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PAn.T I. 

CHAPTER I. 

THE CHOPIN ATMOSPHERE. 

J F we can feel some of the Chopin atmosphere of 
the nineteenth century, we perhaps get nearer 

to an assimilation of the Chopin traditions and to 
the spirit of the music; and from this we draw closer 
to an appreciation of its best presentation by pian
ists. Liszt's book on Chopin" has been condemned 
as being over-sentimental, but it should be read as 
showing at least a certain kind of reaction which the 
composer produced to romantically-minded people 
in a romantic age. Personally, I consider Liszt's 
work very valuable in its suggestions of the flowery 
romanticism, coupled with the name of George Sand, 
and other women, who contributed to the Chopin 
atmosphere. 

We are, however, concerned with an endeavour to 
suggest the closest type of actual Chopin playing. 
It was the custom of a relative of mine to note in 
the scores of Chopin's music the precise points which 

"' Franz Lis:&t: " Life of Chopin" (London: William · 
Reeves). 
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2 CHOPlN. 

celebrated pianis~s demonstrated. I myself fortun
ately had the urge to carry on this method of ob
servation recording, and the total of notes seems 
historic and valuable for reference. Such notes will 
be quoted when dealing with individual works. In 
the meantime, let us trace out the styles of piano 
playing notable in the "great days" of pianists. 
Adolf Kullak's "The }Esthetics of Pianoforte
Playing" contains some valuable references. 

The piano is a colourless ins~rument in comparison 
with certain characteristics of stringed instruments 
played with U1e bow, and with wind instruments in 
combination. It has not the voluptuous variety of 
the orchestra. Its colourlessness is, however, only 
relative. As a soio instrument, th~ piano was 
brought by Liszt ( 18 I I -86), both in his playing and 
his music, ~o an unrivalled place. He transcribed 
for it the sonority of the orchestra, allowing it to 
show hitherto unexploited variety and power. Chopin 
(I810-49) shared with Liszt the: full development of 
the piano as a solo instrument. He, however, 
brQught to it a more exclusiveness. Through him it 
bloomed as an instrument of poe~ry in all degrees 
and a medium for indivi-duality through personal 
touch and ~one. 

If Liszt showed that the piano could bring the 
orchestra into a single essence, plus a~ aspect of its 
own character, Chopin raised it t_o a highly special-
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ised individuality. Liszt showed that orchestral 
scores ·could be transcribed, not merely arranged, for 
piano original presentation (we remember that Schu
mann was able to visualise the orchestral score of 
Berlioz's "Symphonie Fantastique" solely by read
ing Liszt's piano transcrip~ion). Chopin showed the 
piano as an instrument giving out music which was 
so germane to it as to be unsuited for any other media 
(although we do hear full and small orchestral 
transcriptions of cer~ain of his pieces). 

Glazounov, Ule Russian composer, made a very 
attractive orches~ral suite entitled "Chopiniana," 
which includes the Polonaise in A, Op. 40, No. I, the 
Nocturne in F, Op. I5, No. 1, and the. Tarentelle, 
Op. 43· 

Previous to the era of Liszt and Chopin, piano 
music was limited in colour. Its strongest point 
was a type of keyboard dexterity in several parts, a 
contrapuntal triumph over more limited instruments 
such as the violin and ~he flute. (Beethoven later 
developed this into ~r.ore sonority.) This kind of 
keyboard leadership could be traced back to the 
English virtuoso, Dr. John Bull (c. 1562-1628), so 
celebrated for his performances.• It is found de-

* A story is told of someone who, overhearing Dr. John 
Bull play, exclaimed, " That is ei.ther the Devil himself or 
Dr. John Bull!" Bull, organist at Hereford from 1Ss2 
was .appointed organist at Antwerp Cathedral in 1617 afte; 
a trmmphant Contin~ntal tour as ~ keyboard virtuoso. 
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veloped in the harpsichord music of Mozart 
(1756-91), and provided an easy step to the earlier 
nineteenth century piano virtuosi, Cramer, Hummel, 
Moscheles, Kalkbrenner and others. 

The subtleties of the instrument soon became 
dimly apparent to the developing school of players, 
and as, at first, composers were not providing suit
able music, the pianists made their own. The 
Beethoven type of piano music, while esteemed for 
its purely musical value, was soon considered as not 
fully exploiting the improved pianos which were 
becoming known and liked. His works were con
sidered to have an orchestral suggestiveness, not 
truly germane to the instrument. The day of run
ning passages in scale forms, broken arpeggios, and 
successions of chords, quickly passed. An under
standing of the sustaining pedal and the rendering 
of true cantabile was dawning. 

Clementi, who exploited the heavier touch and 
fuller singing tone of the English action, displaced 
the lightness, brilliancy and animation of the V ien
ne~e school, to which Mozart belonged. Dussek 
came afterwards and was known for his sentimental 
playing and his rendering of the cantabile; for his 
cwn use he found it necessary to write music, but 
his powers as a composer were limited. Then came 
a great master of the instrument who ought not to 
be forgotten, since his style of playing and even of 
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his music closely foreshadows those of Chopin. His 
name was John Field (1782-1837). 

His touch is spoken of as one of the most exquisite 
that had been heard by his contemporaries. Indeed, 
Adolph Kullak rated him as "one of the greatest 
masters of all times in his picturesque diffusion of 
light and shade, ·in perfect finesse allied to the 
utmost warmth of expressiveness." 

Field, who lived in Moscow for some years, not 
only foreshadowed Chopin's playing, but his music 
also, for he was the inventor of the Nocturne form 
in the style which is most closely connected with 
Chopin. Anton Rubinstein held Field's Nocturnes 
in high esteem and considered that they ranked with 
Chopin's works in the same style. As a matter of 
fact, Chopin did not at fust find it easy to secure a 
hearing from musicians who knew Field's works. His 
afterwards extremely popular Nocturne in E flat, 
Op. 9, was at first severely contrasted with F ield's 
Nocturnes, being described as an inferior caricature 
of them. 

Painstaking pianists of to-:day who aspire to repu
tations as Chopin players would do well to become 
thoroughly proficient in Field's Nocturnes and his 
Concerto. In these works we have the essential germ 
of the Chopin style, and they undoubtedly encourage 

the development of a particular style of playing 



6 CHOPIN. 

which cannot be other than useful as preparation fm 

Chopin. 
It is undoubtedly true that the scarcity of ex-

quisite playing of Chopin to-day is due to the mix
ture of styles, the property of the fully traineJ 
pianist. There are still certain professors of the 
piano who hold that Beethoven's works are so un
pianistic as lo spoil the development of the student's 
polished style, particularly in true legato. The or
dinary concert-pianist, however, feels it necessary to 
be able to play representative works from the whole 
of the piano repertoire. Unless one is a Liszt, a 
Rubinstein, a Rosenthal, or a Godowsky, this may 
easily result in being Jack~f-all-pieces and noted 
master of but few. 

De Pachmann rose to be the most celebrated 
Chopin player because he became thoroughly soaked 
in a particular style of playing whiCh was most 
suited to this composer. In fact, this style was so 
much part of him that he used it for the playing of 
works by other composers, including Beethoven, 
Schumann and Mendelssohn, not always to the com
plete liking of his hearers, although his beauty of 
touch and tone was recognised, even where con
sidered to be unsuitable. 

The great Chopin player has to be a specialist 
rather than a pedagogue. Is it worth it? may be 
the cryptic commend of the pianist. To the pro-
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fessional, if 0ne may take a sordid commercial view. 
the answer can be given in the affirmative. A really 
fine Chopin specialist will hold the affections of a 
large and universal public. If his methods are 
almost solely suitable for Chopin's music, which 
should be an ideal, he may still play other com
posers with a refined and sensitive beauty which will 
at least be true to the piano. De Pachmann's Beet- · 
hoven playing was only strange in so far as it was 
beautiful piano playing, unlike the rather rough style 
frequently used for this composer. The pianist 
having the musical mind will play all music in an 
interesting way, and it should not be considered a 
fault if his style is that of the beautiful Chopin tra
dition. The foregoing remarks can be applied to the 
cultured amateur pianist, who will find that a 
Chopin style will give pollsh and beauty to other 
composers and at the same time be tonally satisfying 
to himself and his hearers. 

After all, the playing of any instrument should 
be known for beauty, to which strength and power 
can be added without destroying that beauty. The 
playing of other composers with a Chopin style may 
not always gain universal acceptance, but the play
ing of Chopin with a non-Chopin style should call 
for contempt and condemnation. Let he who can-

. not play Chopin ~ la Chopin keep his hands away 
from such exquisite and t.rue poetry of the piano. 
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Beethoven, in a letter to Ries, said : " The high 
development of the mechanical in piano playing will 
end in banishing all sincerity of emotion from music 
itself." To-day w~ see this prophecy fulfilled only 
too well. There is even a section of opinion which 
regards Liszt's techniqu~ as being only unique in his 
day, his powers being thought commonplace neces
sities for all modern virtuosi. This is rich, indeed, 
from an age where none can play all of Chopin iri 
full measure and but few can penetrate to individual 
works. It is richer still when we consider that 
Tausig and Anton Rubinstein, both of whom were 
regarded by some musicians as the greatest pianists 
of their times, insisted that they could match Liszt 
in some points, and surpass him at others, but that 
as a complete pianist he was indisputably king. 

Cramer, Field, and Berger (a pupil . of Clementi 
and an admirer of Field) wen~ among the first who 
avoided the pretentious glitter that had been popu
larised by Dussek and, to a lesser extent, Clementi, 
Hummel, Moscheles, Kalkbrenner, Liszt in his earlier 
period, and Thalberg. All, however, extend~d the 
appeal of technical dexterity and virtuosity became 
a physical, as well as a mental, art. Alongside with 
this mechanical perfecting there fortunately went a 
growing appreciation of poetry and intellect. Liszt 
and Thalberg, complete in techniq~e, allied their 
playing to genuin~ musical art and poetry to an, 
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ex~ent that the earlier gymnastic feats seemed micro
scopic and insignificant. The hearers of their time 
realised this and appreciated it, as we do to-day 
when we occasionally hear some great pianist whose 
technique is so fine that it is unobtrusive and the 
mere servant of musicianship and mspiration in 
poetic moods. 
Th~ gifted Chopin became best known to select 

salon circles, as did that other sensitive pianist, •Hen
selt. At first, the former's poor health and the 
latter's dislike of playing in public, were unable to 
stem the tide of mechanical showmanship, especially 
as Liszt and Dreyschock were revelling in their re
markable powers of sheer virtuosity. Dreyschock, 
indeed, outshone Liszt in winning tone. 

It was extremely fortunate that as time went on, 
Liszt began to discard his earlier showmanship in 
playing. He had conquered every department, 
!;ingly and in association, of mechanical perfection, 
and then his mind and moods began to take leading 
control. At this stage he began to soar higher and 
higher above his contemporaries. His tremendous 
technique became the servant of all composers and 
in him they lived again. The contrasting styles of 
the keyboard music of Bach, Mozart; Beethoven, 
Schubert, Weber, Chopin, Schumann, Mendelssohn 
-all w~r~ considered and presented individually by 
him. There is no Liszt to-day, not because none 
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could rival his technique, but because a genius of his 
type appears only at rare periods. 

The education which Liszt gav~ all serious lovers 
of music, and of piano playing in particular, opened 
wide the appreciation of what small feats were 
within Chopin's limited physical powers. Chopin 
became known for his exquisite playing, but he was 
not considered a merely feeble pianist, for Liszt had 
indicated the rarities and beauties that were not part 
of thunderous virtuosity Moreover, Liszfs later 
compositions for the piano helped appreciation of 
Chopin's poetic creations. Gone were the days, and 
with them the magic, of "unplayable" pieces like 
Liszt'c:; unrevised "Paganini '' etudes. 

Chopin knew that his music was different from 
that of his contemporaries, and he felt that it would 
require a finer type of playing than that of the popu
lar virtuosi. Liszt was to become his ambassador. 
De Pachmann was to carry on the traditions into the 
first thirty years of the twentieth century, holding 
the torch of true poetic beauty even as an old man. 

The atmosphere of Chopin's music itself has 
aroused frequent comment. Its chief point of orig
inality remains in the peculiarity of its action on the 
imagination. A peculiar melancholy, almost tinged 
with morbidity, is its distinctive feature even in ap
parently light-hearted pieces like certain of the 
Waltzes ; but this is allied to depth of feeling, ideal-
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ity of expression, and highly refined cast. Chopin 
is no maudlin sentimentaliser, as some pianists 
travesty him. 

Expressiveness predominates in his music, as was 
inevitable in the work of one whose whole nature was 
so truly poetic. It presents a clearly defined break 
with all music that went before.* None of the great 
ideals of the classical composers, including Beet
hoven, inspired the subjective, egotistical nature of 
Chopin. While not despised as the work of a musi
cian, Beethoven's piano writing seemed gawky to the 
new poet of the instrument. Even the music of his 
own immediate age appeared to have no concern with 
him. When shown a new work by Schumann, his 
attention strayed to the cover design. Schumann's 
piano writing, of course, has none of the originality 
of Chopin, despite its revolutionary harmonic 
schemes. Schumann himself understood the rare 
worth of Chopin's genius. 

Just as Chopin's music cuts right away from all 
that went before it, and has no well defined de
scendant, so the pianist must show no trace of other 
music if his Chopin playing is to come near to per
fection. The ideal is the acute specialisation of 
de Pachmann, and the compromise is a study of 

* Those readers interested in the historical implications 
of this topic should read : " History of Pianoforte Music," 
by John C, Fillmore (London: William Reeves). 
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Chopin kept separate from that gi,·en to other com
posers. In a mixed recital programme the Chopin 
group should always be kept, as it were, in an in
sulated compartment. It is best for the pianist to 
have an interval and take a rest before presenting 
the Chopin group. This has often been done, though 
whether or not intentionally, I do not knO\v. 

11 It was in a couple of Mazurkas and a few of the 
Etudes of Chopin that he. most clearly showed his 
unique quality. The form of these formal pieces 
was transcended, and they became little poems re
flecting various moods, now wistful, now smiling, 
and always exquisite." The foregoing is a fitting 
compliment to anyone who has played Chopin well. 
It was said by 11 The Times," January 29, 1934, after 
a recital by Moriz Rosenthal. 

CHAPTER II. 

HOW THE TRADITIONS WERE MADE. 



CHAPTER II. 

HOW THE TRADITIONS WERE MADE. 

THE Chopin traditions established a · style of 
piano playing that was sufficiently well de

fi.ned to be easily recognisable. True it is that inter
pretations of Chopin's music were various, simply 
because more ~han one great pianist · was concerned 
with the general traditions. There was, however, a 
bond of sympathy between the authentic exponents. 
Liszt, who rather made Chopin gasp; Anton Rubin
stein, who excelled in appassionato; de Pachmann, 
who eventually became the mos~ studiously ex
quisite; Moriz Rosenthal, who could identify any 
single bar from the whole of Chopin's works; Leo
pold Godowsky, austerely poetic. All of these great 
pianists had a common sympathy in a devotion and 
homage to Chopin. Three of them, de Pachmann, 
Rosenthal and Godowsky, were to become the last 
surv1vmg representatives of the true Chopin 
traditions. 

At the present time the presenta~ion of Chopin's 
works has become crude, careless, and a matter of 
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chance. With ~he passing of the great leaders, the 
traditions become more and more ghostly. Pianists 
who, had they lived earlier, would have been 
brushed aside (as were their type of predecessors) 
may now gain a hearing, and even commendation, as 
Chopin players, because it naturally follows that 
public and critics, and even connoisseurs, have little 
or no touch with ~he original. 

As time goes on, the present go-as-you-please in
terpretations of Chopin will become unsatisfying. 
Special exponents of him may again arise, and later 
theorists may endeavour to formulate doctrines and 
unanimity. Differences of opinion which may arise 
will not, of course, have the common bond such as 
existed between the earlier exponents. 

It seems, therefore, that the present is the time to 
draw up a survey of the original Chopin traditions. 
Soon it will have become too late. We already live 
in an age when there can be no more than memories 
of the true Chopin piaying. In the future, there may 
be no Chopin which we would recognise. A number 
of .early books dealing with Chopin's contemporaries 
and early successors among pianists are already long 
since out-of-print. Fortunately, gramophone records 
of the later days of de Pachmann, Rosenthal and 
Godowsky are available. Their authority is im
mense-providing that posterity can understand 
their significance. . 
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A study of the Chopin style and tradition must 
cover a good many years, and be linked up with 
teachers and writers of Chopin's period. It is a 
magic world that passes before the mind's eyes, and 
more wonderful when it becomes linked and real
Liszt, Tausig (unhappily cut off by death in his 
thirties), Thalberg ("Old Arpeggio," who retired, 
much to the di~may of admirers), the Kullaks 
Theodore and Adolf), and the pedagogues, Henselt, 
with hi~ inimitable touch, and Deppe, the forerunner 
of all "modern methods" of playing beautifully and 
easily. These grouped around Chopin himself, 
whose playing was by many considered as unex
celled in its quiet loveliness. Clara Schumann, too, 
must be remembered; her school welcomed neither 
beginners nor dabblers. Here was a wonderful 
period of the great days of piano playing. Its spirit 
and significance were carried on by Xaver Schar
wenka, Busoni, de Pachmann, Rosenthal, Godowsky, 
and so forth, and to have heard these meant hearing 
reflections of Sgambati, Liszt, Anton Rubinstein, 
Hans von Billow, and others. It is not easy to find 
this great line carried on in modern pianists. For 
some reason, not easy to find, there has been a dis
tinct deviation from the broad highway of great 
pianists, and standards may have to be revised. It 
i3 no new pomt of dissatisfaction to suggest that 
women should not play Chopin, because, it is said, 

3 
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they either over-sentimentalise, or, m more up-to
date style, harden his poetry. Women seem rarely 
to have played Chopin o~her than from a point of 
view of "adoring" him or as part of the normal 
pianist's repertoire. Huneker said that no woman 
should play the g·reater Chopin of the Scherzi. I 
would add that the lighter Waltzes are no safer in 
women's hands, while the Nocturnes take on either a 
pale, effeminate character, or an artistically distaste. 
ful materialism, both of which are insufficient for 
the1r subtleties. Women (and, indeed, many men) 
seem unable to appreciate the masculinity of a sensi
tive, though peevish and pet~ed, man of Chopin's 
character. His strangely wayward music is physi
cally unreal to ~hem and they either caress it or 
drive it. 

