composition, with Examples of Ilasy Application. By
Rev. E. H. Mgeuune, F.R.C.O0. Cloth 2s. Bd. net
(paper, 1s. 6d. net).

EXTEMPORISING AT THE PIANO MADE EASY, A Man-
ual for Beginners in Musical Composition. Hints and
Aids for the “ From Brain to Keyboard’ Composer.
By Rev. E. H. Meriuine, F.R.C.0. Limp cloth, 2s. 8d.
net (paper, 1s. 6d. net).

STUDIES IN MODULATION for Practical and Theoretical
Purposes. By Prrcy Baker, F.R.C.0., etc. Cloth, 3s.
net, paper, 2s. mnet.

STUDIES IN HISTORICAL FACTS AND MUSICAL FORM.
Being a Guide and Note Book for a more Systematic
Preparation of the General Knowledge Papers now set
at the Universities and Colleges of Music. By Percy
Barrr. Cloth, 3s. net, paper, 2s. net.

MUSICAL FORM, A Handbook to, for Instrumental Players
and Vocalists. By E. vax per StrARTEN. With Musi-
cal Examples, 205 pp. 8vo, cloth, 4s. net (paper, 3s.
net).

The part of the work on Danee Forms gives a history and description
of the Suite or Partita, Allemande, Courante, SBarabande, Gigue, Gavotte,
Musette, Bourée, Branle, Passepied, Rigaudon, Loure, Pavane, Galliard,
Tambourin, Cebell, Rondo, Menuet, Polonaise, Mazurka, Bolero, Taran-
tella, Saltarello, March, Ciaccone and Passacaglia.

THE SONATA : Tts Form and Meaning, as Exemplified in
the Piano Sonatas by Mozart. A Descriptive Analysis,
with Musical Examples. By F. H. Marks. Sq. 8vo,
well printed on fine paper, cloth, 10s. Gd. met, paper,
8s. 6d. net.

FUGUE. A Conversational Address delivered to the Incor-
porated Guild of Church Musicians. By J. H. Luwis,
DMus.Doc., Prineipal, Vetoria College of Music. Crown
8vo, limp cloth, 1s. 6d. net.
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MOZART AND THE SONATA FORM. Sce Pianoforte
Section.

MUSICAL EXPRESSIONS, PHRASES AND SENTENCES,
with their Corresponding Equivalents in French, Ger-
man and Italian. By I'. Bererr. 8vo, cloth, 3s. met,
paper, 2s. net.

RUDIMENTS OF MUSIC, Set forth in Graded QuEsrions
with Answrrs, for Use of Candidates preparing for the
Txaminations of R.A.M., R.C.M. and T.C.L. By B.
Howarts, L.R.A.M. and A.R.C.M. Cr.8vo, ls. 6d. net.

The Answers are always on the right hand page and can
be covered over if desived, the Questions being on the corres-
ponding left hand pages.

ELEMENTARY LESSONS ON SIGHT-SINGING. Combin-
ing the Staff and Tonic Sol-fa Notations. With Music
Tixamples throughout. By J. W. RossSINGTON, L.R.A.M.
Cloth, 2s. 6d. net, paper, 1s. 6d. net.

For many singers there is only one method of becoming good sight-
readers, viz., combining the tomic sol-fa with the staff notation. It is
hoped that a perusal of these elementary lessons will show the principles on
which this combination is effected, and simplify the somewhat difficult
task of sight-reading.

STEPS IN HARMONY. With Copious Explanatory Exam-
ples and Graded Test Exercises A Handbook for
Students. By Dr. Crurcminn Sisiey. With Music
Txamples throughout. Crown 8vo, boards, cloth back,
3s. 6d. net, paper, 2s. 6d. net.

It is helieved that he who thoroughly masters the contents of these
pages will be prepared to study intelligently the harmonic structure of the
works of the great masters, and also to follow critically the changeful
tendencies of the present day.

600 QUESTIONS AND 600 EXERCISES IN ELEMENTARY
MUSICAL THEORY. By W. H. ParmEr. Crown 8vo,
cloth, 2s. 6d. net, paper covers, 1s. 6d. net.

. Intended a help to private student and to the candidate prepar-

ing for the several musical examinations.

THE MODAL ACCOMPANIMENT OF PLAIN CHANT. A
Practical Treatise. By Epwin Evans, Senior, F.R.C.0.
Part I, Theoretical ; Part IT, Practical School of Plain
Chant Accompaniment, consisting of 240 Exercises, with
an Appendix of Notes. Crown 8vo, cloth, 4s. 6d. net.

THE HARMONISING OF MELODIES. A Text-Book for
Students and Beginners. By H. C. Banrsrer. Third
Edition, with numerous Musical Ixamples. Crown
8vo, limp cloth,-3s. net,

MUSICAL ANALYSIS. A Handbook for Students. By

H. C. Baxister, With Musical Illustrations. Crown
8vo, limp cloth, 3s. net, paper covers, 2s. net.
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THE ART OF MODULATING. A Series of Papers on Modu-
lating at the Pianoforte. By Hgzxry C. BANISTER.
With 62 Musical Bixamples. Crown 8vo, limp cloth, 3s.
net, paper covers, 2s. net.

MODERN CHORDS EXPLAINED. (The Tonal Scale in
Harmony.) By Arrauvr G. Porrer. Musical Examples
from C. Debussy, Richard Strauss and Granville Ban-
tock. 8vo, limp cloth, 1s. 6d. net, paper cover, ls. met.

EXERCISES IN VOCAL SCORE READING. Collected from
the Works of Orlando di Lasso, Palestrina, Vittoria,
Barcroft, Redford, Peter Certon, Byrd, Gibbons, Croft,
Rogers, Boyce, etc. For Students preparing for the
R.C.0. and other Examinations. By James Lyon,
Mus.Doe. Oxon. 4to, 3s. 6d. net.

EXERCISES IN FIGURED BASS AND MELODY HARMON-
IZATION. By Jamus Livon, Mus.Doc. 4to, 2s. 6d. net.

EXAMPLES OF FOUR-PART WRITING FROM FIGURED
BASSES AND GIVEN MELODIES. By James Lvox,
Mus.Doc. 4to, 4s. 6d. net.

These exercises are printed in open score so as to be of use in score
reading tests. This volume forms a key to ‘° Exercises in Figured Bass '
by the same anthor.

HOW TO COMPOSE., A Practical Guide to the Composi-
tion of all Works within the Lyric Form, and which
include the Valse, Gavotte, Mazurka, Polonaise,
March, Minuet, and all Ordinary Dance Forms; as also
the Nocturne, Impromptu, Berceuse, Reverie and
Similar Characteristic Pieces. By Ebpwin Eyvaxs,
Sextor, F.R.C.0. With 60 Musical Examples. Crown
8vo, cloth, 4s. 6d. net, paper, 2s. 6d. net.

PRONOUNCING DICTIONARY OF MUSICAL TERMS. By
Dxz. Duprey Buck. Sixth Edition, with the Pronuncia-
bion of each Term accurately given. Idited and Re-
vised by A. Warrrinemam. Crown 8vo, cloth, 2s. net
(paper, 9d. net).

