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becker and the cellist Lichihein, The main nuniler was a (rio
by Rubinstein, a work extreniely well adapied i Neupert's
broad and musicianly style of Playing, in which musical feel-
ing and rich emotionality came to expression with remarkable
clearness. fxcited by the music, Neupert gave himself 1oose
rein, while the violinist and collist kept up as well s thew
could.  Owing to the Vigorous personality of Neuport and Lis
musical touch, this playing made a protound fmpression upon
all who heard it, and the newspaper critics were moved (o the
point wherc they pronounced it a “revelation” in the playing
of chamber music. The next day Licbling, who had read the
notices but had not heard the concert, met Iichheim and asked
him about the playing. “What sort of playing was this?”
asked Licbling, “which (e papers are calling a revelation:”
“Revelation,” suid Fichlicim, “we were ot uore than two-
thirds of the time.”

Something [ heard about Mr. Godowsky’s splendid sue-
cess al Worcester recalled this anecdote, althougl from what
I'hear I doubt whether either (he pianist, conductor or players
were actually “out” at any time in the exceedingly complicated
game of guess which they interpreted upon that occasion. The
facts are these: Mr. Godowsky gave the Worcester people
their choice of eight concertos, among them one by Brahms,
that of Tschaikowsky, and several other excellent works, The
Chopin concerto in E minor was selected, and My, Godowslky
immediately began his usyal process ol hnding out all about
it he could, in order that his interpretation and performance
might he artistic in every point.  Comparing the different edi-
tions it did not take him long to decide (hat he would play the
Tausig version, which in the piano parts differs from tlie Chop-
in copy in no point except that repeated passages are made
more brilliant and difficult by Tausig.

Aside from changes of (his character, having no bearing
upon Chopin’s thought, but simply marking a part of the guin
whiclh has been made in (he manner of planc playing since
Chopin’s time, Tausig devoted his improvenents mainly o (he
orchestral parts. The very long orchestral passages have the
disadvantage for the player that they anticipate everything he
has to say; and the further disadvantage o the musician that
they are very badly done, the scoring heing very meager and
barren. Tausig cuts them shiort, changing (he modulatory
structure as much as necessary in order to bring around soon-
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er to the solo prano part, cunstru%‘ling his u«ldil%unf‘ «)‘llillfxl
Chopin material cleverly utihized. The zu;cump;u{u\ncles a‘?:
he improved materially, hut not ncarl‘y so much ~L1>‘h§ 1“111ZD
well have done.  In fact, notwithstanding all that is sa]dﬂdl\)f)u\;
meddling with the works of great masters, the mnst.(:al cﬁcd‘ 21
the concerto might have been very greatly emphasized by ‘_j‘ll
further additons ol thematic work to the orchestral accom-
pm“\l\];l(;:ltl‘ Mr. Godowsky began to practice the work he m-xli
mediately saw that stll further zulditiuus.m t'hc ’”‘?5“36 w,“_l~1\
would be casy for him, and at the same.tnner\mtcn.l:;jty the bril-
liant effect of the work without changing Chopin’s harmoln?i
or oripinal motives noany way.  In some cases he (‘im.?),.ﬁ
passages with the left and; in others he takes with “l'L‘, 1-1;3(1l
hand what Tausig had left for both, and (hml)le.:‘ this Atoll;x\
again in the lefit hand.  In other p}‘aces he puts ’11’1 zx- n_ndt L,
voice, and in many places he enriches !hc ZlcC.()lnp(lllIlH(,l‘ll
which the left hand plays to melodic ideas in t'h'e rxgh& liand, in
places where Chopin left them in barren condition. The melo-
dies of the principal subjects, and their treatrmént 'hc does not
tonch. There Chopin's treatment is sacred. It is simply a case
of putting a few yards of lace and braid upon an ()1«1.g<.»A\\'11,
and perhaps changing the cut slightly foran effect more “up-
to-date.” ‘
Personally I became much interested in th‘c.se changes,
which after x“wpc;xlcd hearings secnmed to m.c“tu improve the
effect very much, although enhancing the (llfhcult_\n. 1 gsl:c«l
Mr. Godowsky, "Why do you put yoursell to all this trouble
in making these changes, which while they add 'enormcmsly to
the difficultics of the work are nevertheless of such a char-
acter that the casual hicarer will not observe them, and many
who know the concerto from piano study only will also f%ul ((3
notice the astonishing nature of these things you are doing?
“Morcover,” T went on, “likely as not the critrips \\'.111 do'nhl’c,
yvour dose for not giving them the Simon pure Chopin article.
To which lie answered, "I know very well that 1 shall not get
any credit for this, and may even be almse‘d'ou general princi-
ples; but all these chianges seem to me legitimate and musical,
and to bring out the Chopin idea in a more noble manner.
tn short T think my additions make the work only more worthy
of the noble idea which Chopin had”  When a man choo?‘cs
to take some weeks of trouble with a purely aliruisiic motive



80 EDITORIAL BRIC-A-BRAC.

of that sort, there is nothing to say but to give him his head.
But note the sequel.