There were, of course, exceptions, no tab) y Sophie 
Menter and Marguerite de Pachmann, who gave 

_many fine expositions of Chopin. In an old note in 
my possession I read of the excellence of Louise 
Japha (Langham), who was from 1863 prominent in 
Parisand from 1874 at Wiesbaden. La~er there was 
the· refined Miss N. Janotha, and ~n my own time 
I recall the fine quality of Fanny Davies. Curi
ously enough, these three pianists were friends and 
pupils of Clara Schumann's circle. 

It must be added that there are a number of male 
pianists who see and show little of the real Chopin. 

HOW TRADITIONS WERE MADE. 

His poetry escapes the poorly equipped or un
developed poetic mind, which interprets him with 
muddled, ineffective eloquence. His virtuosi aspects 
are seized upon and exploited, but there is almost 
invariably floundering in his subtleties. Notice how 
a certain type of pianist romps gaily through the 
virtuoso pieces, but becomes awkward in the subtle 
works. A clumsy rubato style is a feature of bad 
Chopin players, who strain at restraint and pass with 
relief to a good dose of thundering or of showy 
brilliance. The men's manly Chopin is every bit as 
cruel to the music as are the women's mannish and 
sentimental readings. 

De Pachmann never made a woman of Chopin. 
His poetic readings, so carefully studied, were ten
der and intimate to an extreme, but there was never 
a breath of scent bottles. Fragrance, beauty, deli
cacy, and sheer exquisiteness, there were, but no 
signs of sentimentality; and the grace, while de
licious, was never effeminate. Rosenthal seemed 
quick to see that there was both a higher and a lower 
Chopin, whereas de Pachmann idealised it all; but 
Rosenthal was too great a musician to drop in the 
hearer's estimation because of this. If he played the 
posthumous E minor Waltz as a rather flashy affair, 
we could comfortably take this as his considered 
reading. De Pachmann would make it sound de
liciously showy. The difference was one of special-
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ists on their subject. Acceptance of differences by 
specialists is not to be considered as creating pre
cedents for toleration of liberties taken by pianistic 
general practitioners. 

De Pachmann, Godowsky, Rosenthal, von Biilow, 
Scharwenka, Siloti, and Sauer, would each give ap
parently irreconciliable differences of opinion con
cerning particular works by Chopin, but these were 
all near enough to the original traditions to be little 
more than important superfi.cial contrasts. De Pach
mann always gave us the. ideal, but we could listen 
to one of his Chopin-minded contemporaries and 
take another view with calmness and ease. It is 
when we hear the destroying contortions and cari
catures of later exponents that our feelings are 
offended, and the necessity for setting down a 
Chopin testament becomes apparent. 

There are not only actively bad Chopin render
ings, but passively objectionable readings. The 
pianist who merely plays through his Chopin is as 
familiar as he or she who distorts it. The spectacle 
of hearing a sensitive and highly charged poetry 
either roughly or indifferently handled is not 
pleasing. 

The idea of a Chopin recital-a whole programme 
devoted to the master's works-is attractive, when 
announced by a pianist who is known for his fi.ne 
sense of poetry and drama. The sensational spec-
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tacie of a programme. giving the whole twenty-four 
preludes, the twenty-four etudes, or even the four 
ballades, at one concert is, however, open to much 
objection. If, however, it suggests ~he pedagogue, it 
is open to mild acceptance, being useful and econ
omical for students. It ts unlikely that the ideal 
Chopin would be shown in more than a few of the 
pieces, but the framework of the whole set, or sets, 
would be displayed. Unfortunately, people go to 
such marathon recital£ with the idea of hearing 
Chopin at his best. Knowing no better, probably 
they are satisfi.ed; but it does Chopin little good. 

Even Godowsky or Rosenthal would have been 
ill-advised to plough through the whole twenty-four 
preludes or the etudes at one concert, though both 
pianists were known for their keen insight into the 
whole range of piano music. For one reason, even 
though the pianist had attained perfection in the 
presentation of every work by Chopin, an audience 
would be incapable of properly assimilating the 
subtleties of a long and rapid procession. Only the 
superfi.cia l contrasts would be noted. Remember 
that de Pachmann, with an acute study and insight 
at his command, always made his Chopin recitals 
attractively varied and representative. 

Commenting upon a recital by Moriz Rosenthal, 
"The Times" said: "Among the many examples of 
Chopin, the smallest, the Berceuse, two Mazurkas, 
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and two Preludes, were specially entrancing for the 
way in which the details were morticed together into 
perfect miniature form." This serves to indicate how 
eloquent can he a selection of Chopin. A selection 
from the Preludes, Nocturnes, Mazurkas, Etudes, 
Waltzes and Impromptus, with perhaps an isolated 
piece, makes up the ideal Chopin recital, according 
to the custom of the most subtle Chopin player the 
world has yet seen since the master's own days-

fA Vladimir de Pachmann (1848-1933). A typical 
Chopin group in one of Moriz Rosenthal's pro
grammes which is now before me gives: Allegro 
de Concert, Op. 46; Nocturne in E flat, Op. 55; Two 
Mazurkas; Five Etudes. 

Th~ objection to mass production recitals of 
Chopin is that we more and more come to know only 
the framework of his compositions. Thus he becomes 
a standard composer with a generalised style at
tached to the rendering of him. We come to enjoy 
the sound of his music without knowing its variety, 
depths, or subtleties. Connoisseurs and critics be
come more and more a minority, and it becomes safe 
for any merely capable pianist to give a Chopin 
group, or even a whole Chopin recital, with impunity, 
or, if that word is too strong, with the certainty of 
gaining a hearing. The hearers superficially enjoy 

the music itself; the credit if due to what little of 
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Chopin himself permeates the concert, and the 
pianist deserves n? wide credit. 

It is not necessary to he a Pole to play Chopin; 
but it may be necessary to be a Slav. This present 
book is not concerned with the teaching of people 
how to play Chopin, but with the more important 
work of helping hearers to recognise and accept only 
the highest types of presentation of him. No .Eng
lish-speaking pianist is ever likely to become a great 
Chopin player. This music does not fit any of the 
accepted standards of rendering, reading, or inter
preting. It has a curious Oriental quality, which the 
Slav can recognise. 

Xaver Scharwenka played Chopin very finely, 
giving it a dash and fire which seemed to bring out 
its inherent racial fibre. One could feel Chopin the 
hero, poet, and patriot of Poland. Paderewski gave 
his own Chopin. It was romantic, fiery, charming, 
and poetic, though curiously mixed with the general 
stock of a celebrated pianist. Paderewski's Chopin 
playing stood out, but only as did his playing of 
other composers, including Beethoven and Liszt. It 
did not always seem the deeper Chopin, for over it 
loomed the magic art and power of the great pianist. 
According to all accounts, this aspect was not present 
in Liszt; greatest of all pianists because he seemed 
to live alone with each composer when he was play
ing, and to cut himsel~ entirely away from all others. 
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Paderewski was a great generalising player of all 
that he performed. The fact that his general great
ness was so marked made him deservedly famous. 
Bu~ it also led hearers to feel that they were often 
hearing . the supreme interpretation of this or that 
work. Paderewski was essentially a pianist, paint
ing everything with his own colours. 

I have heard some very nice Chopin from the 
Polish pianist, Jan Smet.erlin. He exhibited a lovely 
touch and a thoughtful study of the master. To 
say the least, his playing came as a relief after the 
contrasting, yet equally unattractive, common styles 
of mere display and dullness. 

In the days nearer to the master, the Chopin pupils 
in Paris kept a watchful eye on interpreters of his 
music. They did not fear, ~n the interests of art 
and the master, to ·express some disapproval even 
of the great Anton Rubinstein's renderings. We 
need some of this fearless spirit to-day, when there 
are but half-hearted criticisms of any Tom, Dick 
and Harry-and Lucy-who essays Chopin. The 
reason for this is ~hat public and critics, and some 
connoisseurs, are not sure of the essentials of fine 
Chopin playing. 

Anton Rubinstein's performances were fi.ery and 
sweeping. "He ain't a pianist, he's a bloomin' ath
lete," were the unsophisticated word~ of a common 
man who heard the great pianist in London. Anton 
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Rubinstein was ~ruly an outstanding player; but the 
defenders of the Chopin traditions challenged his 
readings. He was said to be too forceful for the 
music. If, then, the guardians of Chopin, near to 
the true traditions, rebuked even Anton Rubinstein, 
how much more should we of to-day challenge those 
who were apUy described by Ernest Newman as "the 
hustling piano hussars of the present day." The 
Chopin traditions are fading; we should be deter
mined that they shall not entirely vanish. 
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CHAPTER III. 

MAINTAINING THE TRADITION~ 

" J T is in genuine piano mw;ic, that of the mid-
nineteenth century, that Herr Rosenthal'::; 

interpretation has such peculiar value for musicians 
of the present day. It belongs to the authentic tra
dition of such masters as Chopin, Schumann and 
Liszt, and the inherited tradition has been kept alive 
in him by his devotion to the musical meaning of the 
great romantic composers, so that whereas in youth 
it was the supreme virtuosity which attracted atten
tion, now it is all concentrated on the interpretation 
of the work in hand, be it great or small." The fore
going appeared in "The Times," February 5, 1934. 
It suggests, truly, that Moriz Rosenthal preserved the 
Chopin tradition3 and, like his master, Liszt_, drew 
away from vinuosity to deeper mterpretation. 
Rosenthal was fourteen years younger than de Pach
mann, whom he outJived, but in 1934 was, of course, 
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a veteran of the piano. I shaH have more to say of 
him later in the present book. 

I spent much time in discO\'ering how far de Pach
mann was linked to the Chopin days. There is no 
doubt that he studied Liszt's later, idealised playing. 
"Find out the secret of Henselt's touch," said Liszt 
to an ambitious young student. When he came to 
London in 1885 for the last time he played to a small 
audience at the Royal Academy of Music. They 
heard no thunderous playing, but were enchanted 
with hi'i beautiful tone. Liszt heard de Pachmann 
and expressed himself delighted with the latter's 
touch and tone. 

At the Vienna Conservatoire, in about I 86o, Pro
fessor Dachs heard the boy Vladimir de Pachmann 
play Chopin, and exclaimed that although he had 
heard Chopin himself, this lad's playing was as good 
-even better. The star of de Pachmann shone 
early. It was no mere flash, but never faded until 
the great pianist closed his career some seventy years 
later. Amid other bright stars, that of de Pachmann 
shqne steadily as the unrivalled star of Chopin 
himself. 

Perhaps de Pachmann was never a full embodi
ment of Liszt, nor a successor to Anton Rubinstein, 
nor even so magnetic as Paderewski; \:>ut to him we 
came for the living Chopin. No matter how charm
ing or thrilling would seem (and be, indeed) some 
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nne artist's renderings, to hear de Pachmann in the 
same work was to know that here was the pre-eminent 
rendering. In common with others I felt that his 
was the true Chopin, inspired, poetic, subtle, studied, 
and infinitely sensitive; but, to be just, it must 
be realised that there are several ways of inter
preting the composer, just as his music has varied 
aspects, and thus all of the great Chopin pianists 
contributed to the making of the traditions . . 

It may be of interest to pause and note some early 
tributes to the playing of Vladimir de Pachmann in 
the far-off days when there was a cluster of eminent 
pianists. Joseph Bennett, writing in the" Daily Tele
graph" of June 24, 1882, said that: "At any time 
the exercise of such talents as his (de Pachmann's) 
would be acceptable, but now, when energy and force 

pass too readily for true art, it is more than ever 
desirable that execution characterised by refinement 
and grace should be heard. In all the pieces by 
Chopin the executant appeared to great advantage." 
It ser.!ms that the muscle-display pianists needed to 
be checked more than half a century ago. Iri May, 
1883, the critic of "The Standard" referred to de 
Pachmann's "rare excellence of playing and un
swerving accuracy." Two years later the same 
journal spoke of de Pachmann as "an artist in the 
highest sense of the word, he knows no superior, 
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while as an executant pure and simple he can hold 
his own against all challengers." 

In February, 1886, we may begin to note the 
tributes to his powers an an exponent of Chopin. 
Francis Hueffer in "The Times" wrote: "M. de 
Pachmann's supreme excellence in rendering Chopin 
has been frequently insis~ed upon ..... It amounts 
c-.lmost to a truism to say that no living artist, with 
the exception perhaps of Liszt, could give the Chopin 
Nocturne, Mazurka, and the Scherzo, Op. 39, No. 3, 
as they were given yesterday." That, I think re-. , 
mams a remarkable point in de Pachmann's favour 
when we consider him in relation to Chopin. At the 
time when it was written he was thirty-seven years of 
age, and it was only in this year that Liszt died. 

Two years later (January, 1888), Francis Hueffer 
in "The Times" wrote: "This excellent artist is 
on the piano what Keats is in poetry. Tenderness 
of feeling, delicacy of touch, subtlety rather than dra
matic passion-these are the qualities which have 
given a position apart toM. de Pachmann, and have 
mae!le him, among other things, the pre-destined in
terpreter of Chopin, that dreamiest and most poetic 
of all composers." 

"Pi~ni~4ts come ~nd go by the dozen," wrote Percy 
Betts m The Da1ly News" in May, .1898, u execu
tants great and poor, distinguished artists and de:.. 
butants, but he (de Pachmann) retains his pre-emin-
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ence as a Chopin player." De Pachmann was then 
almost f1fty years old. Fortunately for <;mr experi
ence he was to retain his pre-eminence for another 
thirty years and live just long enough to make a 
few gramophone records in the early days (about 
1928) of electrical recording. 

So far, many of us feel, Chopin remains the ideal 
writer for the piano, but it would not b~ good if his 
spell were to prevent any later composers of real 
worth from having fair hearings. Chopin ranks 
among the great composers, but his place is never 
quite that of Bach, Beethoven, Berlioz, Wagner or 
Elgar. And it is proper that a refmed and exquisite 
poet, while taking high place in the esteem of con
noisseurs, will never stand above the great universal 
figures. We may say that we love Chopin's music 
above the work of other composers and that we are 
moved by a pianist like de Pachmann beyond other 
pianists, but this should not blind our judgment to 
the claims of the greater and more universal musi
cians, any more than a love of Keats should blind 
the lover to the rank of the grander poets. 

We must, however, ins1st upon discretion in placing 
any musicians above Chopin. We must not fall into 
a very obvious, yet still unduly effective, trap of de
ploring .him because he did not write operas or sym-

. phonies, or did not excel in working in the sonata 
forni. Nor should we have regarded de Pachmann 

4 
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as of lesser account because he did not thunder 
' " E " C t d " Ap through 13eetho\·cn s mperor oncer o an -

passionata " Sonata. A number of composers, not 
worthy to approach the exquisite musical art of 
Chopin, have written in more ambitious forms than 
he. A number of pianists of brilliant technical 
power, mere grains of sand where de Pachmann was 
a pearl, have aroused enthusiasm among audiences. 

De Pachmann became the unrivalled Chopin 
player because he specialised in the music and knew, 
not merely its every bar (as did Rosenthal), but its 
depths and heights and innermost secrets. Liszt 
alone could equal tha~ because of his almost un
imaginable penetrative gifts-so unimaginable, in
deed, that a number of rash people of later times 
have cas~ doubts upon them; but read the accounts 
of people who heard him. Impressionable students 
like the American, Amy Fay, and our own English 
Bettina Walker, found that their susceptibilties were 
ever being raised to the extreme by Liszt, in com
parison with all others. Men who knew all the arts 
and crafts of pianism, Siloti, Rosenthal, and Anton 
Rubinstein himself, expressed their regard in the 
terms of one of their number, Tausig: "Beside Liszt, 
we are al1 blockheads." To which Rubinstein 
added, "There was always one greater than ,!
Franz Liszt." The leading virtuoso ·of our time, and 
the rash writers who say that Liszt's powers were · 
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great in his time, but now common to all, should 
constantly be confronted with the testimony of those 
famous pianists· in an age of great pianists, T ausig 
and Anton Rubinstein. · 

De Pachmann never forgot Liszt, but referred to 
him constantly. More than this, he was always aim
ing to excel his model. He once played Liszt's 
popular "Liebestra~me," and when the audience ap
plauded, rebuked them, saying, "Ah, but Liszt would 
play it like this," and then gave one of his inimit
able performances. At the age of eighty he said, 
"I think I have now surpassed Liszt in the technique 
of th~ left hand." When we think of de Pachman,n's 
amazingly subtle, rhythmic and restrained power: in 
his left hand, we catch a glimpse of Liszt's greatness 
because this was just a part of his all-embracing 
make-up. 