A most valuable and useful little book to all musical people. The method

adopted for giving the correet pronunciation of each term is most concise
and clear.

HARMONY, EASILY AND PROGRESSIVELY ARRANGED.
Presenting in a Simple Manner the Elementary Ideas as
well as the Introduction to the Study of Harmony.
With about 300 Musical Examples andExercises. By
Pavr Coneerg. Crown 8vo, cloth, 3s. net, paper,
1s. 6d. net.

Avcust WitHErMI says: *° This work is distinguished by brevity and

«clearness. I mogt warmly recommend it
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To R.C.O. sxp DirroMa CANDIDATES.
COMPEND OF MUSICAL KNOWLEDGE. By Pmroy

Baxer, F.R.C.0., L.Mus. T.C.L. Being a Guide with
Notes, Hints and Articles on the Study of Examination
Questions. Crown 8vo, cloth, 3s, net, paper, 2s. net.
This book has been prepared primarily to help candidates entering for
the R.C.O. and T.0.L. Diplomas, though it contains much information for
the amateur musician and general reader. It is indispensable to teachers

who wish to guide their pupils through a course of study dealing with a

large number of subjects like those set for the F.R.C.0. and A.R.C.O. ex-

aminations.

A FIRST BOOK OF MUSIC FOR BEGINNERS, Embodying
Recent nglish and Continental Teaching. By Arnrrep
Warrtineaam. Sixth Thousand. Crown 8vo, sewed,
3d. net.

THE RUDIMENTS OF GREGORIAN MUSIC. By I'rancis
Burcess, F.S.A., Scot. Second Impression. Crowa
8vo, limp cloth, 1s. net (paper, 9d. net).

ELEMENTARY MUSIC. A Book for Beginners. By D=r.
Westerook, With Questions and Vocal Ixercises.
Thirteenth Idition. Crown 8vo, cloth, 2s. nef, paper,
1s. net.

CoxreNts: 1. The Stafi and its Clefs. 2. Notes and their Rests. 3. Bars
and Time. 4. Accidentals. 5. Keys and Scales. 6. Intervals. 7. Musical
Pitch. 8. Accent. 9. Secondary Signs. 10. Ornaments and Groups of
Notes. 11. Voices and Scores. 12, Church Modes. 13. Italian and other
Directions. 14. Foreign Note-Names, 15, Questions. 16. Vocal Exercises.

““ His explanations are extremely clear. The questions at the end will be
found very useful.”’—Musical Times. X

“ This little primer is one of the best of its kind, and forms an admir-
able course of preparation for the local examinations in musie . . .. it
ensures, as far as a book can, an intelligent and thorough grasp of the
elements of musical knowledge. The questions at the end of the book will
be found invaluable to teachers.”’—Journal of T'rinity College, London.
EXERCISES ON GENERAL ELEMENTARY MUSIC. A

Book for Beginners. By K. Paige. Fourth Edition.
Part I, 9d. net. Part II, 1s. net. Crown 8vo, paper (2
parts complete in cloth, 2s. 6d. net).

Conrents oF Panr I: 1. Pitch. 2. Length of Sounds. 3. Time. 4. Time
and Accent. 5. Intervals, 6. Scales. 7. Transposition. 8. Syncopation.
9. Signs and Abbreviations. 10. Notation, 11. Miscellaneous Questions and
Exercises. ]

CoNTENTS OF PaRT I1: 1. Triads. 2. First Inversion of a Triad. 3. Second
Inversion of a Triad. 4. Dissonances. 5. Suspensions. 6. Sequences. 7.
Cadences. 8. Dominant Sevenths, ete.

A DIGEST OF THE ANALYSES OF J. S. BACH’S FORTY-
EIGHT FUGUES FROM THE WELL-TEMPERED
CLAVIER. Compiled by Broox Samreson, I.R.C.O.
Section I, Subject, Answer, Theme. 1s. net.

Section 1I, Exposition, Counter-Exposition, Plan of
Construection. 2s. net.

Section IIT ,Subject and Counter-Subject, ete. 2s. net.

Section IV, Codetta and Episodes. 2s. met. \

Section V, Stretti, Codi, etc. Summary of Interesting
Facts yeneral Imdex, 2s. nel.
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THE FORTY-EIGHT FUGUES IN THE WELL-TEMPERED
CLAVIER (Das Wohltemperirte Klavier). By J. S.
Bacu. Analysed by Brook Sameson, Mus.Bac. Oxon.,
F.R.C.O.

Following obtainable, 1s. net each.
No. 4, in C sharp minor No. 29, in D major
No. 9, in K major No. 34, in E minor
No. 16, in G minor No. 36. in I minor
No. 18, in G sharp minor No. 38, in I sharp minor
No. 24, in B minor No. 40, in G minor
No. 28, in C sharp minor

OUTLINE ANALYSIS OF BACH’S FORTY-EIGHT FUGUES,
By Brook Sampson. 1s. 6d. net.

HOW TO MEMORISE MUSIC. By C. . Kenvon. With
numerous Musical Examples. Fourth Hdition. Crown
8vo, cloth, 3s. net (paper, 1s. 6d. net).

“ Mr. Kenyon proves himself an excellent guide; and indeed we know of
no other worlk devoted to the subject with which he has dealt so thoroughly
and so successfully.”—Glasgow Herald.

THE ART OF MODULATION. A Handhook showing at a
Glance the Modulations from one Key to any Other in
the Octave, consisting of 1,008 Modulations. For the
Use of Organists and Musical Directors. Edited by
Carnt Zorrrer. Third Edition. Roy. 8vo, cloth, 6s.
net, paper, 4s. net.

HOW TO HARMONIZE MELODIES. With Hints on Writ-
ing for Strings and Pianoforte Accompaniments. By
J. Hexry Bripeer, Mus.Bac. With Musical Examples
throughout. Crown 8vo, cloth, 3s. 6d. net.

HOW TO WRITE MUSIC IN SHORTHAND. For Com-
posers, Students of Harmony, Counterpoint, etc., can
be Written very Rapidly and is more Legible than
printed Music, with Specimens from Bach, Handel,
Chopin, Wagner, Mendelssohn, Spohr, Mozart, etc. By
Francis Tavror., 14 pages, post 8vo, sewed, 9d.

TRANSPOSITION AT SIGHT. For Students of the Organ
and Pianoforte. By H. E. Nicmorn. IFourth Edition,
with numerous Musical Exercises. Crown 8vo, cloth,
2s. 6d. net, paper, 1s. 6d. net.

The practice of transposing upon the lines here laid down develops the
““ mental ear,” quickens the musical perception and gives ease in sight
reading ; as it is evident that, if the student can transpose at sight, he
will not have much difficulty in merely playing at sight. The author has
made free use of the tonic sol-fa as well as the old notation in his many
musical examples.

COUNTERPOINT : A Simple and Intelligible Treatise. Con-
taining the most Important Rules of all Text Books, in
Catechetical Form (forming an Answer to the Question
‘“ What is Counterpoint?’’). Intended for Beginners.
By A. LavinasToNE Hirst. Crown 8vo, sewed, 1s. net.
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THE STUDENT’S BOOK OF CHORDS. By Pagcar NEep-
maM. Crown 8vo, sewed, 9d. net.

