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ALBERT SPALDING'S “SUITE IN C” TAKES ITS RHYTHM FROM THE FOX TROT

“Interpretation” is o word that has
been altogether tco much emphasized
in musical talk and writing, In the
opinion of Albert Spalding, as ex-
pressed in a recent interview with &
Tribune reporter. Brilliancy of per-
formance is dilated on in conversation
and in articles by reviewers, according
to him, far more than it deserves to be,
with the result that appreciation of the
music presented is lost. People, he
finds, have got in the habit of listening
to the player rather than to what he
plays. They think of how he does it
and forget about the piece itself,

“The interpreter’s idess,” he de-
elared, "must always be subordinate to
the composer's. His highest function
is to reproduce whut the composer says.
Take, for example, n performance of
the Bach "Chaconne or of any of the
great violin concertoa, The important
consideration 13 not what this or that
artist does with the work; it is how
this or that phase of tho writer's
thought is realized.”

“What of wiolin technique?” was
psked. *"Is it developing at all In our
times? Is it changing under the In-
fluence of the modern composer?”

“Technique?” he queried in return,
“Why, my candid opinion about that is
that it is just the same to-day as it
waa 200 yoars age. I can hardly see
where essentinl innovation has come

into violin playing since the six
sonatas of Bach were written, Who-
ever can play those works is fully

ALBERT SPALDING.

equipped to undertake any modern
piece. 1 ean think of only one man
who has added anything to the scope

of vin‘lind :;»eultiog.‘l:l lt{:: last 100
rs, AN t is nini,’

,.I.n explanation, Mr. Spalding referred
to P ni's achievements in d-nl::
ing the higher positions for the 1
hand. “But the fact remains,” he com-
mented, “that a player, in order to per-
form the music of Bach with correct
{ntonation, must have & technique that
will take him over the whole finger-
board. To illustrate my pmnltlfmm an
example of modern violin writing, take
the unaccompanied sonata in A minor
of Reger. This is composed in & freer
style than anything of Bach's, and yet
it s not more dificult than a piece of
Bach music to play.”

The violinist admitted, however, that
Reger, if not harder to play than Bach,
{s vastly harder to memorize, “For
Reger,” he explained, “writes an in-
ordinate number of notes, Once some-
body asked me if 1 had mnother long
Reger picce in my repertory besides
this one. I replied that I had not, and
that I could not imagine a player who
would undergo the labor of committing
two long Reger works to memory. I re-
gard modern musie,” he added, “as going
in the wrong direction when it runs to
complicated passagework and elaborate
development of themes. The beauty of
tone of the violin rests on the quality
of sound eaused by its overtones. As
goon as you go into complexities you
lose this essential beauty. Bach al-
ways has a fresh sound because he
never multiplies his notes to excess
and consequently never destroys his
tone,

“A characteristic of a Bach melody
fs that it gives the impression of its
own harmonic support when heard, It
is self-sustaining. It is musically suf-
ficlent without sccompanying parts

Bach's melodies are like the outlines
of Da Vinci and Botticelli drawings,
The'i contain the ides and structures
of the whole wark. Botticelli's sketeh
for one of his portraits makes
you feel the presence of the subject,”
At the request of the interviewer Me,
Bpalding discussed one of his own com-
tions for violin, the suite in C, and
particular the third movement, the
Vivace. “This movement,” he said, “is
the rhythm of the fox trot darce,
which, though, very elusive, is clear,
My iden of applying the fox trot to
serious composition is new, but it is
the kind of thing composers have al-
ways done, « Some of the syncopated
rhythms of our modern American
dances are complex and fascinating,
though they are treated in an un-
imngmntive and inartistic way in the
music of dance halls and restanrants,
They are a great sourge for a writer of
concert music to draw from. They rep.
resent o tremendous popular interest in
new rhythmie forms. Rhythm in seri-
ous music has pru%reaud but slightly
in recent times, The great names in
composition of late huve been ssso-
ciated with progress m harmony, Thae
rhythms of Haydn, Mozart and Schubert
are more complicated than those of
Wagner, Strauss and Debussy. The re-
entry of rhythm as a factor in chamber
musie and symphonie musie will be im.
portant especially, I believe, in the
work of American composers. The fux.
trot rhythm is purely an American in-
vention. It is of the soil, just as the
tunes of Foster were, Its intermittent
syncopation lends itself to humorous
treatment, and [ Have written the third
movement of my suite as a scherza.
The rhythm of the fox trot bus the
breath of America in it"

ARE THERE SHORT CUTS TO

By VICTOR KUZDO.

First Authorizod Exponent in America
of the System of Leopold Auer.
For the solution of life's tasks and

problems we constantly seck short cuts,

It seems to be an affliction, bordering

to try to find the quickest

possible wey of accomplishing things.