It was said by all who heard Liszt that he not 
only played all composers, but seemed to re-create 
them. The music leaped and lived under his magic 
fingers; again and again we hear this testimony from 
contemporary hearers. It is possible that de Pach
mann concentrated the model of Liszt into the ser
vice of Chopin. As I have already noted, Liszt him
self seemed to recognise the unusual insight of de 
Pachmann's Chopin playing, allied to his lovely 
touch. We mus~ reckon, also, that de Pachmann 
properly imbibed, directly or indirectly, some of the 



CHOPIN. 

art of Thalberg ("Old Arpeggio," with his beautiful 
tone) and of Henselt, the master of touch, since de 
Pachmann was an indefatigable student (it was long 
before his daily eight hours of study were reduced 
to four, and on two occasions he retired from public 
life in order further to perfect his playing). 

This great Chopin player assumed that dignity 
which was truly his when he once stepped on to the 
platform at a Berlin recital by Leopold Godowsky, 
exclaiming, "No, no, Leopold, you must play it like 
this ! " The piece, of course, was by Chopin. He 
much admired Godowsky's playing and thought the 
pianist to be second only ~o himself ("Godowsky is 
the second greatest living pianist.") Always a stu
dent of Chopin, he was conversant with Godowsky's 
transcriptions that became famous in select circles of 
pianists. 

The comparatively few records ~hat de Pachmann 
made for the gramophone must remain as guides to 
the true Chopin playing, so far as the hearer is 
trained and able to understand their lessons. It is 
bue that they contain a great deal of de Pachmann, 
as well as of Chopin, but we must remember that, 
like Liszt, de Pachmann re-created the music that he 
played. His was no mere playing through it, but 
the result of deep study coupled \Yith that which 
is only born in a few musicians-intuition and in
stinct. Wherever possible, therefore, in my attempt 
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to indicate the real Chopin and the way in which it 
should be approached and interpreted, I shall draw 
on the records by de Pachmann, including both 
those that are still obtainable and a few which I 
have thal are long since withdrawn from circulation. 
Other authorities will, of course, be quoted, whether 
they are historians, theorists, or practitioners. No 
stone must be left unturned in order that the true 
Chopin be made available for all who wish .to oegin 
a sincere study of his music. 

\Vh3t of Chopin himself as pianist? It is specu
lative to obtain at least an idea of his powers from 
the esteem in which he was held by those who had 
heard him. In long since out-of-print books by 
mus1cal travellers I have read of the extreme beaut~ 
of both I .iszt's and Thalberg's touch, style, tone, and 
so forth, and of how, at their best, they suggested 
the e:rquisite playi12g of Chopin himself. 

It must not be forgotten that Chopin was, to say 
the least, an exceptionally unusual pianist. His 
pearling, rounded touch, his lovely scale and ar
peggio playing, were often held as ideals for piano 
!:>tudents; unattainable, perhaps, but, nevertheless, 
ideals. Professor Dachs, of the Vienna Conserva
toire, had heard him, and de Pachmann's playing 
must have been unique to have excited the Profes
sor's exclamations of wonder and delight; yet this 
was a student entering the Conservatoire, not an 
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artist due to leave and embark on a full professional 

career. 
Chopin's playing was regarded by some hearers 

as lacking in power. Pianissimo, nothing but pian .. 
issimo, complained a contemporary. Jt was acknow
ledged that there was fire behind Chopin's playing, 
but his frail physiquP. prevented him from giving 
full play to his feelings. Hence Chopin excelled in 
the subtle, shrouded beauties of the Nocturnes, and 
in the intense poetic feeling of his less physically 
exhausting pieces. De Pachmann excelled in the 
~ubtle poetry of the Nocturnes; his touch being 
always velvety. A sturdier man than Chopin him
self, h~ yet played always with a spirit of idealism, 
never ac; a. conqueror. 

A feline grace, however, was behind de Pach
mann's charmings. There seems every reason to 
believe that he, even in his earlier days, was the 
model of the composer's own interpretations; but 
there was necessarily a super-imposed style which we 
may call Pachmannesque. This was allowable in a 
th<trough Chopin student like de Pachmann. ,In 
most other pianists it has its danger, for with each 
c;tep into personal interpretations we get further from 
the Chopin traditions. 

It was said that Chopin did not always care for 
Liszt's playing, but he thought it som~times brought 
out passages as he imagined them, but had not him-
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self the full physical power to render them. What 
would he have thought of de Pachmann? It i:; 
likely that he would have praised the ~octurnes, the 
\\'altzes, and most of the Etudes and the Preludes; 
but the Mazurkas would most likely have sounded 
too foreign for him. De Pachmann had his own 
style of playing the ~fazurkas, as we shall later dis
cuss; yet, compared with the playing of others, his 
always seemed the most penetrating. In the· vir
tuoso works, too, he did not display the forceful pas
sion which is commonly assigned to them, and which 
perhaps give a diminuatiye of Liszt. Nevertheless, 
there was undoubtable fire behind de Pachmann's 
readings of the most stormy works. It was, as 1 
have suggested, feline; there were claws to his 
chubby hands, but one's impressions were liable to 
be fascinated by the velvety touch. De Pachmann's 
fire was subtle and ingrained. Did not his playing 
suggest a very close shadowing of Chopin's own? 
With the composer this was dictated by physical 
limitations; with the prophet it was suggested by his 
style. We must remember that de Pachmann's art 
was truly effortless; he was not exhausted by his 
eightieth year. 

Much space is being given to de Pachmann, 
but a close study of Chopin's days, his music, and 
its exponents, must inevitably draw the sensitive stu
dent's interest in the arch-apostle and high-priest. 
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Even if one comes to admit that the pianist was in
clined to make his interpretations individual, the 
study and authority behind these serve to strengthen 
their authenticity. One has but to listen to most 
other interpretations of Chopin to feel the lack of 
that something which only de Pachmann could serve. 
\Vhat if he had his own mannerisms? He was a 
great pianist among great pianists. A charlatan 
could never have had so long an unchallenged career. 

Other frne exponents of Chopin's music are not for
gotten. De Pachmann was especially notable in 
certain works, the Concerto in F minor, Etude in F, 
Waltz in G flat. Rosenthal in the Concerto in E 
minor, Etude in Thirds, Ballade in F minor. 
Godowsky m the "Funeral March" Sonata, and 
Rachmaninoff in the "Funeral March" itself, sombre 
and relentless. All of these will come under notice 
as we proceed to discuss the finest readings of 
Chopin. But I will not delay with the readings of 
those pianists who are mainly connected . with peda
gogic expositions. 
~o account of the great Chopin pianists would be 

complete without a sketch of the position of Moriz 
Rosenthal (b. 1862), one of the last surviving pupils 
of Liszt. Fourteen years younger than Vladimir de 
Pachmann, his style differed greatly from that of the 
latter, but the fact that both pianists were recognised 
leading exponents of Chopin proves the universality 
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of the composer. The differences were, however, 
only c;uperfrcial points of style, the common ground 
being. as required, the maintenance of the traditions 
of true art and poetry which are inc;eparably attached 
to the master. 

Rosenthal was famous as an extraordinary 
Yirtuoso for some forty years. H~ was early re
garded as an exhibitor of astounding feats of dex
terity. £yen when he was past seventy years Mage 
"The Times" r~ferred to his "New Carnival de 
Vienne" on themes by Johann Strauss as "a riot of 
interlaced melodies and rhythms involving every ar
tifice of that amazing technique which almost per
suades one that some fairy godmother must have 
endowed Herr Rosenthal at birth with an additional 
pair of invisible hands." The ideal knowledge of 
Chopin's actual writing can be given by a fine player 
like Cortot, who will expound everything clearly anci 
not tamper with the construction. The ideal Chopin 
communion could perhaps be attained only by a joint 
recital by the great Chopin interpreters each playing 
the pieces which had become most deeply associated 
with them. The feast desirable type of Chopin re
cital is by the professional pianist-of-all-trades, who 
will play anything if requested . by an agency, or 
stick a few pieces by Chopin in a mixed programme 
because it seems proper to do so. Well, we need not 
return again to this last-named variety. And this 
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reminds me that it is time to open a fresh and more 
specialised chapter. 

Although Rosenthal was a prodigious technical 
exponent, when he played Chopin he used his en
dowmentc; for the highest kind of artic;tic and intel
lectual performances. His long career served only 
to consolidate his standing for connoisseurs of piano
playing and of Chopin in particular. His memory 
was remarkable in that he could identify any single 
bar of Chopin's works and name the particular piece 
to which it belonged. This was nothing short of 
phenomenal. A smart fellow once tried to defeat the 
famous pianist by showing him a bar of Chopin's 
music which contained not notes, but rests. Rosen
thal was nqt disturbe,d, but merely asked to be told 
the key of the previous chord and he would name the 
piece in which it occurred. He easily maintained his 
position when past seventy years. We may record 
some of the criticisms of his playing in later years: 

In" The Sw1day Times," January 28, 1934, Hubert 
Fitchew wrote: "Among a generation which set3 
great store on the ability to do wonderful things on 
the keyboard, the technique of t.he '3Cptuagenarian 
pianist, Moriz Ro~nthal, remains something at which 
to marvel. But it is only an incident of his equip
ment; it is the manner in which he applies this finger-

' facility that tells. His judgments are singularly 
acute, and rounded out by a lifetime of experience. 
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Yet his interpretations are wonderfully fresh. . 
Then he passed to Chopin, a composer whom no· 
one understands better. Behind his success stands 
his feeling for rhythm, which is innate. He can take 
licence-as in the 'two-against-three' Etude-with
out stopping the pulse of the music. As for his vir
tuosity, in the 'black-key' Etude, it was so irre
~istihlc that he had to repeat it." 

That Rosenthal was capable of playing. Chopin 
with the utmost delicacy and beauty when a par
ticular work required this was perhaps surprising to 
those who had regarded him mainly as an unusually 
brilliant executant. In this matter he recalled his 
master Liszt, who, giant of the keyboard as he was, 
often astonished hearers by his exquisite refinement 
of tone. Liszt's lovely touch was especially noted 
when he last played in London in I 88 5, and he was 
then seventy-four years of age. When Rosenthal 
played in London in 1934, he was nearly seventy
two. That his Chopin playing charmed may be 
gained from the following reports : 

In" The Morning Post," February 2, 1934, Francis 
T oye noted that : ''All through the Concerto in E 
minor he (Rosenthal) played with a neatness, a clar
ity, and, above aJI, a delicacy that would have 
delighted Chopin .... the many and subtle gra
dations of his soft tone were very remarkabl~ 

· indeed." "The Times" on the same day stated 
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that : "So quiet was Herr Rosenthal's method that 
the sustained tones of the wood-wind and strings in
tended for background were at times inclined to 
stand forward too much. The art of accompanying 
Chopin is one which the modern orchestra must re
study when he is played with this classical percep
tion of the delicate poise of his phraseology." 

In "The Daily Telegraph," also on February 2, 

1934, Richard Capell wrote: "All would-be Chopin
players should have been there to hear. This vet
eran'c; (Rosenthal's) art is richer in sheer charm than 
is that of any of the other great virtuosi. He is too 
urbane to preach or harangue. He plays to please, 
but-his nature and style being formed by the tradi
tions and culture of a great civilisation-to please 
nobly." 

The foregoing extracts will serve to increase the 
suggestion that the Chopin traditions were preserved 
hy a direct link with Liszt into modern times. Per
haps this chapter should close with a tribute to the 
great pianist who spent practically the whofe of his 
life of eighty-four years in preparing, perfecting, and 
consolidating his claim to maintain the highest 
Chopin tr:J.ditions. After his death in Rome, at 
6 p.m. on January 6, 1933, the following, simply 
headed PACHMANN, appeared in the eqitorial column 
of the London "News-Chronicle": 

"Musicians may vary in their estimates of Pach-
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mann, and quarrel indefinitely as to whether he was 
or was not the greatest exponent of Chopin in his 
day. But the great public, caring little for any of 
these things, will long cherish wistfully the memory 
of the strange old genius. If he had been a char
latan his airs would, of course, have been intoler
able. But his bitterest critic never maintained that 
Pachmann was a mere buffoon; and his wildest ec
centricities were obviously quite natural to him and 
utterly unselfconscious. When he turned, that is to 
say, with his beaming smile and exclaimed ecstatic
ally . to his audience, I vVasn't that beautiful?' he 
really thought it beautiful. H(' would have uttered 
the same rapturous self-applause if no one but a 
monkey had been there. And he was right, too. It 
was beautiful." 

It iii, however, pleasant to add some recognition 
of an artist who indicated that the: finer Chopin 
traditions, despite the increasing gap made by Ti~e, 
could ·be carried on here and there by rare indi
viduals. I refer to Jan Smeterlin, whose delightful 

Chopin playing is well . described in the following 
notice which Hubert Fitchew wrote in "The Sunday 
Times," April I 5, 1934 (the critic's comments on 
both traditional and moderf] styles of the playing, 
and consideration of the difference in the 'instruments 

of Chopin's time and those of to-day, are of interest 
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to readers who are following the researches and 
deductions sketched in the present book):-

" It is curious that Chopin should be the master 
most frequently selected by those pianists who elect 
to givG 'one-composer' recitals. For, in a sense, his 
art is the most circumscribed of all. 

"Not only is the thought of a particular cast, but, 
if we may believe tradition, the range of power em
ployed in performance by Chopin himself' was con
fined within fairly narrow limits. At all events, we 
may be certain that he never dreamed of ~he wealth 
of tone that lies under the fingers in a modern grand 
ptano. 

"When Smeterlin began to play the Barcarolle it 
was clear that he had made the choice be~ween ad
hering to this tradition and employing all the 
pianistic resources to which, to-day, he is heir. 

"It became a brilliant concert-piece, lit with rich 
colours, the finer details very ·daintily realised, but 
the whole raised to a high power of dramatic 
express10n. 

"The Nocturne in E flat, Op. 55, was not ex
panded to quite the same scale, and that in D flat, 
Op. 27, displayed even more of the 'butterfly' touch, 
with which, when he chooses, Mr. Smeterlin can cap
tivate us. This was the intimate Chopin of ou~ 
affections. 

"The Fantaisie, Op. 49, was taken a little deliber-
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ately, and again in the grand manner. It gained 
in outward effect, but lost something of its 
significance." 

It will be seen from the foregoing that the pre
senting of Chopin in the. light of the traditions which 
are associated with his music can charm intelligent 
modern hearers, and, incidentally, Smeterlin was 
able to provide highly interesting contrasts of tra
ditional and modern playing of the composer; but 
it m~st be said that Smeterlin's art in both styles 
retained its high order. While sometimes leaving 
the intimate for the grand manner, he was incapable 
of bringing mere showmanship or other vulgarity 
into his playing. 
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CHOPIN AND THE VIRTUOSO. 

T HE vanity of "speed and roar" pianists, and 
the plaudits of the dilettante musical crowd, 

have . made Chopin a greatly misunderstood com
poser. It is true that a limitless technique and a 
mechanical ability of the most advanced kind are 
needed for the perfect rendering of his music, and 
it is shameful to find pianists possessing these neces
sities and using them to abuse the refined poetry of 
Chopin's music. Concentration upon the external 
aspects, and the gaining of cheap plaudits for glitter 
and excessive speed, not only contribute to mar the 
beauty of Chopin's poetry, hut degrade the art of. 
piano playing. This can and will be checked by 
the frowns of an educated musical public. Recitals 
by Chopin destroyers should be banned so that they 
will llot become worth while. We are concerned 
only with the proper artistic presentation of Chopin. 

KJeczynski and Kullak point out that since the 
modern piano has so much greater tone than the in
struments of Chopin's time, pianists should now 
"yield some of that former quick-fingeredness, which 
so easily degenerates into expressive trifling." When 
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we hear of a "brilliant" pianist being described as 
one who can turn the already childishly-termed 
"Minute Waltz" (the \Valtz in D flat, Op. 64, No. 1) 

mto a half-minute waltz, and being patted on the 
back for his feat, we see an undesirable form of vir
tuosity in which the poet is sacrificed to the sensa
tionalist. Consider a great artist-Moriz Rosenthal, 
with an astounding fund of virtuosity at his com
mand, never used thi3 to desecrate a delic·ate little 
piece by Chopin. 

It is true, of course, that a number of Chopin's 
compositions call for the greatest brilliance of exe
cution. The Scherzi, the Sonatas, some of the mag
nificent Etudes, and a few of the Preludes, demand 
the grand manner and power; but give pianists 
freedom in this case and they will go further and 
apply the same methods to totally unsuited other 
Chopin works. De Pachmann never made such 
grave errors; he knew the differences, both tech
nically and poetically, in Chopin's music. A Noc
turne never sounded like a glorified Prelude, nor a 
Mazurka like a species of Etude. 