The Author says: “ A very large number of music students, executive
and theoretical, have expressed to me from time to time a desire for a
cheap book, in which the chords with their inversions and resolutions are
briefly and clearly explained. To these students I dedicate this work.”

SCHUMANN’S RULES AND MAXIMS FOR YOUNG MUSI-
CIANS. Sewed, 3d.

THE STUDENT’S HELMHOLTZ. Musical Acoustics, or the
Phenomena of Sound as Connected with Music. By
JouxN BrospmouseE. With more than 100 Illustrations.
TFourth Edition. Crown 8vo, cloth, 8s. 6d. net.

“In his Preface the author says:  The object of the present book is to
give, in one volume, a good general view of the subject to those who can
neither spare time to read, nor money to buy a number of large and ex-
pensive works.” A perusal of the hook justifies us in asserting that this
design is most satisfactorily carried out; and it is not too much to say
that although the plan of the work excludes the possibility of minutely
dissecting every subject treated upon, any ecareful reader may obtain so
clear an insight into the prineiple of acoustics, as to enable him not only to
pass an examination but to store up a large amount of general knowledge
upon the phenomena of sound.”—Musical Times.

¢ Phe Student’s Helmholtz® will be very useful to many musicians, to
whom much in Helmholtz’'s work must appear obscure. I shall recommend
the book whenever an opportunity offers itself.”—DR. RITIER.

This work has been specially designed for musical students preparing
for examination.

VIOLIN AND STRINGED INSTRUMENTS.

OLD VIOLINS AND VIOLIN LORE, Famous Makers of Cre-
mona and Brescia, and of England, France and Ger-
many (with Biographical Dictionary), Famous Players,
and Chapters on Varnish, Strings and Bows, with 13
full-vage plates. By H. R. Hawgis. Thick crown 8vo,
cloth, 7s. €d. net.

BOW INSTRUMENTS, their Form and Construction. Prac-
tical and Detailed Investigation and Experiments re-
garding Vibration, Sound Results, and Construction.
By J. W. Giuray. Issued into English by the Author in
Co-operation with II. vAN DER STRAETEN. Numerous
Diagrams. 8vo, cloth, 8s. éd. net (paper, 6s. 6d. net).

“ A valuable treatise.”—The Strad.

YOUNG VIOLINIST'S SCALE AND ARPEGGIO MANUAL.

By Wirtson Manaire, L.LR.A.M., etc. 2s. net.

70 PREPARATORY VIOLIN EXERCISES for Beginners in
the First Position, carefully Graduated, Supplementary
to the First Instruction Book. By Wirson MANHIRE,
LR.AM., AR.CM., ete. 3s. met.

ART OF VIOLONCELLO PLAYING. Complete Tutor in
Three Books. By K. vaN DER STRAETEN. Text in French
and English. 4te. Book I, 3s, 6d. net; Book II, 4s.
net.

WELL-KNOWN VIOLONCELLO SOLOS. How to Play
Them. Three Series. By E. VAN DER STRAETEN. 1s. 6d.
each series, net. Also complete in cloth, Gs. net.

NOTABLE VIOLIN SOLOS: How to Play Them. Three
Series (consisting of 43 descriptive Articles in all). By
E. van peEr StnaBres. ls, 6d. net each series. Also
complete in cloth, 6s. net.

IMPORTANT LESSON TO PERFORMERS ON THE
VIOLIN. By the Celebrated TARTINI. Portrait.
Being the Translation by Dr. Burwey, issued origin-
ally in 1779, together with the original Italian. 8vo,
cloth, 3s. net (paper, 1ls, 6d. net).

HISTORY OF THE VIOLONCELLO, the Viol da Gamba,
their Precursors and Collateral Instruments. With
Biographies of all the most Eminent Players of
every Country. The Result of Thirty Years’
Original Research. By Epmuxp J. S. VAN DER
StrapTEN. Illustrated with Portraits, Musical Exam-
ples, Facsimile Letters, Reproductions from Rare and
Curious Paintings and Engravings. Nearly 700 pages,
2 volumes. 8vo. Out of print.

FACTS ABOUT FIDDLES. Violins Old and New. By J.
Broapmouse. Fourth Edition. Cr. 8vo, paper, 9d. net.
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CHATS WITH VIOLINISTS. By Warnace RITCHIE. With
Tllustrations. Crown 8vo, cloth, 4s. net,

OHAPTERS : On the Importance of being Accurate on Various Details; On
the Violin ahd its Fittings; on Reading from Sight and Playing from
Memory ; A Few Violin Secrets; Some valuable Technical Exercises; Hand
Development for Violinists, including Eighteen Excellent Finger Gym-

nastics ; Sundry Useful Hints. ;

1 here lay before the public that information and advice which I have
hitherto been content to reserve for the sole use of my own private connec-
tion of pupils. During & considerable experience, both as a student and as
a teacher of the violin, I have naturally pieced together quite a variety of
small hints and items of information which, though modest enough indi-
vidually, have been found on the whole to be of no inmusidcrn.b_]e value,
not only with regard to my own playing, but also—and which is of far
more importance—in enabling me to impart a knowledge of the art to
others.

There is no suggestion in this book which I have not over and over again
impressed orally upon my pupils as occasion required, and I may safely
say that in every instance where my advice has been honestly put to the
test nothing but the highest benefits have been derived.

ADVICE TO VIOLIN STUDENTS. Containing. 1nf0rma—
tion of the TUtmost Value to every Violinist. By
Warnacn Rarcare. Crown 8vo, cloth, 4s. met (paper,
9s. 6d. net).

ContExTs : Selecting and Adjusting—Choice of a Teacher—Course of
Study—The Sevcik Method—Practising—Style—Tone Production—Pronun-
ciation of 'Terms, Names, ete.—Graded List of Studies, Pieces, ete. To-
gether with Hints on Common Faunlts—Sh iitmg-l{mldmg Music—Stopping
> Harmonics—Vibrato—Tempo—Intonation, Pitch, eto.

THE VALUE OF OLD VIOLINS. By E. PoLONASKI. Being
a List of the Principal Violin Makers, British, Italian,
French and German. With Approximate Valuations of
their Instruments and Occasional Notes on their Var-
nish. Facsimiles of Labels and Violins. Crown 8vo,
cloth, 4s. 6d. net.

HOW TO REPAIR VIOLINS and other Musical Instruments.
By Arrrep F. CoMMON. With Diagrams. Crown 8vo,
cloth, 3s. met (paper, 1s. 6d., net).

INFORMATION FOR PLAYERS, Owners, Dealers and
Makers of Bow Instruments, also for String Manufac-
turers. Taken from Personal Experiences, Studies and
Ohservations. By Wirniam HEPWORTH. With TIllus-
trations of Stainer and Guarnerius Violins and Gauge
of Millimetres and Centimetres, etc. Crown 8vo, cloth,
3s. 6d. net.