The orchestra at Worcester was the Boston orchestra led
by Mr. Kneisel, Mr. Paur not being back Irom his vacation.
When Mr. Kaeisel inquired in Boston about the Tausig or-
chestral parts of the Chopin I minor concerto, he was told
that they were quite the same as those of Chopin. Accordingly
when Mo Godowsky Tanded in Woreester w few Tours hefore
rehearsal, he found that there was no Taustg orchestration to
be had, nor was there time to have anything copied from the
score he had with him, which lie had been diligently mastering
on the railway journey to Worcester, The situation then was
this:  Godowsky was prepared for the Tausig version wath his
own additions; in the process of learning this and working at
it, the Chopin version had mcasurably gone out of his memory.
The players had the original orchestral parts. There was only
one score, and that the Tausiy score which Godowsky hrought.
Adid to these complications, the rehearsal was public. Ac-
cordingly it was with no small fear and trembling that NMr.
Godowsky began to play, but everything went on successfully,
and only two stops were made, in the last movenent. This
was encouraging, aml the applause was very grattying; hut
the pianist had not enjoyed the occasion, for in addition to
the effort to recall the original form of the concerto, there
was no end of care and anxicety lest the orchiestra shoukd fail to
come in at the moment.  lHence great care for good thne,
strong accent, and the like—to the impairnment of spontaneity
of iterpretation. At the concert Godowsky forgot the or-
chestra and played the concerto, using his additions where
they would answer, and the original where the additions muade
slight conflicts with some inner voice of the original orclies-
tration. By uncexampled good luck everything went well, and
no misfortune occurred. But fancy the anxicty of Nneisel, who
for scores of measures of tutti had not @ note in Lils part (o
steer by and had to trast his men. At the end a great success,
from orchestra, conductor, and audience alike.

But how nnlike the way one thinks of such a performance,

Some of the vicissitudes of the school hook irade have lately

been amusingly illustrated in Indianapolis. Last year, after

the usnal canvass of the merits of vpposing systeins, the Natural
Course of music readers was adopted, und was uscd all the
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year. It turncd out, however, that the superintendent of the
music, who had had hut one or two years’ previous expericence
in the school room, hierseli a pupil of Mro HL D Holt, had
been bitterly opposed to the Natural Course from the first. For
sute reason the progress in singing was not what had been
desired, and the supervisor naturally attributed the slow prog-
ress to the system. So, along i July, a communication ap-
peared i one of the Tdimapolis newspapers citing exannples
ol the poctry i the Natural Course and holding it up to ridi-
cule as “tommiyrot,” Udrivel™ and like sonl-denying epithets.

In tmmediate conmection, the procecdings of a session of
the board of educaton were published inowhich the supervisor
of music made avery tart attack upon the Natural Course and
tried to get it chianged, upon the ground that it was unjust to
her to hamper her work with a sct of books with which she was
not i osvinpathy. Her connmunication was mildly indorsed by
the superintendent of schools, on the ground that perhaps it
wias ot quite fair not to give her the material which she
claimed to need i order to perform good work, as she under
stood it Tmmediaely other articles appeared concerning the
Natural Course, and the hooks were thrown out and others sub-
stituted.

The principal examples of faulty poctry cited turned out to
he from the child poces of the late Robert Louis Stevenson,
and the other material in thie readers of the course embrace
perhaps more first class sclections from a greater number of
celebrated pocts than any other set of hooks belore the public.
The other charges agamst the books were that they contained
very few interesting songs, were not well graded, were not
pleasant for the grade teachers, and so on——all of which were
left on mere assertion. Curiously  enongh the supervisors,
superintendents of schaools, teachers and school authoritics in
scores ol cities have covered these points in the most liberal
manncer, praising the Natural Course for just the qualities which
i was clammed to have lost in Indianapolis.

The lTudianapolis fracas interested me very much as an
ilustration of what Ruskin says, which is that the qualitics
commonly denicd concerning prominent men are generally
those in which they are strongest, and that the same principle
applies to books. The Nataral Course of Music, for instance,
had its origin i the school room, and Mr. Ripley worked it
ont during many years’ experience as principal of a public
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