Sir Charles Halle told how : "On one occasion in 
his gentl~ way, Chopin laid his hand upon my 
shoulder, saying how unhappy he felt because he 
had heard one of his compositions played 'jouee 
vite.'" Halle adds a cryptic remark that "Poor 
Chopin must be rolling round and round in his grave 
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nowadays, for such misreading has unfortunately 
become the fashion." The trouble has been coming 
on for a good many years now, and at present we 
live in the time when it has reached serious propor
tions. Hence the need for a book which will en
deavour to make such things known and to restore 
the desire to &nd the real Chopin. 

Much of the responsibility for restoring Chopin 
after .the ravages of concert pianists rests upon cul
tured amateurs. They, having no fee-earning 
plaudits to gain from the dilettante musical public, 
can give Chopin a restful haven in the music rooms 
of private houses. There is a need for a "Friends 
of Chopin" society, after the style of those associa
tions which care for our English cathedrals. The 
Chopin Society of Paris has done nne work in pub
lishing the authentic edition of the music, to which 
I shall refer later; it remains for pianists to give us 
the authentic renderings of it. We must not expect 
too much from professional players. Chopin, like 
many another refugee from persecution, may find 
happipess and kind treatment in the homes of cul
tured and conscientious English people. 

"One can never play Chopin beautifully enough, 
therefore never play his music too fast," adds Ashton 
Jonson, in his well-known Guide to Chopin's music,• 

* G. C. Ashton Jonson : "Handbook to Chopin's Works" 
(London: William Reeves). 
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to the urgings of Kleczynski,* Kullak, and many 
others. t De3pite the weight of opinion by scholars, 
the professional pianists succumb to the temptation 
to electrify their audiences with high speeds and 
thunderings. It is the cultured amateur who is most 
likely to study Chopin and the Chopin authorities, 
and I do not doubt that experiences which I have 
had in hearing Chopin beautifully played in private 
houses are but replicas of many other such delights 
that can be recalled by my readers. After all, de 
Pachmann himself was never in the vulgar style of 
the concert pianist. His recitals invariably had the 
air of the refined salon, not merely by reason of his 
chatting to those nearest to him, but in the air of 
his playing, which seemed to be for the privileged 
few, though it was th~ delight of the whole audience 
to share in it. 

Chopin himself recognised that his music was open 
to varied interpretations, for its very spirit of free 
poetry suggests this. He often told his pupils that 
he liked their renderings, although he himself would 
have interpreted differently; but he sharply rebuked 
any deliberate misreadings. He deplored Liszt's 

* J. Klec-zynski: ' · How to Play Chopin" and "Greater 
Works of Chopin" (London : William Reeves). 

t Valuable works to rend are: James Huneker: 
"Chopin : The Man and his 1\Iusic." Moritz Karasowski: 
"Frederic Chopin : His Life and Letters." Count Tarnow
ski: " Chopin: As Revealed by Extracts from his Diary." 
(Each-London: \Villiam Reeves.) 
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conclusion of the Scherzo in B minor with "inter
locked octaves" instead of single notes. One won
ders how far he would have agreed with Godowsky's 
transcriptions of the Etudes. De Pachmann, in one 
of his gramophone records, plays Godowsky's end
mg of the Etude in G flat., Op. 10 ("Black Keys" 
Etude). The old man (he was eighty when he made 
the record) was alive to anything concerning Chopin 
and ~!ways carried his scores when on tour, although 
he seldom used them on the concert platform. He 
apparently accepted Godowsky's re-writing, in some 
works, at least; and I do not think that de Pachmann . 
would have had any dealings with charlatans. 
Godowsky's re-writings are made in a spirit of am
plifying Chopin's poetry, and they very carefully 
avoid destroying it. The subject is very dangerous, 
and only men like Godowsky and Rosenthal and 
Cortot, could be trusted to improve upon the 
composer's presentations. · 

Chopin once said to Liszt, " I am not at . all fitted 
for concerts, but you are destined for them. You are 
alway• able to overwhelm your public with your 
power when you are not able to win it." These 
words are full of significance when related to con
cert pianists in general. The gentle, cultured ama
teur, playing in his private music rooi_D, has the 
chance, as well as the urge, to draw near to 
Chopin's poetry. Schumann, Mendelssohn, and even 



CHOPIN. 

Moscheles, who was not very sympathetic to Chopin, 
each heard him as well as Liszt; and literary men 
like Heine and Dumas : all, at some time or other, 
expressed the opinion· that then' was no pianist who 
could play so enchantingly as Chopin himself. 

Liszt's "Life of Chopin" is not without errors; 
even his facts and dates are inaccurate and mislead
ing. The romancing is almost incredible from one 
who knew the composer personally for so m.;ny years, 
but the facts may be that Liszt was impressed by 
the peculiar atmosphere of melancholy and romance 
which surrounded Chopin. One thinks of the 
women, George Sand, and the interest which her 
fondling of Chopin aroused in Liszt's prosy Jove of 
glamour and romanticism. Therefore, he weaves a 
fascinating novel, rather than a biography, out of 
the life of Chopin, and although his facts are un
reliable, the atmosphere which he creates helps to 
suggest that in which Chopin lived; for this reason 
we need not share in the complete cpndemnation nf 
Liszt's book. 

CHAPTER V. 

CHOPIN AND THE AMATEUR. 



CHAPTER V. 

CHOPIN · AND THE AMA lEUR. 

T HIS section aims at giving practical help in the 
study of playing the piano and particularly 

for rendering the music of that most pianistic of all 
composers-Chopin. It is my belief that delightful 
playing of his music can be heard from conscientious 
amateurs who love it. Let it be understood from 
the first, however, that ·superior Chopin playing is 
attained not by poetic feeling alone, but by this com
bined with meticulous attention to phrasing in which 
the left and right hands are independent collabor
ators rather than duplicates. 

ChGpin is an aristocrat both for players and hear
ers. He appeals most successfully to the refined 
musical taste, and for this reason his higher expon
ents and audiences are uncommon. He is never 
properly expounded by the showman <;>r the vul
garian among pianists, neither is he fully under
stood by people who can listen to bad playing 
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without being offended. Since an aristocratic musi
cal taste has no necessary relationship with social, 
economic, or professional distinctions, the Chopin 
exponents and lov~rg arc widely distributed. The 
exponents are not confined to the concert platform 
and the connoisseurs are not solely congregated in 
the expensive seats at Chopin recitals. 

The amateur who feels drawn to Chopin has a 
decided advantage, and he need not fear oeing un
able· to overcome th~ mechanical difficulties. His 
enthusiasm will be a constant urge, and he will be 
encouraged to know that there is no particular magic 
in acquiring the abihty to play the piano well, 
beyond conscientious spare-time work There is no 
space here to embark upon a text-book on pi~no 
technique, but assuming that the readP.r can already 
play fair_ly well, a number of time-saving hints will 
be of use to him. 

Do not place too much faith m this or that "in
fallible method." It may not necessarily be wrong 
or useless, but merely superfluous. If no great pian
ist ha5 been a finished result of a "method," this says 
nothing for or against the latter. Do not bother 
about playing without music, if this is arduous or 
destroys confidence. The cultured amateur is free 
from fashions, and playing without the printed 
sh~ts is not necessarily the sole sign of playing from 
memory. A distinguished pianis~ once told me that 
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he hated the ordeal of playing without his note:; 
before him. He played everything from memory, 
for a piece well studied is automatically memorised; 
but, like some excellent speakers, he hated being 
without his notes. An ignorant, appearance-loving 
public, however, demands a show of c1everness which 
would be discounted by the sight of printed music ! 

A piece that is thoroughly known-where the 
player is never in doubt from start to finish-is 
already memorised sufficiently for good rendering. 
The trick of giving it without a copy of the score is 
perhaps merely a part of the professional game. It 
is sometimes said that playing without the printed 
copy allows freedom of interpretation. This is un
sound, for an interpretation, as with de Pachmann 
and other great pianists, is well thought out and 
only varies with passing moods. As a matter of 

·fact, more than one concert pianist has told me that 
the absence of printed reference throws a strain on 
the nerves and memory and may even stifle some of 
the interpretation arid the inspiration. I have heard 
a distAnguished pianist play more beautifully to me 
alone than, in his own words, he was ever likely to 
play in public. It was in a dimmed room, with just 
a light over the printed copy on the piano music 
rest. Afterwards he said to me, "I have played this 
Nocturne dozens of times in public, without · notes, 
and my fingers either go blindfolded along the right 
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notes, or I am thinking about the notes. \Vith music 
I am free. I only glance at it here and there, but its 
presence gives me freedom." 

" Mechanical training is the primary and indis
pensable condition necessary to playing the piano
forte,'' said. Adolph Kullak. The most soaring 
flights of imagination are broken or otherwise ham
pered by stiff fingers and awkward motions of the · 
hand, as every amateur can testify. This is not im
proved by perfection in particular directions. 
Sonorous melody playing, for instance; is acquired 
by many dilettantes, and this stands out grotesquely 
amid stumbling, unintelligible, fast passages. There 
must be an equality of perfection in all parts. 

The finger stroke must be perfectly loose, and I 
recommend a dogged persistence in mastering the 
easy rendering of th~ finger exercises in Louis 
Plaidy's "Technical Exercises," a book which, by 
the way, will carry the student through most of his 
mechanical requirements in all directions. In co
operation with this, there must be a constant e.ncour
agement of freedom. The best method of acquiring 
good Chopin playing in his Waltzes and Nocturnes 
which I ever noticed was one which insisted upon 
the lef~ hand being taken separately, encour
aging it to move in semi-circles in the characteristic. 
skips of the music, instead of darting horizontally 
to and fro a1ong the piano. De Pach.mann's left 
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hand, of course, used to bounce up and down in the 
accompaniment parts of the \Valtzes. The describ
ing of graceful semicircles, alighting on the correct 
notes, m the left-hand passages of the Waltzes and 
Nocturnes is a wonderful aid to that easy freedom 
of the arms which makes Chopin playing delightful 
and effortless. The action should, of course, be done 
in slow motion at first. A realisation of what the 
hands and arms are doing is one of the secrets of 
intelligent, beneficial practice as against mere 
crammmg. 

·with finger development there is a greater sem
blance of sheer plodding. Independent, strong and 
agile fingers remain the basis of all piano playing. 
Th~s is not so apparent in Chopin, at first glance, 
as in Bach, Handel, or Clementi, but its absence on 
the part of the player· will definitely hamper his 
freedom. We do not begin with Chopin, but arrive 
at him. Chopin himself practised Bach for finger 
trammg. If the student can train himself to feel 
t-hat his fingers SPRING UP AND F ALI~ rather than 
strike, he will sooner or later begin to note that a 
touch of effortlessness is beginning to show in his 
finger work. The experience is delightful and very 
encouraging. Take the Plaidy finger exercises with 
this springing up and falling down ory the notes 
system. 

A development of the finger falling idea is of 
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great usc when we come to realise that Chopin's 
rapid passages fall easily into " ·ell dcfmed figures. 
Study, for instance, the right hand solo descending 
f,gure in the middle. of the Nocturne in F minor, 
Op. 55, ~o. 1. It will unfold as a succession of 
similar short figures joined together with a kind of 
musical invisible mending. The hand drops on the 
ftrst five notes of this passage and dashes away down 
to the end with no more cramping of speed and 
fluency of action than the player cares voluntaril)' 
to make (tnere is a rallentando sign at the end which 
is the ·only reason for slacking speed). 

It is a good habit to make a Plaidy exercise, as it 
were, of all the difficult passages. Moreover, prac
tising one hand at a time may be old-fashioned, but 
it seems to save a lot of time in the long run and 
actually encourages freedom and independence. 
The player is in the comfortable pos_ition of knowing 
a difficult passage so well that it looks · after itself, 
and attention is merely given to the easier part in 
the other hand. That, by the way, is one of the 
secrets of easy playing, such as Chopin's music de
mands and by which it unfolds so exquisitely. A 
difficult passage, which has been dissected into 
finger figures, becomes automatically played after a 
time-a far more genuine method of memory play
ing than posing without the printed copy, and all 
that is necessary. All difficult passages thus become 
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memorised. They move too fast and freely to be 
read; but this is no reason for memorising the who!~ 
score for the sake of appearing without music before 
hearers. If there are people who do not think that 
music is properly rendered unless the artist is with
out printed copy, they are surely too ignorant to be 
worth petting. 

Relaxation is nothing new, and certainly no dis
covery of the present century. Adolph Kullak, who 
died as far back as 1862, said that any tension in 
the forearm, wrist, or fingers not directly employed, 
i:; an aimless waste of strength leading to _a round
about and more difficult attainment of the goal. 

Some pianists haw: even attained concert mechanical 
perfection without employing relaxation, though 
their numbers are less to-day than formerly. Their 
tone, however, is curiously hard and merciless, and 
the general playing suggests the Irishman's way 
of playing the fiddle : "Oi plays it by main 
str-'r-rength." Objections to "muscle pianists," inci
dentally, dates back in continuous form to the 
middle and latter part of the nineteenth century. 

The question of bent or stretched fingers for 
Chopin playing revolves around several considera
tions. A powerful hand, trained to finger inde
pendence during adolescence, can produc~ an exten
sive volume of tone even with bent fingers. A weak, 
and also a stiff, hand must be trained early in the · 

6 
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springing up of fingers to which I have already re
ferred. It is recognised that bent fingers are most 
suitable for keyboard music of the pre-Romantic 
era (i.e., Bach, Handel, Mozart, Clementi, etc.), and 
to close-lying passages which are mainly on the 
white keys; but pianists and pedagogues differ even 
on this point. The playing of black keys and 
spread-passages calls for stretched fingers. 

Chopin's music is largely suitable for the stretched 
finger'>. Soft-flowing, poetical passages sound best 
when the fingers are not crooked, but extended. 
Many amateur pianists have discovered this through 
their natural musical instincts, to which, indeed, as 
much consideration should be given as to the most 
learned theory. The modern piano, too, is often 
wooed to give its most delicious and warm tone by 
sensitive, extended fingers. 

Long experience and observation of students lead 
me to repeat that stiff hands, undeveloped during 
adolescence, best gain flexibility by allowing them 
to work in extended form. Attempts to play with 
crooked fingers too often means torture for years 
with very little evidence of growing independence. 
The unnatural, forced pose makes a restraint and 
tightness which prevent suppleness and freedom. 

Freedom is the great point in playing Chopin .. 
Let the hands drop on the keys. Let the fingers 
fall, and run in falling. Exaggeration is excellent 

CHOPIN AND THE AMATEUR. 

in practice, especially in the springing up of the 
fingers and the floating of the hands above the. keys. 
It is not the place here to go into the elementary 
forms of study. Such points as a low seat, a free
dom for the forearms, the passing under of the thumb, 
and so forth, should have been studied under a good 
teacher. I shall, however, mention a good knack of 
passing the thumb under the fingers. 

Chopin's music demands not only the type of 
freedom which I have men6oned; it also requires ex
cellent legato from the combined fingers and thumb 
passages. On the last page of the Nocturne in F 
minor, Op. 55, No. 1, will be found a well spread 
descending passage in the right hand. This forms 
an ideal little exercise for the fingers learning not 
only how to tumbk over the thumb, but to become 
familiar with alighting on a black key thrown in 
amid white keys. 

When a passage is moving in the direction of the 
thumb of either hand, the fingers should fall over 
the thumb, not try and push past it. When a pas
sage is moving away from the ~humb, a turning 
outwards of the wrist will help the thumb to pass 
under the fingers. This passing under of the thumb 
should be practised con6nually. Perhaps, to save 
time, arpeggios in contrary motion form fi good ex
erCise. Do not make the thumb force its way under 
towards the little finger, but allow the wrist, and the 
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elbow, too, to turn outwards and assist it. This is 
natural, and it is the natural ways of playing that 
often are of more use than mere theory. Watch the 
natural ways in which· th~ hand, and the fingers and 
thumb, will try to work among the keys. For octave 
playing, whJCh I think is actually one of the easiest 
points of piano study, encourage the bouncing and 
jumping. Bounce the hand on the tabie and note 
that the first blow will carry sufficient. impetus to 
make three, four, or five, rebounds and falls. 

Melody can be accentuated by pressure of the 
fmgers on the keys, which ar~ first " levered" down 
by arm weight. h is a method that was known at 
least fi.fty years ago (according to the stray remarks 
of piano students who went to the Continent and 
afterwards wrote about their experiences), although 
it sounds quite modern. The more I studied piano 
playing, the more it dawned upon me that there is 
nothing new. Modern methods and systems are 
replicas and formulations of what evidently were 
well known fifty and more years ago, especially 
towards the latter part of the nineteenth century.• 
It is fair to add that they are usually more or less 
sound because of this relationship, although the fancy 

* Nothing, in my opinion, has ISUrpa~:>sed Deppe's sane and 
logical teaching which is ~;et out in a book-C. A. Ehren-. 
fechter: "'J'echnical Study in the Art of ·l'ianoforte Play
ing (Deppe's Principles"), and in A.my :Fay: "'l'he Deppe 
l'"inger Exercises." (Each-London : William Reeves.) 

CHOPIN AND THE AMATEUR. 

terminology like "pressure," "levering," "key bea
ding," "arm weight,'' "relaxation," etc., suggest 
pseudo-science. All that these terms imply has been 
known to generations of pianists. First, instinct; 
then, study of technical and mechanical problems; 
and finally, invention of terminology for the actions 
and results. This is an outline of the evolution c£ 
modern systems and methods of piano playing. 