ConrENTs : The Pegs—Neck—F‘inge1'-bmrd-BridgefT{Lil-Pieo@—Snddle—
Violin Holder—-’J.’:lil—pin—Bar—-Smmﬂ—pnﬁt—On the Stringing of Bow Instru-
ments in General Use—Strings—Rosin-—Cleaning of the Instrument and the
Bridge—Bow—Violin Case—'llepa:irs#]’1'uscr\'atinnf(‘,o-lmlusmn.

VIOLIN MANUFACTURE IN ITALY and its German Origin.
By Dr. E. SCHEBEK. Translated by W. K. Lawson.
Second Tdition. Square 12mo, cloth, 2s. 6d. mel
(paper, 1s. 6d. net).

VIOLINIST’S ENCYCLOPZEDIC DICTIONARY, See An-
nouncements.
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SKETCHES OF GREAT VIOLINISTS AND GREAT PIAN-
ISTS. Biographical and Anecdotal, with Account of
the Violin and Karly Violinists. Viotti, Spohr, Paga-
nini, De Beriot, Ole Bull, Clementi, Moscheles, Scﬁu—
mann (Robert and Clara), Chopin, Thalberg, Gotfschalk
Liszt. By G. T. FErris. Second Edition. Crown 8vo,
cloth, 5s. net (Edition with portrait to each, 7s, 6d. net),
NOTI?(_JE_ OF ANTHONY STRADIVARI. The Celebrated
Violin Maker known by the name of Stradivarius, pre-
ceded by Historical and Critical Researches on the
Origin and Transformations of Bow Instruments, and
followed by a Theoretical Analysis of the Bow and Re-
{Jnul}{s %n ]*‘ranmslTourtel. By F. J. Feris. Translated
y J. Bismor. Iacsimi f > ivarius
e e of a Letter of Stradivarius.
The greater part of the matter i i rk of Tui
who sgcnt fh.el greater ;_ar?b;?rl:ir; Tlii‘i(:emi:'l?vgtlllil*f]i;\e"wtr;:é( ;ilrmvlzlll\?lllr:ic(;i
guided Stradivarius in his labours.  With the aid of Fétis zm({’ his addi-
tional suggestions and matter the now celebrated work was produced.
TREATISE ON THE STRUCTURE AND PRESERVATION
OF THE VIOLIN and all other Bow Instruments. To-
gether with an Account of the most Celebrated Makers
and of the Genuine Characteristics of their Instruments.
By J. A. Orro, with Additions by J. Bismor. With
Diagrams and Plates. Fourth FEdition, further En-
o lta}'gec_l. Crown 8vo, cloth, 4s. net.
ontains instructions T egervati ingi
tone of instruments; frio(:li.nglinzaljllI}E)rp‘:i?;]gl‘l.:lt;:\}::te:?“:lxnlgln;‘l‘é:(!llréq hn:ﬁ'(:lctr]s

list of classical works for stri i (hi i
Jt; B inged instruments. This work speci
valuable for makers of violins. i o o i

HOW TO PLAY THE FIDDLE. For Beginners on the
Violin, By H. W. and G. Gmesswern. Kighth Itdi-
tion. Crown 8vo, cloth, 3s. nef, or in 2 vols., paper, 2s
net (or separately, 1s. net each). 3 T

JoacHIM says: “ Contains many useful hints about violin playing.”

B}OG)HA_PH[CAL DICTIONARY OF FIDDLERS. Including

Performers on the Violoncello and Double Bass, Past

and Present. Containing a Sketch of their Artistic

Cazl‘e?ex" together with Notes of their Compositions. By

“A.. Mason Crargp. 9 Portraits. Post8vo, eloth, 6s. nef.

“ We may here take the tunit; ing i

) Tovers nfl‘[;talfi{ﬂiis“nn(llp T T oot S Bdetn 1o
actically a little Biographical Dieti ry, Wi Tang vi 2 ‘oo

{]ent IJO!’t;ﬂit!.l"—}O;gt;;}lﬂ];{;;&;?mhon[u]’ well arranged with some excel-
ART OF HOLDING THE VIOLIN AND BOW AS EXEN

1 1-

PLIFIED BY OLE BULL. His Pose and Method

proved to be based on true Anatomical Principles. By

A. B. Crossy, M.D., Professor of Anatomy. Portrait',
Diagrams and Illustrations. 8vo, cloth, 3s. net (paper

1s. 6d. net). i

I 0 1 i ", i i
3 rcllcllell%lflnlm the above are some interesting recollections and anecdotes
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THE VIOLIN AND OLD VIOLIN MAKERS. Being a His-
torical and Biographical Account of the Violin. By
A. Mason Crarge. With Facsimiles of Labels used by
Old Masters and illustrations of a copy of a Gagparo da
Salo. Crown 8vo, cloth, 3s. net (paper, Is. 6d. net).

THE VIOLIN, ITS HISTORY AND CONSTRUCTION. II-
lustrated and Described from all Sources. Together with
a List of Tyrolese and Italian Makers. With 29 Illustra-
tions and ifolding Examples of the First Music issued for
the Lute, Viol and Voice. From the German of ABELE
and NIEDERHEITMANK. By J. BroapHouse. Fresh issue
printed in larger size. Crown 8vo, cloth, 4s. 6d.

net (paper, 3s. net).
¢ Phe learned and instructive treatise of Abele, skilfully rendered by

J. Broadhouse and supplemented by a version of Niederheitmann’s list of
Italian and Tyrolese violin makers, & compilation invaluable to collectors
and connoissenrs of rare fiddles . . . . a work which forms a noteworthy
addition to the small number of English books upen this interesting sub-

ject.”—Scotsman.

HOW TO MAKE A VIOLIN, Practically Treated. By J.
Broapmouse. New and Revised Edition, With 47 Il-
lustrations and Folding Plates and many Diagrams,
Tigures, ete. Crown 8vo, cloth, 3s. 6d. net (paper, 4s.
net).

ContENTS : Introduction—The Parts of the Violin—On the Selection of
Wood—The Tools required—The Models—The Monld— The Side-pieces and
Side Linings—The Back—Of the Belly—The Thickness of the Back and
Belly—The Bass Bar-—The Purfling—The Neck—The Finger-board—The
Nut and String CGuard—Varnishing and Polishing—Varnishes and Colour-
ing Matter—The Varnish—A Mathematical Method of Constructing the
Outline—The Remaining Accessories of the Violin.

This new edition had the advantage of being revised throughout by
a celebrated violin maker.

A MUSICAL Z0O. Twenty-four Ilustrations displaying the
Ornamental Application of Animal Forms to Musical
Instruments (Violins, Viel da Gambas, Guitars,
Pochette, Serpent, etc.). Drawn from the Carved Ex-
amples by HENRY SAINT-GBORGE. Cloth, 4s. net (paper,
2s. 6d. met).

THE HISTORY OF THE VIOLIN and other Instruments

Played on with the Bow from the Remotest Times to the .

Present. Also an Account of the Principal Makers.
Coloured- Frontispiece and numerous Illustrations and
Cuts. By W. Sawpyvs, F.S8.4., and S. A. FoORSTER.
Thick 8vo, cloth, 10s. 6d. net (published at 14s. net).

THE VIOLIN AND BOW. A Treatise (in Three Languages,
English, French and German), with numerous Copies
of Photographs taken from Tife, supplemented by
Various Examples and Original Studies by I. B. Poz-
NANSEI, 5s. net.