This ls essentially true of the people

of the United States, Life is too ghort,

they argue, to waste time in detailed
and prnlungml efforts. Why not try to
find a short cut?

There are many pursuits in life In
which short cuts may be used to ad-
vantage. Let us now see it any such
al road” exists for the violin stu-

on mania,

“roy
dent: and, if so, I3 it best to follow it
The technic of violin playing is

founded exclusively on finger (also
hand and arm) gymnastics. Itisall a
question  of muscular development,
therefore we have to go through a
course of manual training, with violin
and bow in hand, just as the physical
culture student through his
course with dumbbells or Indian clubs,
In all museulur drill the regularity of
duily exercise iz of the ulmest impor-
tance, It is uot so much the question
of how much time you give to it, but

goey

The Joseffy Method.

By ROSE WOLF.
Assistant to the late Rafael Joseffy.

As it has been my privilege to teach
fifteen years under the late Rafael
Jogeffy, I know his methods as perhaps
no one else. Those who were fortunate
enough to hear him in his time will
remember that his playing meant all
that is beautiful and poetie in musie.
More and mere did he believe in &
complete system of technieal educa-
tion. in the scquizition of the manual
gkill which pisno playing necessitates,
and insisted on a fitting preparatory
truining and a course of inatruction
gpecinlized with a view to musical as
well a8 technichl development. For he
held that the student naturally looks
to the teacher to supply him with the
knowledge of the principles and prac-
tice of his chosen art, knowing that on
the mequisition of this knowledge his
individual suecess will greatly depend.

He taught the various kinds of finger,
wrist and arm action and many differ-
ent modes of fingering in order to bring
out the manifold tonal effects possible
only at the piano. Fingering was hia
special fad. He would sometimes
amuse himself by changing the finger-
ing of n picee in such o way us to make
it mound like an entirely different com-
position. Untiring were his efforts to
impart to his pupils the technique of
W beautiful singing legnto, of artistic
pedalling and of shading. Rhythm,
tempo, necent and phrasing were items
ineluded in the technique course, and
the idenl looked for wus the skill to
apply all these technicul principles to
the playing in so finished & manner as
to lose sight of them altogether and
think only of the intellectual and emo-
tional in music. The more thoreughly
one has mustered technique the more
completely can one forget it while
playing.

bow regular you are and where your
mind is during the work. You must
sct attentively and intelligently. If
the violin teacher understands his busi-
ness, his first effort will be directed
toward giving strength and endurance
to the fingers. .

It {8 impossible to gain veloeity with
weak fingers, Faithfully and patiently
you must earry out the instructions of
your master. Don't be anxious to ad-
vanee by leaps at the expense of thar-
oughness. You cannot gain and hold
your ground by the “hurry up” system.
Take a lesson from the fabled tortoise
and be entisfled with the sure and
steady progress that will be your re-
ward. Spasmodie work (too much one
day and too little or none at all an-
other day) spells dizaster to the violin
student. Cuare must be taken not to tire
the fingers to such an extent that they

By ALEXANDER BLOCH.

When Mischa Elman made his sen-
sational debut some years ago attention
was at once directed to his teacher,
and soon the name of Leopeld Auer
became famous throughout the world.
Before that, though prominent in
Europe, snd particularly in Russia,
Professor Auer was little known in
Ameriea. Later, when other great art-
ists appeared, pupila of the sume mas-
ter, It becume evident thut a man who
could attain such results must be a
great teacher, snd the pilgrimage of
violin students to Petrograd began.

There huve been various theories to
aceount for the success of Leopold

Aner. Many concluded there must be
some new method—a short cut to tech-
nique—that was the open sesame to
fame. But this is not true. Professor
Auer has written no method whatever;
in fact, he is inelined to regard all
methods as pretty much alike, and
often allows his pupils to choose their
own technical studies, he ma-

terinl he ¢4 18 at the ¢ al of
every teac Naturall < on
certain technieal principles (the devel-

opment of strong fingers, absolute in-
tonation, reluxation v{ bow arm, etc.).
These ptinciples, however, though of
the utmost im ance and requisite to
goud violin playing, are no secret, but
aro also taught by uth Therefore,
it is to none of these zs that Pro-
fessor Auer owes lis succesa A3 a
teucher, but to u much deaper and suh-
tler cause. The real source of his
grentness s bis personality.