I have never found prolonged mechanical exer
cises to give a proportionate gain in progress, especi
ally for students who have other things to do during 
the d:1y. Piano study is ruined once it takes on the 
character of hard labour. Half-an-hour's mechani
cal practice daily is sufficient for th~ ordinary good 
amateur, for the concentration soon becomes lax. 
Take plain finger exercises on one day, arpeggios 
the next, scales on the third day. Vary the study 
and ]~ave one form immediately it becomes tiresome. 
The student whom I hav~ in mind is training to 
become ~ beautiful Chopin player for his own, and 
perhaps his friends', enjoyment. The platform gym
nastic performer and speed record breaker can do 
his business without our bothering a penny piece 
about him. I could go on and on to the study of 
staccato playing, the wrist stroke, the singing touch, 
the pearling touch, and so forth, unti\ this book 
became a treatise. Many of the most useful points 
will come to the student as he progresses. If he is 
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k~n and intelligent, he will blossom into a good 
player of Chopin's music. 

Certain short cuts are not only allowable, but suffi
cient. Tausig is said to have played scales solely 
in contrary motion, and finally he found that the 
scale of E major, played in contrary motion, in 
double-thirds, and in sixths, was all that was neces
sary for scale practice. He told a pupil that this 
one scale thus gave the characteristic finger "action of 
all scale-playing. The idea remains acutely econ
omic. Playing in slow and stately motic:m, in strict 
time, and learning each hand separately has, I have 
noticed, produced some excellent young Chopin 
players. They have learned more about the pieces 
than have those who plod through them in the usual 
manner and do not seem ~o ge~ very far. My little 
lesson in patient study is quite easy, can be left off 
and resumed on the following day, and need never 
tire. In fact, the slow motion style induces that 
placidity which is very useful for Chopin playing, 
for i~ seems to be a relative of his poetic melancholy 
and exquisite sensitiveness. Playing each hand sep

arately, giving extra attention to more difficult pas
sages, then aft~rwards arriving at both hands 
together, each knowing its part, and noting that the 
piece is becoming gradually played with less and 
less effort, is most encouraging and delightful. 

PART II. 

CHAPTER VI. 

NOTES AND RECORDS OF AUTHENTIC 
RENDERINGS. 
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CHAPTER VI. 

NOTES AND RECORDS OF AUTHENTIC 
RENDERINGS. 

A RELATIVE of mine kept an ed1tion qf 
Chopin's works in which she noted many of 

the points in renderings by authentic interpreters. 
I myself took up the idea and continued it until, in 
my opinion, there were no further Chopin players 
to be noted. The list of notes is mainly devoted to 
performances by Xaver Scharwenka, Moriz Moszkow
ski, Ignaz Jan Paderewski, Leopold Godowsky, 
Moriz Rosenthal, Eugene d' Albert, Sergei Rach
maninoff, and, of course, Vladimir de Pachmann, 
together with a few later notes on Jan Smeterlin. 
Otherpianists were noted from time to time, includ
ing the excellent pedagogue, Alfred Cortot, but they 
do not affect the carrying on of the closer Chopin 

. traditions. 
I found also some notes concerning e11r lier pian

ists, but these were apparently made from hearsay, 
and although of interest, do · not always fas.ten 
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closely upon particulars of renderings. The artists 
mentioned include Henri Herz (I 8o6- I 888), a bril
liant player and obviously highly regarded teache.r; 
Jakob Rosenhain ( 1 81 3- I 894 ), a prominent virtuoso 
who had known Cramer and who lived much of his 
time in Paris; and also some students who had ap
parently studied in Germany. I found, too, odd 
references to Sigismund Thalberg (I 8 I 2-I 8 7 I), cele
brated for his cantabile and bravura playing, but he 
was often concerned with merely exhibiting his 
powers. Hans von Bulow and Anton Rubinstein are 
mentioned. Although their lives ran parallel 
(t830-1894), their styles differed, the one being intel
lectual to a point of dryness and the other some
times being considered too passionate. 

Undoubtedly a good edition of Chopin's music is 
that known in England as "The Oxford Original 
Edition of Chopin," edited by Edouard Ganche, pre
sident of the Societe Frederic Chopin of Paris. The 
editions which I consulted for notes are those widely 
used by teachers and students for many years, being 
by Theodor Kirchner, Carl Mikuli, and Carl Klind
worth and Xaver Scharwenka. I shall no~ cover the 
whole of Chopin's works, but most of the representa
tive pieces were, fortunately, noted by me during 
recitals, from conversations, and from researches 
among old notes. It would, of course, require a 
very large volume to deal thoroughly wi~.h extensive 
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notes on performances of every one of Chopin's 
works, even if such were available. As it is, most 
of the notes which I have are more or less sketchy, 
though amplified here and there from the results of 
discussion. 
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MAZURKAS. 

1""" HE5E truly remarkable creations of Chopin's 
nationalistic moods allied to poetry are the 

visualised rather ~han the idealised Mazurkas, but, 
like his Waltzes, are too unworldly to be danced. 
De Pachmann paid great attention to their rhythmic 
figures, whereas Paderewski seemed to focuss more 
attention upon national spirit. In suggesting the 
rather rougher national feeling of the . Mazurkas, 
played, of course, with beautiful singing touch in 

· the melodies, . Paderewski seemed very near to 
Poland, whereas de Pachmann refiec~ed the salons. 
We have to consider that Chopin was a Pole, but 
lived in Paris and was surrounded by romance and 
artisti~ refinement. 

I do not think that de Pachmann found the very 
core of the Mazurkas, but rather substituted his own 
sense of the bizarre and the fantastic, which made 
the pieces very intriguing to hear. He gave a mar
vellous clarity to the small, though impo~tant, com
plexities. Of Moriz Rosenthal, "The Times," Feb-
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ruary 5. 1934, noted that his renderings of two of 
the Mazurkas "were specially entrancing for the way 
in which the details were morticed together into per
fect miniature forms."· One can notice the different 
approaches of de Pachmann, Paderewski and Rosen
thal, by comparing their records of some of Chopin's 
l\fazurkas. Apart from these three pianists, I find 
none of the other records of any of the Mazurkas 
to have much attractiveness, although . one or two 
pianists recorded a selection apparently with some 
authority. 

Xaver Scharwenka played with fine national spirit 
and would suggest brilliant gaiety in the quicker 
Mazurkas, and he used a powerfully stressed rhythm 
which was thrilling and infectious. The Mazurkas 
are not only true Chopin, but strongly tinged with 
evidence of his racial fibre, as his compatriot, Xaver 
Scharwenka, understood. They are seldom ren
dered in a way which gives complete satisfaction to 
the sensitive hearer. They can be made rough or 
polished, fantastic or merely rhythmic, requiring not 
only a good flexibility of fingers and a sharp com
mand of variety of tone and mood, but a feeling for 
the somewhat wild gaiety, and are thus unsuitable 
for stodgy players. 

In the truly racial spirit of, for example, Op. 24,. 
No. 4, de Pachmann brought out the gaiety, sug
gesting the stamping of feet, and above all there was 
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an infinite attention to changes of mood. In Op. so, 
No. 2, he well defined the aristocratic tinge in the 
opening main theme, changing to the characteristic 
stamp in the middle section. In Op. 59. No. 3, he 
played with a true spirit of ~·ivace. In Op. 63, 
No. 3, he used a rare simplicity and tranquillity, 
beautifully poised; Rosenthal, however, made this 
more supple poetry. De Pachmann revelled in the 
gaiety of Op. 67, No. I, and Rosenthal gave it a 
finely turned rendering. Interesting comparisons of 
both pianists in Op. 63, No. 3, and Op. 67, No. 1, 

may be made through their records (H.M.V. and 
Parlophone). 
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WALTZES. 

DE P ACHl\.fANN once said, "When I want re
. creahon or exercise, I waltz with Chopin." 

That, I think, gives the proper approach to Chopin'-; 
Waltzes. They are Chopin off-duty, as it were, al
though he could not help poeticising them. The 
opening numbers in the collection, "Grande Valse 
Brill ante," Op. I 8, and "Trois Valses Brillantes," 
Op. 34, are, with the exception of Op. 34, No. 2, in 
A minor, comparatively shallow when one thinks of 
the Waltzes which follow. Op. 18 has been a favourite 
with brilliant pianists, as its character is suitably 
unsubtle. Xaver Scharwenka, however, used to play 
this with great spirit and made special point of the 
reiterated opening notes being arresting, suggesting 
a call to begin the dance. He stressed the same 
idea in the introductory flourishes to Op. 34, in 
F major, working up until the hearer's attention was 
fully captured, and he would then slide delightfully 
into the pretty movement of the actual ~altz at the 
seventeenth bar. 
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The fifth Vvaltz, Op. 42, carries on the brilliant 
manner, and is still suitable for ordinary flourishing 
pianists, but the Chopin spirit is becoming more ap
parent. Paderewski ·used to play this with much 
glitter and Yirtuosity, concluding with the utmost 
"grand manner" in the tumble of seven notes in 
the bass of the piano. 

With the "Trois Valses," Op. 64, we come to the 
higher Chopin, graced with the names of three ladies, 
Mme. la Comtesse Potocka, Mme. la Baronne de 
Rothschild, and Mme. le Baronne Bronicka, to whom 
respectively they are dedicated. The three Waltzes 
are, indeed, aristocratic in artistic refinement and 
poetry. 

The first is the favourite a.nd delicious little Waltz 
in D flat. De Pachmann's left hand accompaniment 
in this was truly remarkable in control, and his slight 
hesitations in the little downward flights in the right 
hand gave much charm. His idea can be easily sug
gested, especially by a slightly perceptible break on 
the high D flat (bar 24) before the descent begins. 
He would play the contrastingly straightforward 
middle section with little variations of touch, sug
gesting both the Chopin legato and the Paganini 
violin staccato. These were slight liberties with the 
music which few besides de Pachmann could carry 
off without buffoonery or impertinence. 

The beloved C sharp minor Waltz, Op. 64, No. 2, 

WALTZES. 

was the property of all pianists, and while there 
haYe been some very bad renderings by people who 
cannot come within our consideration, the variety of 
readings of merit seldom detracted from the appeal 
of the music. In earlier times Thalberg is said to 
have converted some of the single-notes passages in 
the Piu mosso section into octaves. I do not think 
that this could have improved the Waltz, although 
in later times we have noted Godowsky and Rosen
thal adding mechanical difficulties to Chopin's 
works. 

Paderewski used to give this C sharp minor Waltz 
with his famous beauty of melody playing, and it 
would sound very appealing and soulful. Cortot 
had a manner of sharply defining the rhythm of the 
waltz movement, especially in the Piu mosso section, 
in his style of clear, Latin logic. It showed an 
admirable left hand, although, perhaps, slightly ob
trusive. De Pachmann's left hand used to beat 
softly with the regularity of a beautifully made 
watch movement, and at great speed beneath an elo
quent .and elastic right hand. He had the most 
convincing manner of expounding Chopin's rttbato. 
Once when the famous English music critic, Ernest 
Newman, heard someone lecturing on this subject he 
wrote that if that, indeed, were Chopin's rz~bato, then, 
" Thank God for Pachmann ! " 

It is often wrongly the custom to make this C sharp 
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minor \Valtz too sentimental. Note that the simple 
secret of its appeahng character can be revealed by 
grasping the idea of the figure at the opening, where 
the firmly played fir'st chord should melt quietly 
into the second chord. Rosenthal gave the piece its 
wistful feeling, and, in contrast to most renderings, 
did not make a fleeting thing of the Piz't mosso sec
tion. In fact, I think that he took this slower than 
any pianist whom I heard. De Pachmann, on the 
other hand, was boisterous and somewhat unexpected 
for those who desired sentiment; but is not the \Valtz 
marked Tempi giusto? Here, I think, is evidence 
that de Pachmann cardully studied the peculiarities 
and particularities of each one of Chopin's works, 
regardless of popular conceptions. And how charm
ing was his playing of the end, with its poco rit., and 
diminuendo to pianissimo-his tone would grow 
slower and slower, and fainter and fainter, until it 
seemed to dissolve into nothing. This, after the 
boisterousness and breathlessness of preceding parts 
of the Waltz, was strikingly effective. Little touches 
like the foregoing contributed to de Pachmann's un
rivalled reputation as a Chopin player, and those of 
us who heard him frequently may count ourselves 
fortunate to have lived in his time. Those mem
ories will never fade, but rather will they increase by. 
comparison with later experiences. De Pachmann, 
like Chopin himself, loved the piano and never 
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abused it, nor made it a mere vehicle of personal dis
play. He, and Rosenthal and Paderewski, each left 
a gramophone record of the piece. 

The \Valtz in A flat, Op. 64, No. 3, so full of 
charm and delight, has hardly any relationship with 
the shallow Waltz in A flat, Op. 34, No. I. One is 
a waltz for fairies and ballets, the other suggests the 
hot ballroom. The Waltz in G flat, Op. 70, No. 1, 

was always a favourite with de Pachmann and his 
hearers, and he has left a marvellous gramophone 
record of it made when he was almost eighty years 
of age. Many brilliant pianists have essayed this 
little gem, but I have heard none who gave it the 
amazing deftness which de Pachmann radiated. It 
is not a suitable piece for any but the most efficient 
amateurs, for its extended skips, Motto vivace, must 
be executed with the utmost precision, and any rough 
or "approximate" playing will ruin it; and to skip 
up to the wrong high notes is fatal; the performer 
would be almost compelled to retire and hide his or 
her head in confusion. 

Th" well known Valse (CEuvre posthume) in 
E minor shows a return to the shallow style of Op. 18 
and . Op. 34· An artistic virtuoso like Rosenthal 
could make it effective, and the conclusion is showy, 
but quite easy and glowing for any student who has 
mastered the arpeggio styles in Plaidy's ~' Technical 
Exercises." The Valse (CEuvre posthume) (1829) 
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in E major is seldom heard in the concert hall, but 
I recommend it as excellent practice for the Chopin 
waltz style. It is easy to play, and attention can 
be concentrated on cultivating a dainty touch in 
bars 30-33, and then in bars 38-41, note that the 
figure is repeated, but with independent phrasing in 
each hand (indicated in the Klindworth and Schar
wenka "Popular Edition "-Augener, Ltd.). The 
\Valtzes, Op. iO, No. 2, and afterwards; Op. 6g, 
No. 2, I recommend for study as two types of typical 
Chopin style. H the student takes three of the 
\Valtzes just mentioned, he has the keys to all the 
others, which he can take at leisure and find that 
they will come easily. CHAPTER IX. 

PRELUDES. 
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PRELUDES. 

u 1--..HE pearls," so called, of Chopin's works. I 
don't see why, except that they are varied 

in mood and style; bu~ the description has been re
peated times without number in descriptive concert 
programmes. The first two of the twenty-four 
" pearls" are rather pasty and undistinguished. 
No. 2 has a grotesque and ugly monotony for the 
left hand, with no attraction to justify its demand 
for independent fingers~ If this is the sort of piece 
which awaited students after they had trained their 
left-hand fingers to independence and suppleness, 
they might almost consider their labours wasted. 
No. 3, however, begins with some better Chopin. 
The rtmning left hand passage is continuously musi
cal, and the right hand has its typical Chopin charm. 
Rosenthal would pick out a number of these shortest 
of Chopin's works and hold an audience with their 
charms. His manner of playing them would justify 
their description as "pearls," but not necessarily the 
pearls of all Chopin's works. De Pachmann would 
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make each one more individual, and perhaps this was 
a greater feat. 

There are, indeed, two approaches to Chopin's 
Twenty-four Preludes. One is the method taken by 
Cortot, and even repeated by Jan Smeterlin, who is 
not a pedagogue, which is to play them all in one 
programme. This makes a good comprehensive re
view of the volume, if the pianist happens to be a 
Cortot or a Smeterlin. The other, and perliaps finer 
way, is to regard them as individual or even separ
ate pieces. Rosenthal's small group came near to 
this, and the hearer came away feeling satisfied with 
a finely served small dish, whereas the whole twenty
four at one hearing were liable to cause mental in
digestion or, more likely, casual listening. De 
Pachmann, the ideal, would take one single Prelude 
and make it a significant, satisfying, self-contained 
piece. The one-page Prelude in B minor, Op. 28, 
No. 6, played by cc Pachmann would give the satis
faction which any Chopin piece from him would do. 
One could recall his playing of the page and enjoy 
the memory; or play it over again and again on the 
gramophone, as he twice recorded this Prelude. 

The little No. 7, in A, with its mazurka-like 
rhythm, is very frequently played. Great pianists 
seem to delight in presenting this fragment, but they 
are not always successful. The little piece escapes 
the player who treats 1t as a kind of aside. I found 
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no satisfaction in Busoni's playing of it. His fme 
intellect seemed to be biting on air and he seemed 
somewhat uncertain as to how to render the piece. 
Rosenthal ~reated it with poise, dignity and beauty, 
and on one occasion I thought that the spectacle of 
so great a virtuoso, who had just previously given 
a magnificent performance of Schumann's "Etudes 
Symphoniqucs," playing this little Chopin Prelude 
so beautifully was a worthy tribute to his own lofty 
and conscientious art and intellect. De Pachmann · 
took the piece and made it a little gem, so that, for 
the moment, one forgot all else in the programme. 

I read that it was thrilling to hear Anton Rubin
stein play No. 8, in which he exploited the dazzle 
of notes in the agitato spirit. This Prelude brings 
liS near to the high ground of certain of the Etudes. 
No. I 2 is one of the most abused by the "knock
about" showmen pianists, who sacrifice all the 
beauty in favour of a thunderous stampede of 
agitated speed kings. 