VIOLIN AND STRINGED INSTRUMENTS. 37

TEC%,NICS OF VIOLIN PLAYING. By Kari COURVOISIER.
ith TIllustrations. Tenth Edition. Cloth, 3s. net
(paper, ls. 6d. net). g

gmy]étr;i_l_:bymgglﬁ[i.on that this book will offer material aid to all Vielin

o - ;
Eubj“éﬂrﬂt f;; fllw]‘:llllsf mdn;rl by d|_ag11'sms, can make clear so practical a
: e playing of a musical instrument, this little book

nothing to be desired. Th i o T
i 2 o 1e author, who was a pupil of J i

treated the subject in a mos ; e b
the st thorough manner, and we ¢ 1 y Tec

mend his little book.”’—Educational Times. . e

ROYtS'rI;J?_N’S RR.OGR(ESSIVE VIOLIN TUTOR (with Illus-
rations giving Correct Position for Hand, Wri
Fingers). Ifolio, 2s. 6d. net. oW o




VOCAL SUCCESS, or Thinkirg and Feeling in Speech and
Song, including a Chapter on Ideal Breathing for
Health. By the Rev. CHas. Gie (author of * The ;.\_l‘t
of Vocal Bxpression?’ and ¢ Vocal Science and Art’’).
With a unique series of X-ray plates especially taken for
this work. Crown 8vo, cloth, 5s. net, or paper COvers,
3s. 6d. net.

The known facts of science in connection with both the structure and
functions of the vocal organs are stated; and have been 8 ipplemented
by impressions formed in the course of lomg experiemce and experiment
in the training of voices.

THE VOICE AND SINGING. Practically Explained, Con-
densed but Comprehensive Treatise, designed p;’lng}pﬂlly
for Students and Amateurs, by an Experienced Singer
and Teacher (C. W. PALMER). Cloth, 3s. net (paper,
1s. 6d. net).

I have studied the subject as an enthusiast both theoretically and practi-
cally, both as student and teacher. for over thirty years.—Ewtract from the

Preface.

THE ART OF VOCAL EXPRESSION. A Popular Ii_andbook
for Speakers, Singers, Teachers and Elocutionists. By
the Bev. Cusries Gis. Crown 8vo, cloth, 3s. met
(paper, ls. 6d. net).

VGCAL SCIENCE AND ART. Being Hints on the Produc-
tion of Musical Tone. By the Rev. Cmas. Gis. The
Bov’'s Voice, Muscular Relaxation, The Art of Deep
Breathing, Elocution for Ordination Candidates, With
Numerous Illustrations, together with an Introduction,
Notes and Diagrams, by J. F. Harns Danry, M.A.,
A.D.. B.C. Cantab., M.R.C.P. Lond., etc._ Dedicatec
by Kind Permission to the Right Rev. the Lord Bishop
of London. Crown 8vo, cloth, 4ds. net.

RUDIMENTS OF VOCAL MUSIC, With 42 Preparatory
Exercises, Rounds and Songs in the Treble Clef. By
T. Mgpr Parrisox. Second Rdition. Crown 8vo,
paper, 3d. net.

PHYSICAL DEVELOPMENT IN RELATION TO PERFECT
VOICE PRODUCTION. By H. TrAVERS Apams, B.A.
8vo, paper, 2s. 6d. nel.

This work is especially intended for students and is divided into sections
guch as Vibration, Breaks and Registers, The Spunkmg _\'nlc_&-, Attack,
Practical Application, Breathing, Inspiration, Final Exercise in Inspira-
tion, Expiration, Active or Forced Inspiration, Completion of Breathing,
Practice of Sounds, Placing, Clagsification of Voices.

SIMPLICITY AND NATURALNESS IN VOICE PRODUC-
TION. A Plea and an Argument in favour of the Adop-
tion of Simple and Natural Methods in the Production
of Vocal Tone. By Epwin WAREHAM. Crown 8vo, 3s.
net. bl
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ELEMENTARY LESSONS ON SIGHT SINGING. Combin-
ing the Staff and Tonic Sol-fa Notations. With Music
Examples throughout. By J. W. RoSSINGTON,
L.R.A.M. Cloth, 2s. 6d. net (paper, 1s. 6d. net).

For many singers there 1s only one method of becoming good sight-
readers, viz., combining the tonic sol-fa with the staff notation. It 1is
hoped that a perusal of these elementary lessons will show the principles
on which this combination 18 effected and simplify the somewhat difficult
task of sight-reading.

A CHAT WITH CHORAL SINGERS. By H. W. Searrow,
A.R.C.0. 8vo, paper cover, Gd. net.
CONTENTS : Tin;\ding- Music—Tone Production—Breathing—Phrasing—Ex-
pression—Enunciation—Blend of Voices—Tone, Attack, Release—Care of the
Voice—Suggestions.

THE THROAT IN ITS RELATION TO SINGING. A Series
of Popular Papers. By WaIrrieLn Warp, A.M., M.D.
With Illustrations. Crown 8vo, cloth, 3s. net (paper,
1s. 6d. net).

CoNTENTS : Anatomical Structure of the Throat; What we see with the
Laryngoscope ; How we Sing; How we Breathe; How to take Care of the
Voice; Hints to Voice Builders; How the Voice is Destroyed; Common
Throat Affections of Singers, together with their Treatment, etc.

HOW TO ATTAIN THE SINGING VOICE, or Singing Shorn
of its Mysteries. A Popular Handbook for those desir-
ous of winning Success as Singers in Public and Private
Life. By A. RicEarps Brosan. Crown 8vo, cloth, 3s.
net (paper, 1s. 6d. net).

“ An immensely interesting book that has every right to be classed
among those that are genuinely useful, and it should be prized by all
vocalists from the highest to the lowest . . . short essays, brief and to
the point, on the varied phases of the singing voice, there is mone of the
superfluous literary padding about it . . .. is earnestly recommended to
all as being a most exhaustive treatise in concise form of the art, and we
trust that it may reap what it deserves, by running into many editions.”
—The Musical Observer.

A correspondent writes to the author: “T have read and re-read your
little booklet with much interest and attention, and think that this book
should be in the hands of everyone having a real interest in singing. It
is the best investment I have made, and although it has dispelled many
illusions, I wish to thank you right heartily for having placed such an
excellent work at the disposal of the public.”

TWENTY LESSONS ON THE DEVELOPMENT OF THE
VOICE. For Singers, Speakers and Teachers. By
Gro. . THore. Crown 8vo, limp cloth, 1s. 6d. net.

Mr. Thorp’s two books have from time to time been recommended by
various eminent vocal specialists as giving practical aid and advice for the
training, care and development of the voice. They are free from any
biased * system ™ or ** discovery.”

TWELVE LESSONS ON BREATHING AND BREATH CON-
TROL. For Singers, Speakers and Teachers. By
Gro. B. Tmorp. Crown 8vo, limp cloth, 1s. 6d. net.