When [ studied with him in Petro-
grad 1 had the privilege of attending
his classes at the imperial Conserva-
tory, and each lesson was a fresh reve-
lation of the force of this personality.
It awakened the mathetie sensibilities
and the fuculty of self-criticism,

This was the whole trend and pur-
pose of his teaching. In a hundred
and one w he made hig ideas
graphie, so mes by an amusing an-
ecdote, which wns often so apropos
that it became class tradition; again
by earicature, exaggerat or ridieul-
ing u fault. This process, though not
as pleasaunt for the pupil as for the
andience, wis slways effective.  More
often, by sheer force of temperament,
he would arouse the pupil’s emotions
to unknown heights. Euch eomposi-
tion was made to live, every mood waa
vitalized, the languor and coquetry of
& Spanish dance, the daintiness of a
minuet, the dramatic moment of a eli-
max, the mystery of a pianissimo, At
such times both pupil and audience

ACQUIRING VIOLIN TECHNIQUE?

Jeel numb and refuse to act. There
have been instances where students,
through disregard of nature's warning,
have suffersd temporary--even perma-
nent—paralysis of the finger and wrist
museles. It is therefore advisable to

do your finger exercises at the end of
your practice. Under these conditions
you will never strain your muscles, be-
cause you will not be tempted to use
Your fatigued fingers when time is up.
t is also a good iden to do some of
your finger exercises upon your violin
without the bow (for which your
neighbors will be grateful) and two or
three times & dn?', between your prac-
tice hours, just for a few minutes, of
course. All great masters of the violin
were hand workers; and none of them
advocated “short cuts" in developing
technie, their own experience having
taught them the folly of it.

When deciding to study this instru-
ment don't be deluded into the belief
that wonders can be accomplighed in &
very short time. Regardless of your
gifts, it is only by patient und persist-

The Secret of Leopold Auer’s Success.

would ecateh something of the artist's
gpirit and feel eanpable of g things.
It must not be supposed for a mo-
ment that in striving for this ideal-
ism Professor Auer overlooks techni-
csl shortcomings. On the contrary, he
demands greater perfection than those
who muke technique their sole ohject,
and he diagnoses a technienl trouble
with uncanny sureness. Technique,
however, is studied not for its own
sake, but rather in relation to expres-
gion, He impresses his pupils with the
idea that in playing all material things
should be eliminated. There should
be no effort apparent; no evidence of
violin-mechanism; no sounds of bow
strings, rozin or fingers—just pure
tone—music. Needless to say, such an
ideal can only be upproached by a fin-
jahed artist, but in striving to express
himself with this sense of perfection

in mind the pupil perforce acquires
technique,
In teaching Professor Auer always

allows the greatest possible scope to
individuality He seldom marks or
changes o fingering unless wathetic rea-
sons make it widvisable, In questions
of interpretations, too, he is most tol-
erant. The conception may be ever so
different from his own, provided it is
convineing und does not violate the
principles of good taste,

Those o1 us who are privileged to
know Professor Auer personally will
never forget his kindliness, his interest
in hiz pupils aside from professional
relations, his ungrudging praise where
praise is merited. He is indeed a mas-
ter, a gredt artist and, perhaps hest of
all, a sincere friend.
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ent effort that you reach the goal
Buffon said: “Genius is p

If you are not preps
route” in your study le i
alone, Work ¢an be econdensed, there.
by conserving your energy: but if 3
wish to achieve distinetion in the v
world the months und years of patient
labor cannot be shortened,

OLD VIOLINS AS “ARTISTIC
ANTIQUES.”

By ERNEST N. DORING, JR.,
of Joha Friedrich & Bro.

The recent sale in this country of &
collection of rare old violins brought
over by a well known European dealer,
brings foreibly to mind the fact that
since old violing of over one hundred
years date have been allowed free entry
through the Custom House as “artislie
antiquities,” husiness for Amoerican
violin dealers has been waning.

It is true that the former 35 per cont
duty nssessed on old wioling was a
hardship, but considering the fact that
it practically eliminated foreign com-
petition, it was preferable to op g

our mirket to the incursion of Eure-
pean dealers,

A res wable duty pluced on old vie-
lins, which, being brought over '
for purpose of =ale, should hardly «
under the heud of “artistic antlqu
ties,” would goon damp the ardor of
the forvign dealers.

WHY NOT CHEAPER
VIOLINS?
By FRANK M. ASHLEY.

Violins have not been materiully
changed in form or method of con-
struction for 400 years. They sell when
new from £5 to $500 each. They are
made entirely of woad and weigh sbour
one pound each. Why thia great differ.
ence in cost? An old vielin made b
Stradivari or Guarnerius coat §5,000 to
$15,000 or more., Why this great diffor-
ence in price?

In making a violin a board thre
quarters of an inch thick is eut to U
outline form of a violin, then seooped
or routed out to get the proper ar
Why all this routing to get the proper
arching when the plate might be made
one-cighth of an inch thick in the tirst
place and bent or pressed to form the
arched construection? Let the inventors
of the country get busy on this acous-
tical proposition and give us wviolins
for 85 equal in tone to those now
costing higher prices, and we will have
more music in America.
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