The popular No. I 5, in D flat, has a strong flavour 
of melancholy, turning to morbid, funereal tones. 
The reiterated notes in the left-hand, which spread 
like a mental disease to the grim and gloomy knock
ing, growing ever more insistent, of the middle 
section, are maddening to many normal hearers. 
The sense of heavy foreboding becomes depressing. 
Imagine, then, the muscle pianist starting on this 



g6 CHOPIN. 

piece. He looks forward to the heavy middle sec
tion with gloating anticipation. He will make hi'i 
hearers feel that ceaseless knocking, like a buried
alive person pounding on the lid of his coffin, and 
we shall notice the blows growing gradually weaker. 
De Pachmann was not able to escape the sense of 
gloom which grows to its height in the middle sec
tion, nor would it have been proper to have 
disregarded the: melancholy aspect of this Prelude; 
but his sweet, nocturne-like return to the opening 
melody, which closes the piece, seemed to draw one 
away from the gloom and the hearer was left in an 
atmosphere of infinitely tender sadness. The little 
ornament of ten notes, ten bars before the end, was 
thrown in like petals with one of de Pachmann's 
inimitable gestures. 

Prelude No. 16, Presto con fuoco, invites the vir
tuoso style. It cannot easily be misread, and the 
only differences in performances · rest upon the 
quality of touch. Rubinstein is said to have played 
it relentlessly. Herz "took a great pace.'' Thai
berg made it "sigh up and down in terror." De 
Pachmann showed his fine scale playing, with a 
characteristic hesitation before falling down in a 
cascade of notes, five bars from the end. 

No. 19 is the pretty Chopin in most inviting form. 
Thalberg liked this piece because it suited his un
usual hands, the spans in tenths being quite natural 
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to his stretch-" You should have heard Thalberg 
tinkle SQ sweetly through Chopin's Prelude in E flat 
major," I read in an old note. 

No. 22, with its powerful and stern left-hand oc
taves, is an ideal Paderewski piece. It suited his · 
poetic, dashing fire, and his renowned strength in 
the left hand was exploited in music that seemed to 
be made for it. And, of course, he was always ar
tistic, never a mere showman, even in his most 
dashing mood. 

No. 24, the last of the Preludes, is in a stormy 
mood, truly Allegro appassionato. De Pachmann's 
playing of this seemed curiously tiny. He could 
play it easily, and grasped its dark poetry, but his 
rendering was more fantastic and meticulous than 
stormy. This aspect often made his renderings of 
the more fi.ery works sound curious. Of course, this 
was Anton Rubinstein's piece, and probably Rach
maninoff's powerful rendering reflected some of his 
predecessor. It was said that Rosenhain played the 
Prelude in Paris with such suggestions of frenzy, 
culminating in the last failing torrent of notes down 
to the thrice struck low D, unmistakably implying 
the D minor key, that the listeners rose from their 
seats in agitation ("Here the pianoforte must have 
snapped," I read in a handwritten footnote, made 
after Rosenhain's performance). 

8 
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THE BALLADES. 

I T is most interesting to hear the Twenty-four 
Preludes at one recital, and there is more than 

mere study interest in presenting the Twenty-four 
Etude3 complete. Attractive as are these kinds of 
recitals, the playing of the Four Ballades in a single 
programme is certainly unique. The pianist doing 
this must truly have a deep appreciation of the 
mood3 and spirit of Chopin, and is treating his 
audience very well. He is not only giving them value 
for money, but presenting a great feast of enjoyment 
beyond ordinary limits. We cannot listen to more 
than two of the Ballades at one session, as it were, 

. without seeing how great and complete is their com
poser's feeling and comprehension. Chopin, of 
course, never intended them to be played as one 
group . . 

Cortot recorded all four on successive records for 
the gramophone, and these, not necessarily meant to 
be played in succession, give a clear and straight
forward exposition of the mustc, as becomes so dis-
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tinguished an exponent. His performances are un
doubtedly classic, for he stands as one of the 
greatest pianists of his time. 

No. I, in G minor, Op. 23, is, as a whole, the lesser 
Chopin who had not at the time thrown off a certain 
salon shallowness. The romantic-sounding tune 
heard soon after the opening is somewhat banal. 
The piece, compared with the other Ballades, may be 
rated at the worth of the Waltzes of Op. 18 and 
Op. 34, when these are compared with the later 
Waltzes. It is often favoured by concert pianists, 
and it was refreshing to me when I heard Jan 
Smeterlin's velvety touch prevent noisy or thrilling 
display and secure some of the Chopin charm. His 
rendering was delightful after my experiences of a 
number of hammerings and thunderings by lesser 
pianists. 

Paderewski made a splendid show of this G minor 
Ballade, but when a London critic ventured to say 
that the performance was the fi.nest he had ever 
heard, some people who had not forgotten de Pach
mann voiced their protests. A representative letter 
appeared in "The Daily Telegraph," January 24, 
1933: "May I, as a humble musician and a great 
lover of Chopin, associate myself with the views ex
pressed by Mr. Porte. I, too, have heard Paderew
ski and Pachmann play Chopin's Ballade in G minor 
and I can only say that Pachmann discovered ~ 
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beautiful something which Paderewski, despite his 
original reading, completely missed. Paderewski: 
like Liszt; astonished; but Pachmann, like Chopin, 
enchanted."-Sydney F. Cox, East Grinstead. 

I do not, personally, remember any striking read
ings of the F major Ballade, Op. 38, and an old note 
which I have merely records that: "A friend heard 
Moszkowski, the composer who is also a fine pianist. 
He played the Ballade in F major, No. 2, by Chopin, 
with delightful touch and keen understanding." 

The Ballade in A flat (No. 3) is the most popular, 
and all advanced piano students essay an exposition 
of its charms. It suited de Pachmann, particularly 
in the way in which he made a characteristic hesita
tion before trickling down those ornamental descend
ing figures, and in his lively stressing of the dance
like rhythmical portions. The final chords he would 
make with a flourish, suggesting to the hearer, per
haps, the view of a past critic, who, many years ago, 
said that de Pachmann frequently bolted the door 
after one of his inimitable Chopin renderings. Pian
ists, however, were not quick to take the hint. The 
Ballade should be played through at a steady pace, 
a method which will counteract tendencies to 
speeding-up and excessive ruhato. I once heard 
Rachmaninoff commence this Ballade with admirable 
restraint and channing tone. Towards the end, 
however, he accelerated considerably and finished in 
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record time; but the music was divorced from its 
poetic charm. 

Never have I experienced a performance of the 
powerful Ballade in F minor, No. 4, to equal one 
which I once heard by Moriz Rosenthal. His com
bination of poetry, both fiery and subdued, feline 
grace and powerful virtuosity, all expressed with 
splendid tone, made an unforgettable experience. 
Rosenthal had the big mind which could not only 
take the work as a whole, but show it thus to the 
hearer. Rachmaninoff doubtless also saw it as a 
whole, but his reading would show the details to an 
extent that the hearer might be prevented from see
ing the work complete. De Pachmann would also 
linger lovingly with details, but his peculiar power 
of suggestion would make a complete poem. His 
reading of the F minor Ballade was both exquisite 
and full of subtle fire, but the giant grasp of a Rosen
thal would here make a more certain conquest on 
behalf of the greater Chopin .. "Rubinstein's per
formance of Chopin's Ballade in F minor cannot be 
<lnalysed," I read in an old note. "It is fiery, 
sweeping, and so different to the controlled intellect 
of von Bulow." 

CHAPTER XI. 
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THE NOCTURNES. 

I N the Nocturnes is Chopin par excellence and in 
e:rcelsis. I know that there is the "greater 

Chopin" of the Scherzi and the Etudes, and perhaps 
of the Sonatas, to be considered, but in the Noc- .· 
turnes we see him quiet, alone, musing, brooding, 
melancholy, lighting up here and there with a kind 
of morbid or feverish fire, sometimes allowing his 
thoughts to dwell on those funereal processions of 
chords, and always there is a suggestion of a gloomy 
apartment, with old furniture, darkish paintings, and 
heavy velvet or plush curtains or hangings. Unless 
one receives these or similar impressions, the Noc
turnes are not giving their proper effect on the 
student or the hearer. These pieces are exotic and 
full of suggestion. To hear them merely as charm
ing music and an inevitable part of every pianist's 
repertoire is to admit little or no feeling for, or 
understanding of, Chopin in his most intimate 
poetry. 

I have said elsewhere that the Nocturnes by John 
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Field lead up to those of Chopin and prepare the 
student's receptivity. Field's Nocturnes were much 
played even when Chopin's were becoming well 
known and appreciated, after a hostile preliminary 
reception. Anton Rubinstein often played Field's 
pieces, probably because he liked the music of the 
Irish composer who lived in Moscow. Rubinstein 
also played Chopin frequently and adequately, but 
he continued to give Field a hearing. His great 
successor, Moriz Rosenthal, also featured a Field 
Nocturne occasionally, thus bringing the inventor of 
the Nocturne into the twentieth century. 

All of the great Chopin pianists gave close atten
tion to the most suitable presentations of the 
Nocturnes. It was considered the height of poetic 
exposition to shine in one of these, no matter what 
larger or more glowing works appeared in the same 
programme. Liszt, with his .later idealised style, 
would make a Chopin Nocturne hold the hearer in 
breathless suspense. All who heard him and have 
left records, many of their books being long since 
out-of-print and perhaps forgotten, tell of the in
tensity of quietness which gripped the hearer when 
Liszt was playing a Nocturne. Above the murmur 
of the left hand stood out the penetrating melody, 
almost speaking its exotic life. 

De Pachmann must have reflected no one but Liszt 
in the way in which he played the Nocturnes and I 
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often wondered (and do now from his few gramo
phone records) whether these were not his supreme 
triumphs in Chopin playing, although his renderings 
of the Mazurkas follow closely. At his recitals, the 
older audiences who knew him well would crowd 
around the piano, begging for the Nocturne in 
C minor; but de Pachmann would not play this 
unless he was in the mood, or unless it was on his · 
announced programme. To hear him play a Chopin 
Nocturne was to realise to the full the ingrained fire, 
subtlety and exoticism. He was a curious character. 
\Vhen hearing him play a Chopin Nocturne, one 
often got the impression that he saw so deeply into 
the music that there were thmgs which he was show
ing, but were only dimly understood by even his 
most experienced hearers. 

Chopin himself put a great deal of queer stuff into 
the making of his Nocturnes. I once received an 
interesting letter from a gentleman who had travelled 
much in the East. He asked me if there was any 
Oriental strain in Chopin, or whether the composer 
had studied Oriental music. The inquirer confessed 
tG being unable to shake off a feeling that he was 
listening to a Westernised form of Oriental music 
when hearing a Nocturne by Chopin. 

The harmonic colour, flowering melodic lines, and 
general tinge of Chopin's Nocturnes, indeed, of 
nearly all of his most representative and mature 



I IO CHOPIN. 

music, have little to connect with the tonality of 
other composers, before or since, though suggested 
in sligMer manner in Field's Nocturnes. \Vhile 
Chopin differed largely from his predecessors and 
contemporaries, he created no revolution in musical 
art in so far that he had no followers. He is a both 
lonely and individual fi.gure in music, and, for this 
reason, perhaps, there are still academic musicians 
who, · while acknowledging his great contribution to 
piano music, cannot exactly place him among the 
great composers. A man who wrote no symphonies 
and no operas, whose Concerti are weakly orches
trated, and whose Sonatas are imperfect spcctmens 
of the form-how can he be" placed"? 

Chopin is only Polish in ra~ial fi.bres. As an ar
tist, a musician, and a poet, he reflects his Paris and 
the salon of the nineteenth century; and yet he is no 
Frenchman. We must look around Poland for ex
planation of the peculiar tinge of his music.* It is 
reflected in the Slavs, perhaps; Rimsky-Korsakov, 
although superficially far removed from Chopin, 
may he speaking in an allied tongue in the acquired 
Orientalism of his music. Xaver Scharwenka wrote 
some genuinely Polish music in superfi.cial form in 
his "Polish Dances." We recognise them quicker as 

• There is a very interesting book on this subject: 
"Polish Music and its Composers," by E. Rayson (London: 
William Reevea). 
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being Polish than we do in much by Chopin; yet a 
nationalism shows itself in the Mazurkas, althOugh 
here again is a tinge that we cannot quite defi.ne. 
The Nocturnes stray farther than ever from any at
temps to place them. They are neither Polish nor 
French; they are Chopin, which is perhaps the 
simplest explanation of the whole matter; but still 
my correspondent's suggestion of Oriental influence 
raises an intriguing point. 

The Nocturne in E flat, Op. g, No. 2, is one of the 
earliest, least important, and the most widely known. 
Contemporary critics thought it a poor caricature of 
Field's style. There should be no superior con
demnation of their attitude. Field had written 
some charming pieces in this form, and Chopin's fi.rst 
essays in it were more flowery, but less refi.ned. The 
Nocturne in E flat bears little or no comparison with 
the highly developed later examples. Both Liszt 
and Anton Rubinstein played it a la Field, which 
is the best manner of rendering it, for here is not the 
true Chopin; the familiar sentimentalising of the 
piece further reduces its shallow pretence of poetry~ 

De Pachmann played it very simply, according to 
tradition, and it is no wonder that twentieth century 
critics, obviously already knowing nothing of the 
tradition, considered that he adopted a trivial atti
tude. The truth of the matter, of course, was that 
de Pachmann, as in all his Chopin playing, con-
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sidered each work in 1ts proper sphere and his play
ing of the Nocturne in E flat was absolutely 
authoritative in its trivial aspect. De. Pachmann was 
too great a Chopin student to make the mistake of 
applying the same poetic manner to the Nocturne in 
E flat as he did to, say, even the flowing Nocturne 
in G major, Op. 37, No. 2. Godowsky, in his series 
of the_ Nocturnes recorded for the gramophone 
(Columbia), takes the E flat piece with simple, Field
like charm. Cortot brought it up-to-date, as it were, 
with his crystal clear touch and tone, but he did not 
sentimentalise it. This, however, may have been ac
cidental, for he never sentimentalised any music, a 
fact that served him well in much of Chopin, like 
th~ Nocturne in E flat and the Waltz in C sharp 
minor, and, by the way, in his frank reading of 
Schumann's Concerto in A minor. 

The Nocturne in F major, Op. I 5, No. I, comes 
much nearer to the real Chopin. De Pachmann also 
played ~his (and does on an old gramophone record 
in the "His Master's Voice" Catalogue No. 2) quite 
simply, as becomes the still immature writing, work-

. ing in the dash of passion in the contrasting section. 
There is a strong touch of the Field style in the 
simple main part of this Nocturne, although it shows 
Chopin's signature. 

Next comes the popular Nocturne in F sharp 
major, Op. I 5, No. 2. Here there seems a distinct 
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demand for sentimental, or at least strongly roman
tic, playing. It is curious that some pianists of 
distinction, including Rosenthal and Rachmaninoff, 
in avoiding the obvious vein of sentimentality in 
this Nocturne, made it sound curiously empty. Per
sonally, I liked best Paderewski's playing of it, 
especially in the way in which he made his melody 
sing; his was always a very charmingly romantic 
reading. The piece is still in the immature Chopin 
style and suffers from over-decoration; Padercwski 
used to make the little cascades of ornamental notes 
sound delicious. De Pachmann treated the piece as 
purely melodious throughout, suggesting none of the 
subtle fire which he found to be first really ingrained 
only in the Nocturne in D flat, Op. 27, No. 2. 

Godowsky has left a record of his playing of the 
comparatively unfamiliar Nocturne inC sharp minor1 

Op. 27, No. I. This piece is, perhaps rightly, far 
less frequently heard than its companion, the Noc-
turne in D flat major, Op. 27, No. 2. In this latter 
work we still find a trace of over-ornamentation, but 
this is largely discounted by the atmosphere which 
is frequently charged with dramatic fire. Field is 
now ldt far behind. 

I never sensed the dramatic significance ()f this 
Nocturne in D flat until I heard de Pachmann play 
it; fortunately he left a gramophone recording. He 
impressed me by not giving the usual charming 

9 
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polish which pianists allo~ to this work, but rather 
emphasising a subtle poetry which does not appear 
in previous examples. The ornaments, which he 
showed as merely pretty asides in earlier pieces, he 
here brought to their proper pos1tion of fitting beau
tifully into the general scheme of the work. Some 
of them he made sound, as one lady expressed it to 
me, "like beautifully turned chocolate whirls," but 
all feeling of triviality was turned aside by the 
dramatic bursts of fire at other places. 

The Nocturne in B major, Op. 32, No. I, shows a 
return to the simple style, but with no suggestion of 
Field. In fact, Chopin here pays little attention to 
ornamental 'details. De Pachmann plays this 
through with unassumed simplicity in his gramo
phone record, but puts strong emphasis on the 
dramatic conclusion. The latter is obvious, and, 
such are the ways of pianists, is smoothed down in 
many readings; but since Chopin wrote it obviously, 
de Pachmann follows faithfully, as becomes the 
great Chopin player. This small and easily dis
cer!lible detail is a rather potent reflection of the 
depth of de Pachmann's readings. Nothing escaped 
him, whether it was subtle or pa~ently apparent. He 
stood out in interpreting the one as much as did by 
declining to suppress the other. Tf he was fantastic, 
he was never blase. Godowsky, in his gramophone 
record, plays this Nocturne in B major with calm 

THE NOCTURNES. 115 

and commendable simplicity, displaying, also, his 
lovely tone which de Pachmann considered as ap
proaching his own. I do not find any notes among 
my scores as ~o performances of this Nocturne by 
other pianists. Doubtless it was played, but its 
comparative simplicity of style perhaps offer~ few 
opportunities for interpretation. 