TREATISE ON THE TRAINING OF BOYS’ VOICES. With
Examples and Exercises and Chapters on Choir-Organ-
ization. Compiled for the Use of Choirmasters. By
Grorge T. Fremine. Crown 8vo, cloth, 3s. net.
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GRADUATED COURSE OF EXERCISES FOR BOY CHOR-
ISTERS. With Pianoforte Accompaniment. For Use
in Conjunction with Above. By G. T. Fremine. dto,
album paper, 1s. 6d. net.

- Ditto, Boy’s Voice Part only, 9d. net.

50 MUSICAL HINTS TO CLERGYMEN. Management of
Breath, Classification of Male Voices, Management of
the Voice, The Service. With Twenty specially written
Exercises. By Gro. F. Grover. Crown 8vo, paper, ls.
net.

HOW TO MANAGE A CHORAL SOCIETY. By N. KiLsurN,
Mus.Bac. Third Edition, Revised. Cr. 8vo, paper, 9d.
net.

HOW TO SING AN ENGLISH BALLAD. By E. Privr.
Seventh Tdition. Crown 8vo, paper, 9d. net.
¢ Tt would be difficult to find a casket of brighter gems than those which
lie within the cover of this little work.”—Illustrated London News.

VOCAL EXERCISES FOR CHOIRS AND SCHOOLS. By
Dr. WesTBrOOK. Post 8vo, paper, 2d. net.

NATIONAL NURSERY RHYMES. Arranged as a School
Chorus for Boys and Girls. By N. B. Woopp SmiTH.
With Pianoforte Accompaniment. 8vo, ls. net.

CHOIR ATTENDANCE REGISTER.
No. 1. Ruled for a Choir of 20 or less, for One Year,
beginning at any date. 2s. met.
No. 2. Ruled for a Choir of 40 or less, for One Year,
beginning at any date, 2s. 6d. net.
No. 3. Ruled for a Choir of 60 or less, for One Year,
beginning at any date, 3s. net.

CHOIR LISTS FOR SUNDAY SERVICES,

No. 1. Morn and Even. Printed in Red, 3s. 3d. nef
per 100.

No. 2. Morn., Aft. and Even. Printed in Red, 2s. 6d.
net per 100.

No. 3. Morn. and Even. Printed in Red and Black,
3. 8d. net per 100.

No. 4. Morn. and Even. Printed in Red, 2s. 3d. net
per 100.

WAGNER.

WAGNER’S TEACHINGS BY ANALOGY. His Views on
Absolute Music and of the Relations of Articulate and
Tonal Speech, with Special Reference to ‘‘ Opera and
Drama.” A Series of Papers for the Student. By
Epwin BTvans, Senior, F.R.C.0. Crown 8vo, cloth,
3s. 6d. net (paper, 2s. nci).

An introduction to the study of Wagner’s Prose Works.

OPERA AND DRAMA. By Ricuarn Wacener. Translated
n T 1

by Epwin Evans, Senior, F.R.C.0. Vol. 1.: Part
1. Opera and the Ksence of Music. Part II. The
Stage-Play and Dramatical Poetic Art in the Abstract.
Vol. IL. : Part’ III. Poetry and Music in the Drama
of the Future. The Three Parts in 2 vols. Portrait.
\ + > -
Crown 8vo, cloth, 12s. 6d. net (or separately, Vol. I,
7s.6d, net, Vol, II, 6s. 6d. net).

The value of the study of Wagner’'s prose writing as an education to
the musical student cannot be over-estimated, and amongst these prose
writings “ Opera and Drams’ may be considered his principal eritical
and theoretical produetion. Without a study of its contents no true and
lasting understanding of opera can Dbe arrived at. Wagner’s somewhat
heayy and Teutonic style in the original has been admirably Englished
by Edwin Evans, and Wagner students will feel they owe him a full debt
of gratitude for so clear and expository a translation which has now been
placed within their reach! This pleasure is added to by the setting of
the text which has been arranged in numbered paragraphs, each with a
sub-heading denoting the subject dealt with. A copious index makes
possible an easy and quick reference to any of these paragraphs, and the
whole thus gains in attractiveness and loses the heavy and discouraging
appearance of the original.

Wagner writing to his friend Uhlig said:

‘ Here you have my testament: I may as well die mow—anything fur-
ther that I could do seems to me a useless piece of luxury.”

Erxcst NewMay in “ A Study of Wagner,” writes: ¢ Although there
appears here and there in his prose-work something of the vast synthetic
power of his musical imagination—such a work as ‘ Opera and Drama,’
for instance, finally compelling our admiration for its tenacity of pur-
pose and the breadth of vision that sweeps so far before and after.”

BEETHOVEN. By Ricmarp Wacexer. With a Supplement
from the Philosophical Works of Schopenhauer. Trans-
lated by Epwarp DannreureEErR. Third Edition. Crown
8vo, cloth, 6s. 6d. net.

“This work contains his contributions towards the metaphysics of
musie, if, indeed, such can be said to exist. Apart, however, from meta-
physics, the work is an exposition of Wagner's thoughts on the signifi-
cance of Beethoven’s music.”—Grove's Dictionary.

WAGNER’S PROSE WORKS. Translated by W»m. AsaroN
Erris. Thick 8vo, cloth, 12s, 6d. net each vol. Vol. T,
The Art-Work of the Future, ete.; Vol. IT, Opera and
Drama; Vol. III, The Theatre; Vol. IV, Art and
Polities.

LIFE OF RICHARD WAGNER. Being an Authorised Eng-
lish Version by Wn. Asuaron Erris of C. F. GLASENAPP’S
¢ Das Leben Richard Wagner’s.”’ 6 vols., 8vo, 15s. net
per vol.
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JUDAISM IN MUSIC. Being the Original Essay together
with the Later Supplement. By RrcEARD WAGNER.
Translated from the German (Das Judenthum in der
Musik) and Furnished with Explanatory Notes and In-
troduction. By E. Evans, Snr. Cr. 8vo, cloth, 4s. net.

“Tt at last becomes possible calmly to seek to draw from this essay
those valuable lessons relating to art-culture which are therein contained,

{ spect of the main subjeet by which agner was most ex-

cited or his adversaries most offended, but in tho i y references

and explanations by means of whicl he then tho erely to support
his case but to which time ha n a greater value than to the case
itself. The noise and disturbane reated by the publication of the above
work drew public attention for the first time to Vag s prose writings
and created & demand which has continued ever since.”

« This * human document ® shows Wagner in a peculiarly personal light,
and as such it will be read with interest by those who believe that the
composer of the ¢ Ring * never wrote anything which is not worth reading.”

—The Scolsman,

THREE IMPRESSIONS OF BAYREUTH. The 1908 and
Previous Wagner Festivals. By Rose Komxie. With
P

Two Facsimile Programmes., Crown 8vo, cloth, 2s. 6d.
net (paper, ls. 6d. net).
“ Entertaining and agreeable reading, as recording the impressions of a
musical and susceptibie hearer.”’—Forkshire Post.

DIARY OF A PILGRIM IN THE NETHERLANDS. The Holy
Grail in Bruges and Other Impressions of Travel.
Bruges, Courtrai, Tournai, Amsterdam, the Hague, Ant-
werp. By Rosr Kornie. Crown 8vo, cloth, 2s. 6d. net
(paper covers, ls. 6d. net).

HOW TO UNDERSTAND WAGNER’S “RING OF THE
NIBELUNG.” Being the Story and a Descriptive Ana-
lysis of the ‘ Rheingold,” the * Valkyr,” Siegfried ”’
and the  Dusk of the Gods.”” With Musical Examples
of the Leading Motives of each Drama. By GUSTAVE
Kosse. Together with a Sketch of Wagner’s Life. By
N. Kitsury, Mus.Bac. Cantab, Seventh Edition, with
Additions, a Portrait and Facsimile. Post 8vo, cloth,
4s. 6d. net (paper, 3s. 6d. net).

To be appreciated in the smallest way, Wagner must be studied in
advance.

“ Description and analysis go hand in hand with the narration of the
gtory. Musical examples are given as aids to the identification of the
leading motives and an index makes it v for any reader to turn up
any particular motive instantly.”—Forkshire Observer.

“ Such a compact handbook is almost indispensable to a real under-
standing of the mythology and the musical motives which have been
blended into so superb a creation by Wagner.”—Halifax Guardian.

MY RECOLLECTIONS OF RICHARD WAGNER. By
Aveusr LmsimpLe. Post 8vo, cloth, 2s. net (paper
covers, 1s. net).

WAGNER. A Sketch of his Life and Works. By N. KiLBURN,
Mus.Bac. Cantab. Paper, 9d. net.
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WAGNER. “Ring of the Nibelungen.” Being the Story
concisely told of ‘“Das Rheingold,’ * Die Wallkiire,”
¢ Sjegfried >’ and ‘¢ Gotterdimmerung.’”’ By N. Kir-
BURN, Mus.Bac. Cantab. Crown 8vo, paper, ls. net.

WAGNER’S ¢ PARSIFAL.” And the Bayreuth Fest-Spiel-
haus. By N. Kiupurn, Mus.Bac. Cantab. Crown 8vo,
paper, 9d. net.

BAYREUTH AND MUNICH. A Travelling Record of Ger-
man Operatic Art. By VErnox Bracksury. Crown 8vo,
stiff boards, 1s. net.

1. The Philosophy of “° Parsifal.” 2. Back to a_busy World. 3. Munich
the Moderate. 4. ° Die Zauberfléte.” 5. Wagner plus Mozart. 6. A Digres-
gion. 7. Back to Bayreuth. 8. Finally Munich: frem Two Aspects.

ON CONDUCTING. By Ricmarp Wacner. Translated by
Epwarp Daxnreuraer. Third Edition. Crown 8vo,
cloth, 5s. 6d. net.

“ One of the finest of his minor publications, and to the professional
musician, perhaps the most instructive, giving hig views as to the_ true
way of rendering classical music, with numerous directions how to do it,
and how not to do it, together with many examples in musical type from
the instrumental works of Beethoven, Weber, Mozart, eto.’—Grove’s Die-
tionary.

WAGNER SKETCHES, 1849, A Vindication. By WirLriam
Asmron Brris. Cloth, 2s. 6d. net (paper, 1ls. net).




MISCELLANEOUS.

THE BIRTH OF ARTHUR (Uther and Igraine), Choral
Drama. The Libretto by R. R. BuckLey and RUTLAND
Bouenrox. This work was performed at Glastonbury,
August, 1925, to the Music of RurLaxp BOUGHTON.
1s. 6d. net.

JOHN GAY’S “BEGGAR’S OPERA.’ Piano Selection ar-
ranged by H. R. Hoop from the original Music by D=r.
PrpuscH. Performed at Drury Lane and Covent Gar-
den. Folio, 6d. net (postage 1d.).

Ditto, arranged for Violin and Piano. By H. R. Hoon. 2s.
net.

BLEST BE THAT AGE, Trio for Tenor, Baritone and Bass.
Words from Masonic Ritual. Music with Pf. Ace. By
H. Boxp. Folio, 2s. net.

MASONIC MUSICAL SERVICE BOOK FOR THE THREE
DEGREES OF CRAFT FREEMASONRY. The Whole
Compiled and Edited by T. J. Linexar (of St. Trillo,
2569). Royal 8vo, blue cloth, 5s. net (or paper covers,
3s. net).

The Freemason says: °° It contains all that is necessary for the degrees
in the way of Psalms, Hymns, Kyries, ete.”

RATIONAL ACCOMPANIMENT TO THE PSALMS. By F.
Griperr WEBB. Post 8vo, 9d. net.

MODEST IDYLLS FOR MUSICAL SETTING. By ErnEsT
Arrrzri. Crown 8vo, sewed, 1s. 6d. met.

SONGS FROM THE RAVEL. (Words for Musical Setting.)
A Book of Prose-Lyrics from Life and Nature. By
ERtNEST AustiN. Op. 30. Crown 8vo, sewed, 2s. 6d.
net.

PARTHENIA. See Announcements (21 Compositions by
Three Famous Sixteenth and Seventeenth Century
Masters).

Over 1,300 PacEs.

POETICAL WORKS OF PERCY BYSSHE SHELLEY (COM-
PLETE). The Text Carefully Revised, with Notes and
a Memoir extending to 154 pages, by Wizrniam MIcHAEL
Rosserri. Together with occasional Notes or Textual
Revisions by Dr. R. Garnett, R. Browning, W. Bell
Scott, A. C. Swinburne, W. Allingham, James (‘‘B.
V.’?) Thomson, E. Z. Trelawny, H. Buxton Forman and
others. 3 thick volumes. With Portraits, Illustrations
and Facsimile. Crown 8vo, designed cloth, gilt tops,
22s. 6d. net.
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POETICAL WORKS (Complete) OF JAMES THOMSON
(““B. V.”). The City of Dreadful Night, Vane's Story,
Weddah and Om-el-Bonain, Voice from the Hell, and
Poetical Remains. Hdited by B. Dosery, with Memoir
and Portrait. 2 vols., thick crown 8vo, cloth, 13s. 6d. net.

SIX SPIRITUAL SONGS FOR UNACCOMPANIED CHORUS,
with Piano Accomp. (for Practice). By RurLAND
BouguToN. In one vol. Roy. 8vo, 2s. 6d. net.

The above songs ave also issued separately.




REEVES'S TUTORS.

THE POPULAR PIANO TUTOR, folio, 2s. met. (For de-
scription see Pianoforte Section of Catalogue.)

DEPPE FINGER EXERCISES. By Amy Fav. (See Piano-
forte Section of this Catalogue.)

REEVES’ VAMPING TUTOR. By Franers Tavuor. (See
Pianoforte Section of this Catalogue.)

GRADUATED SCALE AND ARPEGGIO MANUAL. By
HeNry SAINT-GEORGE. (See Pianoforte Section of this
Catalogue.)

PIANOFORTE SCALES IN THIRDS AND SIXTHS FOR
EACH HAND. By M. Rock. (See Pianoforte Section
of this Catalogue.)

ROYSTON’S PROGRESSIVE VIOLIN TUTOR (with Illus-
trations giving Correct Position for Hand, Wrist and
Fingers). Folio, 2s. 6d. net.