The Nocturne in A flat, Op. 32, No. 2, is full of 
that eloquent melancholy and impassioned poetry 
which makes some of the greater Chopin easily 
available to the disinterested hearer. The grave 
opening chords serve to compel the hearer's atten
tion, but a deepe: significance is imparted by their 
being heard again at the end of the piece. Chopin's 
voice is by this time indelibly written and Field 
plays no further part in the nocturne poetry. Von 
Bulow if- said to have played this work with an aloof 
intellectual calm which apparently allowed it to 
speak in a detached manner. I read in an old note 
that "Von BUlow plays this rather stonily, but since 
he carefully adheres to Chopin's indications, the 
piece sounds quite eloquent. He rliffers greatly 
from the hardly suppressed passion which I once 
heard from Rosenhain." A word might here be 
said agamst the over-interpretation, which often 
amounts to nothing more than exaggeration, of 
Chopin, especially in the Nocturnes. Pianists 
labour to make these works sound impressive and 
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poetic, but frequently make them appear to be 
loaded down with feeling instead of being charged 
with it, as is the case. I remember that de Pach
mann's rendering of the feeling of the Nocturnes 
seemed to come from out of the music, whereas many 
other pianists' interpretations merely outlined the 
sentimental aspects. The difference lay most likely 
in de Pachmann's unique power of suggestion. His 
playing of the Nocturnes would frequently leave 
deep impressions on the mind of the sensitive hearer. 

Op. 37, No. I, in G minor, is frequently picked out 
as typically Chopin. Actually, it is rather super
ficial, but manages to create an impression by its 
mournful melody arrd the contrasting solemn proces
sion in E flat. This latter part is said to have been 
played by Anton Rubinstein with a suggestion of 
accumulating gloom. One can imagine Rachman
inoff playing it like this in his best days. This I 
imagine from his highly impressive treatment of 
Chopin's Funeral March, which will be mentioned 
when dealing with the sonatas. 

There is an acute suggestion of Poland in the 
mournful melodiousness of this G minor Nocturne, 
and it is not inappropriately often chosen as inci
dental _music to express that country or as Chopin
iata; and it is transposed for other instruments. 
Elgar chose it to represent Poland of the past in his 
symphonic poem, "Polonia." The G minor melody 
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wanders along in a rather hopeless mood, racially 
Polish, perhaps, for it has none of the subtlety of 
the greater Nocturnes. It is not the finer and more 
acute Chopm, yet is far removed from Field. A 
slightly obvious, even superficial, tinge which runs 
right through this piece gives it. a nationalistic. 
rather than a personal, sentiment. Hence its being 
regarded by Xaver Scharwenka, I believe, as 
Chopin's most Polish nocturne. 

The companion in this Opus, the Nocturne 10 

G major, Op. 37, No. 2, happily strikes right away 
from the melancholy air. An unruffled charm per
sists throughout, even in the swaying sostenuto por
tions. Moszkowski could make this piece to be very 
pretty-" He told a friend that it reminded him of 
his own ideas of happier nocturnes, though he had 
not th~ gift to make such natural music as this poem 
by Chopin." Godowsky left the :flowing phrases to 
speak easily; the piece suited his refined touch and 
effortless finger action. De Pachmann made it a 
delightful poem. 

I think it a mistake and completely out of touch 
with Chopin to make this Nocturne in G sound bril
liant, merely because it needs perfect independence 
of fingers in thirds and sixths. It should Bow 
easily, not glitter. I have heard women pianists give 
particularly stony renderings of the piece. It offers 
no reason for sentimental interpretation and no ob-
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vious points for virtuosity, and to hurry through the 
main Andantino in a matter of fact style and to 
contrast this with hard, unsympa~hetic melody play
ing in the sostenuto, exposes womanly weakness in 
dealing with a sensitive man's music. 

I have referred to the unsahsfactory character of 
women pianists' Chopin readings in an earlier part 
of the present book. A number of leading women 
pianists of the first quarter of the twentieth century 
were trained in a certain type of playing. This gave 
them fluency and prevented too harsh tone, but while 
it made capable pianists, it could not make fine 
mus1c1ans. The mechanical efficiency quickly de
veloped beyond the broadness of the intellect, as is 
frequently the case with female musical students. I 
recall th~ playing of women pianists of an older, and, 
more important, different generation, like Fanny 
Davies and Adela Verne, as giving not only excel
lent playing, but well developed mental powers. 
With these two artists of the pianoforte, we had a 
link with the days of Clara Schumann, Arabella 
Goddard and, afterwards, Sophie Menter; but with 
later women pianists · ~arne a steady descent to a 
mixture of empty fluency, insincere sentiment, and 
matter of fact competence. 

The greate3t of the Nocturnes is the large and 
sombre poem in C minor, Op. 48, No. 1. All of the 
great Chopin pianists approached it with respect 
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and even veneration. It was in this work that, I 
think, de Pachmann rose naturally to his pre-emin
ence as a Chopin player. Here he discarded all of 
his jovialities and ecstasies. His manner was solemn 
and an indefinable air of shrouded tone and mysteri
ous poetry hung over the piece from the very com
mencement of his solemn and luxurious entry into 
the potent key of C minor. As the piece progressed 
he would become more and more absorbed in its 
exotic, sombre beauty. Indeed, to have heard de 
Pachmann play this work was to impress an un
forgettable musical experience in the mind. Small 
wonder that his audience3 who collected round the 
piano after his programme had been completed 
would beg of him to play the Nocturne in C minor. 

The middle section of chords, Poco piu Iento, de
velops into powerful octave passages. It was said 
that Liszt made the piano seem to swell with sup
pressed passion. Anton Rubinstein made the octaves 
grow to recklessness and sink away as after a storm, 
yet leaving a restlessness beginning at the Doppio 
movimento ( agitato ), in hushed tone, which never 
recovered. "His playing of the great octave pas
sages prepared naturally for the quickening agitato 
in pianissimo colour, and it so charged the music 
that there was no recovery of his opening melancholy 
tranquillity." It must have ~en a great experience 
to have heard Rubinstein play this Nocturne. De 
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Pachmann's playing of the big octave passages was 
not thundering, but intense and curiously pene
trating for all his lyrical kind of tone. 

The companion in ~his Opus, the Nocturne in 
F sharp minor, Op. 48, No. 2, is hardly less impres
sive than the C minor, although it has less outward 
agitation. It is, nevertheless, highly charged. 
Students will derive benefit from giving several days 
to playing the left hand alone. They will find 
little or no difficulty in filling in the right hand 
melody and in avoiding awkwardness in playing 
the two notes against three which is a prominent 
technical feature of the piece. A mastery of the left 
hand part gives that easy, effortless effect which is 
sq suitable for Chopin playing. Notice de Pach
mann's wonderfully competent, yet restrained and 
unobtrusive, left hand in his gramophone record of 
the Nocturne in E minor, Op. 72, No. 1. He would 
have employed the same effect in the F sharp minor 
work under notice. 

Op. 55, No. I, in F minor, is rightly a favourite 
among amateur pianists. T.t is certainly better 
Chopin than they can extract from the popular No. g, 
No. 2, in E flat. Many opportunities for contrast 
are offered by the slightly differing forms which the 
main melody takes. In the passages in unison, first 
appearing at the forty-ninth bar (marked Pit/. 
mosso), let the left hand lead and a uniform ren-
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dering will be given. Bar fifty-eight brings a change 
of character, but I have heard this sound satisfac
torily when played both without quickening speed 
and with a distinct suggestion of agitato. 

In the descending passage in semiquavers for 
· right hand alone, beginning at bar seventy from a 

high F, study this as a figure made out of the first 
five notes and repeated, with slight differences. Use 
the whole of the five fingers for the first five notes, 
turn over the third (Continental fi.ngering) on to the ' 
A flat, from the thumb on F turn over ~he fourth on 
to E natural, then from the fifth on F run down the 
whole fi.ve (giving the thumb on C flat), turn the 
third on to the A flat, the fourth from the B flat, 
turn over the thumb which will fall on F and bring 
the fourth on to E natural, the second on C natural 
should be followed by fourth on D flat. 

Played with the fingering which I have given in 
detail, this passage becomes exceeding fl. uent, and 
were it not indicated rallentando in Theodor Kirch
n~r's edition, hardly any limit to effortless speed 
need be presented to even moderately supple fi.ngers. 
It is :t question of allowing the fi.ngers to fall natur
ally. Do not attempt to strike the keys; the fi.ngers 
can get on quite well, as they want to fall. It is 
merely a matter of guiding them, and with famili
arity with their route, the passage, as I have said, 
becomes almost absurdly easy. 
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The ]ast Nocturne with which I shall deal is that 
in E minor, Op. 72, No. I. Both de Pachmann and 
Godowsky have left beautiful records of their play
ing of this. Notice the former's marvellously un
obtrusive, yet suggestive left hand, and the sus
tained, penetrating quality of his melody, the whole 
work being given a peculiarly haunting character. 
Many people think this record to be the best of the 
few that de Pachmann left. Godowsky plays it 
with his lofty and sustained poetry; his, also, is a 
beautiful record. 

And so we leave the Nocturnes of Chopin. 
Exotic, mysterious, capable of giving profound 
melancholy and even foreboding to the impression
able mind, they can be considered for some time 
through the medium of discussion. I cannot, how
ever, imagine, still less suggest, that more than two 
or three of them be played ,in succession. Their 
effect is liable to induce melancholy, morbidity, or 

to bring out neurotic tendencies. I find that the 

best way to banish a Chopin Nocturne is to play 

something entirely different afterwards. Perhaps a 

work like Beethoven's "Pastorale" Sonata is the best 

type of antidote, for one does not want to turn to 

fire or excitement. I have found that students are 

actually affected by the Nocturnes. This is nothing 

to fear or to be ashamed of; a reaction to music is 
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perfectly natural. 1 have no regard for the musical 
person who is emotionally dead to even strong musi
cal poetry. Perhaps we.hear too much of this kind 
of unsuitable person m the role of a Chopin 
interpreter. 
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SONATAS AND SCHERZI. 

W E are now approaching the works which have 
been described as representing ~he greater 

Chopin. I hold that the greater Chopin is scattered 
throughout his different forms of work While he is 
certainly a great poet in the Sonatas and the Scherzi, 
he appears in equal greatness in many of his shorter 
pieces, most certainly in several of the Etudes, in 
some of the Preludes, in the C minor Nocturne, tr..e 
F minor Ballade, and in the Polonaises. It is a 
different Chopin in the Waltzes, but I believe that 
the greater Chopin is to be found in one or two of 
the Mazurkas, certainly in the one in B flat minor, 
Op. 24, No. 4· 

The first Sonata is a pretty, but immature work. 
I know that each piece by any composer should be 
\'iewed strictly· from its own point of view and 
period; but I am not dealing with close study of 
Chopin's development. The first Sonata takes no 
place among reviews of the Chopin traditions and 
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their expositions. It contains little or none of the 
cream of his genius, and we need not concern our
selves with the ways in which it is, or should be, 
interpreted. 

The Sonata in B flat minor, Op. 35, has gained 
universal distinction, of course, for one of its move
ments, the famous Funeral March. The whole work 
offers the highest scope for the great pianist. For
tunately, we have Leopold Godowsky's performance 
for all time, I hope, through his Columbia gramo
phone recording. By some musicians he is con
sidered detached and aloof in his reading, but there 
remains not only his finely polished playing, but an 
austere cast which carries the sensitive hearer back 
to the real Chopin traditions. Doubtless, in modern 
times, there have been more exciting performances, 
suggesting, I fear, efforts to create an impression on 
the hearer, but Godowsky's rec~rded reading stands 
to protect those who value the real Chopin as distinct 
from false exaggeraticms. 

A sense of fatalism and relentlessness hangs over 
the sonata without any effort on the part of the show 
pianist to underline it. The work is charged with 
feeling and suggestion and needs no superimposed 
personality; indeed, the latter tends to obscure the 
composer. I think the lasting greatness and tradi
tional value of Godowsky's so-called detached read
ing lies in his austenty. He gives us the real Chopin 
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personality in this magnificent large work; only a 
great artist will subdue his own personality suffi
ciently to allow the hearer a clear view of all the 
variety, subtlety, poetry, and suggestiveness, of a 
great work. 

I once heard Rachmaninoff in his best days give 
a most impressive performance of the B flat minor 
Sonata, and this, too, was recorded for the gramo
phone. His reading was strangely different from 
the usual type of Chopin playing and was also far 
removed from Chopin traditions. It was a Russian 
v1ew of the music, and gave a vast feeling of fateful 
gloom. The Funeral March movement was played 
with a kind of relentless tragedy. Rachmaninoff's 
performance was not genuine Chopin, but I was 
deeply impressed and recalled· it acutely for long 
afterwards. Thus can a great pianist impress, if 
not convince, which is a matter far different from the 
caricatures or feeble interpretations of many who 
seek to make a hit with their performances of a work 
which had better not have come into their 
programmes. 

The Sonata in B minor, Op. 58, is sometimes con
sidered as showing a falling off from the B flat minor 
work. De Pachmann used to give an extremely 
poetic performance, full of mtriguing variety and 
with many passages of simply exquisite playing. It 
was most likely, however, that it was his playing 

IO 
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that made one think the B minor Sona~a to be a 
much under-rated work. There is a good gramo
phone recording of it by Cortot. I have looked 
through my collection of old notes by concert-going 
relations of years ago, and find a rather striking 
comment: "What a majestic affair is Chopin's Son
ata in B minor. It is so full of fire and poetry, and 
especially fine in that breathlessly scherzo-like move
ment. Rubinstein played it in an astounding 
manner which completely spoiled my recollection of 
-- in the same sonata. Cousin C. says tha~ she 
heard that Liszt played it evep. better; but we are 
not fortunate enough to have heard him. Cousin C. 
does not mind being older ~han I am when it comes 
to airing her superior expt::rience." 

I have not cut out the last part of that family 
diary, although it leaves the actual musical interest 
at that point. There is a deligh~fully subtle shaft 
in the last sentence. H does not matter now. All 
of those dear people have long since gone. A few 
scraps of hanclwnting, odd photographs, a few 
treasured articles of dress-these are all that remain 
of relatives who lived in times when Chopin was 
still fresh in the appreciation of mu-;ical connois
seurs. I imagine that lesser pianists in those times 
got no hearing· if they attempted Chopin; but I 
digress. These thoughts of old times make one old
fashioned; but I fear that we shall not preserve the 
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Chopin traditions unless we can recall them from 
the fast disappearing age of the great pianists. 

The Scherzo in B minor, Op. 20, ~s a magnificent 
work for great pianists. Early as is its opus (one 
can hardly think of it as being near to the shallow 
Grande Valse Brillante, Op. 18), there is the spirit, 
if not actually the fully matured technical mastery, 
of the greater Chopin. I like to imagine Liszt, 
Anton Rubinstein, or Paderewski, in their most fiery 
moods, starting with that arresting chord of the sub
dominant in its second mversion, followed by the 
firm dominant seventh with its compelling leading 
note in a powerful octave in the bass; and then the 
rushing, subdued fury, with the flashes of sforzando. 
\Vhat a magnificent work ~his is, indeed; and how 
it remains one of the splendid peaks in pianoforte 
music. . De Pachmann played it with a kind of 
shimmering, restless poetry, full of dignity; and 
those who considered him as merely lyrical were sur
prised by the suggestion of fire which he could 
infuse. Paderewski's fire was more blazing and ex
citing. His splendid vein of roman~icism found full 
play in this heated work. 

This music is hardly for students, excepting those 
who have a complete mastery of piano virtuosity 
and all tone colour; but neither is it a piece for the 
professional pianistic gymnast. The P1'esto con 
fuoco springs from within the soul of Chopin; to 
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make it a show piece of superimposed personal 
rough and tumble on the piano is the worst sign of 
cheap virtuosity, with which we are all too familiar 
in the concert hall. Moriz Rosenthal played it with 
all the splendour of his remarkable technique, but 
he rose as a fine artist and made the poetry always 
the dominating feature of his performance. This, 
of course, was a notable point in which he differed 
from the pianists who showed mechanical dexterity 
as an empty chassis. 

The Scherzo in B flat minor, Op. 31, is more of 
the greater Chopin, throwing into unfavour11ble relief 
the flashy imitation, the Grande Valse Brillante in 
A fiat, Op. 34, No. 1. Although it starts in a fore
boding mood, there ensues Con anima, and the 
poetry of its later agitato and sempre conft~oco sec
tions are . exuberant rather than feverish. This 
Scherzo is more popular than the preceding one, 
probably because it is less disturbing and more tune
ful. It suited the dashing style of Paderewski. 
Here, again, is a work which should not be played 
with mere virtuosity. 