VIOLONCELLO EXERCISES, SCALES AND ARPEGGIOS.
By E. Griner. Complete in one vol., 4s. met; or Part
I, Bxercises, 1s. 6d. net, Part II, Scales, 1s. 6d. net,
and Part ILI, Arpeggios, 1s. 6d. net.

ART OF VIOLONCELLO PLAYING, Complete Tutor. By
E. vax pErR Strapreny. Text in French and English
Part I, 3s. 6d. net, Part II, 4s. net.

TUTOR FOR THE AMERICAN ORGAN AND HARMONIUM.
By W. F. Tayror. 4to, 2s. net.

YOUNG VIOLINIST’S SCALE AND ARPEGGIO MANUAL,
with Directions. By Winson MaxaIRE. Text and
Music. Folio, 2s. net.

70 PREPARATORY VIOLIN EXERCISES for Beginners in
the First Position. Carefully Graduated. Supplemen-
tary to the First Instruction Book. By Winson Man-
HIRB. 2s. net.

HENRY FARMER’S VIOLIN TUTOR. Folio, 3s. net.

THE VIOLIN AND BOW. A Treatise (in Three Languages,
English, French and German), with numerous Photo-
graphic Illustrations, supplemented by various Exam-
ples and Original Studies, by I. B. Pozxanskl. 5s. net.

SCALES AND ARPEGGIOS. Indispensable Studies for the
Violin. Edited by Ausert Grarr. 1ls. 6d. net,

ARPEGGIOS FOR THE VIOLIN. By Basit AuvtaAUs. Folio.
3s. net.
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MANDOLINE TUTOR. By H. Journer. A Simple and
Easy Method to Attain Proficiency Rapidly without a
Master. Folio, 2s. 6d. net.

Also DIAGRAM OF THE MANDOLINE FINGER-BOARD,
Showing the Position of every Tone and Semitone. By
H. Jourxer. Two-page music size, 1s. net.

ORGAN SCHOOL by C. Rixg. (See Organ section of this
Catalogue.)

GUITAR TUTOR. By H. Jour~eEr. A New, Simple and Easy
Method to Attain Proficiency Rapidly without a Mas-
ter. Folio, 2s. 6d. net.

Also GUITAR SCALE., By H. Journer. Two-page size, 1s.
net.

SPECIAL NOTICE: A Cararocuk or Our Music for any of
the above Instruments can be had on application.




THE TEMPLE
ORGAN

OVERTURES.,

EDITION OF
(3 Staves).

Arranged in Full Score by Edwin Evans, Senr. (except where other-

wise

Price 3/-
ATHALIE (Mendelssohn).
BARBER OF BAGDAD (Peter Cor-
nelius).
BEATRICE AND BENEDICT
lioz).
BENVENUTO CELLINI (Berlioz).
BOHEMIAN GIRL (Balfe).
CALM SEA AND PROSPEROUS
VOYAGE (Mendelssohn).
CARNAVAL ROMAIN (Berlios).
CORSAIR (Berlioz).
CROWN DIAMONDS (Auber).
EGMONT (Beethoven).
EURYANTHE (Weber).
FAUST (Gounod).
FAUST (Wagner).
FESTIVAL OVERTURE (Tschaikow-

(Ber-

sky).

FINALE (Rubinstein’s Sonata, Op.
12).

FLYING DUTCHMAN (Wagner).

FRA DIAVOLO (Auber).
FREISCHUTZ (Weber).
tingham.

ISABELLA (Suppé).

ITALIANA (Rossini).
KING LEAR (Berlioz).
KING STEPHEN (Beethoven).
Mansfield.

LA CLEMENZA DI TITO (Mozart).
P. J. Mansfield.

L’AFRICAINE (Meyerbeer).

LA REINE DE SABA (Gounod).
LARGO from Beethoven’s Sonata in
E flat. W. A. C. Cruikshank.

LE SONGE D’UNE NUIT D’ETE
(Thomas).

A. Whit-

Atk ik

stated).

net each.

LIFE FOR THE CZAR (Glinka).
LIGHT CAVALRY (Suppé).
LOHENGRIN (Wagner).
LURLINE (Wallace).
| MAGIC FLUTE (Mozart).
| MARITANA (Wallace).
| MASANIELLO (Auber).
‘ MEISTERSINGERS (Wagner).
MERRY WIVES OF WINDSOR
(Nicolai).
MIDSUMMER NIGHT'S DREAM
(Mendelssohn).
MIGNON (A. Thomas).
| NAIADES, THE (Sterndale Bennett).
OBEROMN (Weher). A. Whittingham.
OTHO (Handel). W. A, C. Cruik-
shank.
| 1812 OVERTURE (Tschaikowsky).
POET AND PEASANT (Suppé).
| PARSIFAL (Wagner).
RAYMOND (Thomas).
RIENZI (Wagner).
ROSAMUNDE (Schubert).
RUY BLAS (Mendelssohn).
SCIPI0 (Handel).
S! J’ETAIS ROl (Adam).
SIRENE, LA (Auber).
SON AND STRANGER (Mendels-
sohn). W. A. C. Cruikshank.
STRADELLA (Flotow).
TANCREDI - (Rossini).
TANNHAUSER (Wagner).
TRISTAN AND ISOLDA (Wagner).
| WAVERLEY (Berlioz).
WILLIAM TELL (Rossini ). A. Whit-
| tingham.
ZAMPA (Hérold).

PIANO SOLO

Price 2/-

BOHEMIAN GIRL (Balfe).

*CALIPH OF BAGDAD (Boicldieu).

CROWN DIAMONDS (Auber).

DER FREYSCHUTZ (Weber).

DON GIOVANNI (Mozart).

DONNA DEL LAGO (Rossini).

FRA DIAVOLO (Auber).

GUY MANNERING (Sir H. R.
Bishop).

IDOMENEO (Mozart).

IL BARBIERE (Rossini).

*IL TANCREDI (Rossini).

LIGHT CAVALRY (Suppé).

OVERTURES.

net each.

MARITANA (Wallace).
MASANIELLO (Auber).

| *MERRY WIVES OF WINDSOR
(Nicolai),
MIGNON OVERTURE (A. Thomas).
NOZZE DE FIGARO (Mozart).
*POET AND PEASANT (Suppé).
RAYMOND (Thomas).
SEMIRAMIDE (Rossini).
WILLIAM TELL (Rossini).

| *ZAMPA (Hérold).
ZAUBERFLOTE (Magic Flute),
(Mozart).

* Also done as Duet, price 2/6 net.

Prixtip BY THE NEw TeEMPLE PRESS, NORBURY CRESCENT,

Loxpox, S.W.16,

GREAT BRITAIN.










A HANDBOOK

CHOPIN S WORKS

GIVING A

DETAILED ACCOUNT OF ALL THE COMPOSITIONS OF
CHOPIN, SHORT ANALYSES FOR THE PIANO
STUDENT, AND CRITICAL QUOTATIONS
FROM THE WRITINGS OF WELL-KNOWN
MUSICAL AUTHORS

THE WHOLE FORMING A COMP:

GOERS, PIANISTS AND P1ANoL SP RIS colorchecker EYSEE
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