The third Scherzo, Op. 39, in C !'harp minor, re
turns to the forbidding mood of the first (the 
n minor). Its somewhat feverish assertiveness must 
not be spoiled by empty display. Eugene d' Albert 
is said to have played the work with an intellectual 
precision which pleased some Chopin enthusiast:; 
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who discerned Polish national rhythmic points in 
parts of the work. We are still with the greater 
Chopin in this C sharp minor Scherzo, notwith
standing its points of difference with the two 
preceding Scherzi. 

The fourth Scherzo, Op. 54, in E, takes us to a 
rather different world from that of any of the 
other three. It is more truly scherzo-like, though 
Schumann noted that if good humour went about 
thus in dark robing, how should gravity itself be 
clothed? It is, I think, mournfully satisfying that 
the four great works of the greater Chopin should 
have their fourth example written in comparatively 
brighter mood, though there have been students who 
discern the composer's failing powers as the reason 
for the E major Scherzo not being tht\ most power
ful of the four. Here, yet again, is music only for 
the musician and the poet. 

The Scheni keep for us the greater Chopin in his 
role as the truest and closest poet of the piano. It 
is desirablt> that Chopin's music should be given as 
faithfully and as near to the original style of its 
interpretation as is possible. With an acute realisa
tion of Chopin's idiom; his present-day admirers will 
no doubt decline to attend the concerts of pianists 
who ill-treat his ~try, either by caricature, false 
display, or lack of refinement. Remember that 
Anton Rubinstein held at least the first two Scherzi 
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in the greatest admiration, and that the great pian
ists who succeeded him held similar views. When a 
modern pianist like Jan Smeterlin is seen to be safe
guarding the poetry of Chopin and the idealised 
touch and tone of the piano, all lovers of the com
poser and of the beautiful in the instrument should 
support him actively. A pianist of his type is 
caring for the sensitive plant, and not knocking off 
its blossoms. 

CHAPTER XIII. 

IMPROMPTUS AND KINDRED. 
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IMPROMTUS AND KINDRED. rr HE Impromptu in A fiat, Op. 29, one of the 
most delicious of Chopin's works, is quite 

easy to play if the amateur pianist will take pains to 
perfect the left hand so that this can keep a steady 
accompaniment. This is excellent training for good 
Chopin playing, because the very stretched fingers 
of the left hand will work against traces of hard 
touch. When the left hand is mastered (and the 
student will have found out the best way of securing 
a nice legato in difficult form), the right hand 
should be tackled, and it will invariably be found 
that its style of touch and tone will follow that made 
for the left hand. ; Let the left hand lead for a long 
time after the playing of both hands together has 
been ventured upon, and be content with a perfectly 
comfortable pace. The forcing of speed is a fre
quent trap for impatient students. Why not enjoy 
a11 beautiful music in slow motion? As a matter 
of fact, much of Chopin (as also of Beethoven) is 
taken too fast-faster, that is, than the modern piano 
requtres. 
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T () take a piece no faster than is comfortable en
ables an appreciation of ~~s beauties and in~ellectual 
points te> be assimilated thore>ughly. Sp~ed in- . 
creases almost imperceptibly, but surely; often the 
player has te> control it, and the sensation of play
ing well below speed capabilities is always 
delightfuL One of the faults of both showmen and 
matter of fact pianists is speed mania, perhaps de
signed to impress a half-educated public, or maybe 
te> make good, unconsciously, a lack of true under
standing of the music: and consequent inability to 
make it interesting. I heard Mr. Alexander M. 
Gifford, authe>r of a useful privately published book 
on piano playing, play on several occasions, and he 
kindly gave me some invaluable hints. He was one 
of those highly developed private pianists whose 
pleasure it was to charm their own select circle of 
friends and acquaintances. Mr. Gifford could play 
with the speed of the wind, with effortless touch and 
lovely tone; but as an artist he would not abuse 
music and he was a beautiful Chopin player. 

De Pachmann was an ideal player of the Im
promptu in A flat, which, I believe, was one of his 
favourites. Familiarity with the music and a know
ledge of de Pachmann's style will help the Chopin 
lover to imagine the great pianist in this piece. It 
provided play for his fanciful imagination and sug
gestiveness. How really exquisite was his playing 
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of the ornamental passages of thirteen and iifteen 
notes in the middle section. My copy is marked 
with points in de Pachmann's reading. At bar eigh
teen there was a rallentando. In the middle section, 
at bar thirteen after the beginning of the sostenuto 
there was a rallentando, and an accelerando at bar 
twenty-seven (one can imagine how he idealised this 
ornamental figure of thirteen notes). ·The ornamen
tal passage of f1fteen notes, marked dolciss in 
Theodor Kirchner's edition, was beautifully played 
by de Pachmann; he seemed to understand how to 
draw the last drop of sheer exquisiteness out of this 
kind of Chopin ornament. The bar containing the 
high C and D flat octaves, immediately before the 
trickle down to middle C, was taken freely ("hands 
not together," says my note on de Pachmann's per
formance). After the low trills, the original open
ing of the Impromptu returns. Counting from its 
first bar (A flat left hand, E flat right hand-the 
proper way to read music, incidentally; from top to 
bottom in the usual way is upside down ! ), de Pach
mann hesitated before starting the note G in bars 
thirteen and fourteen, making pretty phrasing. 

The Impromptu in A flat is decidedly no piec~ for 
the matter of fact pianist. I once heard a woman 
play it through from start to finish without the 
slightest evidence of imagination beyond some at
tempts to be sentimental; but her London West End 
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cancer~ hall audience applauded, so I presume that 
she received no hint to leave the piece alone, though 

, she obviously knew little about it. De Pachmann's 
ending was delightful. The little concluding phrase 
which grows less with each repe'tition he played in 
a gorgeously arch manner, and favoured us with a 
wink of the eye that would have done credit to Sam 
Weller. 

The Impromptu in F sharp, Op. 36, is the next 
best known (that in G fiat, Op. 5 I, is almost a 
stranger). Since we have de Pachmann's inimitable 
rendering recorded for the gramophone there is not 
much to be said about interpretations. He was quite 
unapproached in these shorter Chopin poems, 
though, as I have tried to describe, he challenged 
all other readings in the more subtle works. At 
nearly eighty years of age he could still play the 
scale passages in the Impromptu in F sharp with 
delightful effect. It has been said that he made 
parts of this work to be rather flippant, but I had 
sufficient faith in his life-long study to feel that he 
had carefully studied the most authentic aspects of 
every one of Chopin's works. 

· ~ The Faritaisie-Impromptu in C sharp minor, 
Op. 66, is a favourite piece for the matter of fact 
Chopin player. Its booming start and rush of note~ 
offers chances for false shows of fluency. The 
middle section is definitely inferior Chopin, almost 
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mawkish in its sentiment and over-sweet in melody; 
yet the matter of fact pianist will try and make a 
Nocturne out of this shell, and some women players 
have a nasty habit of fawning over it. The best 
way to play thts middle section is to treat it as 
simply as po.:;sible (a la Field). It is on a level with 
the Nocturne in E fiat, Op. 9, No. 2, and to senti
mentalise it is to be unkind to the lesser Chopin, 
who needs careful handling. Remember, too, that 
this is a posthumous work, and Chopin wished that 
all his unpublished music should be destroyed. 

The Barcarolle, the Berceuse, and the Bolero, I 
have never been able to hear with complete satisfac
tion. The fust two are very popular, but their 
amblings, tinklings, and sentiment do not attract 
me. I realise that they are deliciously made poems 
in music, soothingly lovely, but I miss both the 
subtleties and the fire of Chopin's finer works, and, 
at the other extreme, the frank charm, but true 
poetry of the finer Waltzes. 

It restores faith to come at once to the great Fan
taisie in F minor, Op. 49· This should be played 
only by really great pianists, for not only does it 
demand efficient mechanical ability, but also a 
highly poetic mind, acutely alive to changes of mood 
and yet able to knit the whole into one striking 
poem written in music. I do not say that great pian
i~ts are re.:;trirtecl to concert performers, for I have 
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heard one or two cultured amateurs get right to the 
core of the Fantaisie, though, unfortunately, their 
executive abilities wen~ restricted sufficiently to pre
vent clear exposition of every point; but an acute 
listener could notice the aims. Perhaps it i.s better 
to hear such a work presented with fine under
standing by an imperfect pianist. than to hear it 
mauled or made dreary by an unsympathetic "pro
fessional." The listener's wits are sharpened to 
careful listening through and beyond the faulty 
execution. 

Liszt had an explanation of the poetic meaning of 
t.his music, which he said he had been told by Chopin 
himself, and, in t.urn, gave the programme to de 
Pachmann. According to the latter, Chopin had 
been playing the pianoforte and was in a depressed 
mood. A low knocking at his door suggested the 
first two bars of the Fantaisie, and the third and 
fourth suggest his invitation to enter. The knock
ings and responses continue until the doors swing 
open and admit Liszt, George Sand, Mme. Camille 
Pleyel, and others. They follow the solemn 
measures of the march and take up positions about 
Chopin, who plays the agitated triplets and begins 
.the melody in F minor. Sand, with whom he has 
quarrelled, falls on her knees and begs forgiveness. 
The music goes into the section in A flat, and from 
the entry into C minor there comes a growing rest-
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lessness. The climax is reached, and at the march 
the visitors go out, leaving Chopin to complete his 
work. Th1s story sounds like Liszt in his poetical 
mood and would be devotedly lapped up by de 
Pachmann, who, between his love of Chopin and 
veneration for Liszt, and his own fantastic mentality, 
became completely possessed by the meaning of the 
Fantaisie. 

I have heard several of the great Chopin players 
give this work. De Pachmann himself, whatever 
one thought of his story attachment, certainly made 
the Fantaisie full of subtlety, force, and immensely 
varied tone colour. Emil von Sauer was splendid .. 
in the more powerful passages. Paderewski made 
an unforgettable poem, full of detail, yet knit 
together with his unflagging power. At the end of 
his performance, one felt that there had been a tear
ing aside of the years which separated our time from 
the bickering, moody, fretful life of Chopin. 

Paderewski had great power of often laying bare 
the soul of a big poetical work like this Fantaisie. 
Not without reason was he accounted by connois
seurs as the greatest pianist of his time, despite 
attempts to place newer virtuosi in his shoes while he 
was still before the public. Only to de Pachmann 
was it allowed that Chopin could be more closely 
interpreted. It. will be remembered, incidentally, 
that de Pachmann himself placed Godowsky as the 
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second, and Paderewski as the third, greatest living 
pianist. His preference for Godowsky was due to 
his feeling that this pianist had some of his (de 
Pachmann's) own beauty of touch. 

Turning to my preserved notes from other days, I 
find that Anton Rubinstein gave "a truly terrible 
performance of Chopin's Fantaisie in F minor. Ter
rible because of its agitation and gloom and feverish
ness. I felt afterwards that I could not listen to 
much more for a few days. C. again says that Liszl 
did just as much with less force. He madP. her 
fixed until the last notes had died away." The 
reference to not being able to listen to much else 
reminds me of my own hearing of Paderewski; en
cores that he played afterwards seemed flat until 
one could get the Fantaisie out of one's head. Like 
Liszt, he, too, gripped one until his "last notes had 
died away." 

I once heard Rachmaninoff gl.ve a very impressive 
performance of the work. As in his reading of the 
Sonata in B flat minor, he seemed to fix a relent
lessness upon the piece which gathered more and 
more weight and power until the finish. Was his, I 
wonder, anything like An~on Rubinstein's perform
ance? There was certainly something terrible about 
his grim and powerful passion, and he, like Rubin
stein, came from enigmatical Russia. 

CHAPTER XIV. 

POLONAISES. 

u 



CHAPTER XIV. 

POLONAISES. 

T HERE is contrast, rather than affinity, between 
the Polonaises and t.he Concertos, and it is 

only for this reason that I am considering them 
as finely contrasted. The Polonaises demand the 
great pianist with full measures of poefic fire and 
dignity. The Concertos call for the more exquisite 
exponent of the piano, t.hough they, too, have their 
flashes. 

In the past we had the towering playing of 
Chopin's Polonaises by Paderewski and Moriz 
Rosenthal. An earlier age, I find, had Herz and 
Anton Rubinstein, and earlier still were Tausig 
and the rival kings, Liszt and Thalberg, in 
their prime. I have omitted von BUlow, Xaver 
Scharwenka, Leopold Godowsky, Busoni, d' Albert, 
and one or two others from my list of exponents 
of the Polonaises; for it 1s evident that the fire and 
high spirit necessary for presenting these works was 
possessed by but few pianists. Intellectual render
ings, however good, of the Polonaises are compara
tively dull and need not detain us here. 
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It was but natural that the very spirit of fire and 
poetry should lead to varying readings of the Polon
aises by the leading pianists. Thus it was said that 
Liszt played them with power and drama which 
distressed some of Chopin's pupils and friends. I 
do not imagine that any strong criticism could be · 
made of Liszt's idea of the works. He understood 
the Polonaise, and his own pieces in this form are 
still the most eloquent and grand after those of 
Chopin. Liszt's well-known Polonaise in E is a 
splendid example, full of proud and fiery feeling, 
and decorated with becoming finery. The fact that 
he was a Hungarian and Chopin a Pole is incidental. 

H must have been thrilling to have heard Liszt 
play the great P6lonaises of Chopin. And Thai
berg, too, and Tausig, who, while he played like the 
conqueror he was, had irreproachable style and dig
nity in the Polonaises, we are t_old. It is sad that 
he died while but a young man barely over thirty 
years, for already he had come to the front rank 
and Liszt himself indicated Tausig as his only rival; 
though when someone made this known to the 
younger man, he replied : "Poof! Beside Liszt we 
are all blockheads." 

Paderewski played with all the dash of his poetic 
nature in the Polonaises. I never heard the much 
abused Polonaise in A rise to its full fire and majesty 
until I heard Padcrewski play it, and then it seemed 

l>OLONAtSES. 149 

so full of pride, freedom and victory. At the time 
I heard Paderewski play, Poland was still under 
Russian domination, and I fancied that when he 
played a Chopin Polonaise he, too, thought of his 
country and the spirit of the national air, " Yeszeze 
Polska nie Zginela ! " (Poland is not yet lost ! ). 
Paderewski was a great patriot and spent much of 
his fortunt" in trying to help his country, and when it 
eventually became independent after the Great War 
of 1914-18 he was its first President. · 

Many people thought, naturally enough, that 
Paderewski, a great Polish pianist, would be the 
finest interpreter of Chopin, the great Polish com
poser. Up to a point, and in many ways, Paderew
ski was a great Chopin player, of course. He was a 
more picturesque and more dashing fig·ure than was 
the composer himself, but, in the Polonaises, at least, 
he seemed to express the spirit that fired Chopin, 
whose soul was more vigorous than his frame. 
Nations like the Poles, the Irish, the Scots, and the 
Welsh, have a particularly poetic type of patriotism 
which borders on the sentimental. Their most 
touching music springs from martyrdom, anguish 
and persecution ~y more competent nations. Upon 
securing independence and equal status, most of 
their poetic charms disappear. 

Chopin's rather peevish temperament was often 
melted by tears for. his Fatherland, which he saw 
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from the comfortable distance away in Paris. Pader
ewski, of course, was a more normal man and in much 
better health. Besides, Chopin's times were roman
tic and Byronic, and his immediate surroundings 
very much so. One wonders how much of George 
Sand is present in his tearful thoughts of Poland--
whether he pitied himself and scolded the woman, 
while deluding himself that he was feeling for 
Poland and her Russian masters. 

Xaver Scharwenka should also have been a 
supreme Chopin exponent, if nationality were to 
count; and so should Jan Smeterlin. As it is, Schar
wenka was a reasonably excellent Chopin player, 
and Smeterlin is an artistic pianist whose style, touch 
and tone suit not Poland, but Chopin. 

The strength, dash and fire, which suit the Chopin 
Polonaises, lead, as I have suggested, to variable 
readings. Rosenthal felt impelled to make them 
towering. Rubinstein made them stirring. O~e 

reads complaints that they took liberties with the 
music and did not play them a la Chopin. Turn, 
however, to thoughts of respectable readings of the 
works. How tame they seem when just played in 
the familiar matter of fact style. 

Let us have the fiery faults of an Anton Rubin
stein or of a Moriz Rosenthal, or even the senti
mental poetry of a Paderewski, rather than mere 
exactitudes. Let there be no mistake, however, as to 
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the right kind of power that must be expounded. 
The crashing, but unpoetic showman pianist leaves a 
trail of wreckage when he plays a Chopin Polonaise 
that is as pitiful as are the broken blossoms which 
he leaves after playing a Waltz or a Nocturne. 

Out of the f1fteen Polonaises by Chopin, I shall 
consider only those which come before the ordinary 
concert-goer and piano student. 

The Polonaise, Op. 22, usually given its full title 
of "Andante spianato and Polonaise," is occasion
ally revived. It is long and flowery, though bril
Jiant in places; but I confess to becoming bored long 
before the end. It is hardly worth the time and 
trouble of any amateur student, unless, of course, he 
finds special interest in it. He would, however, be 
better employed in mastering the F antaisie in 
F minor, or one of the Scherzi, if he wishes to study 
a long Chopin work in one movement. The Polon
aise has an orche3tral accompaniment (indicated in 
small notes, Tutti, in Theodor Kirchner's edition, 
which I have by me at the moment of writing); but It 
is said that Chopin himself only played it with or
chestra on orie occasion. I seem to remember de 
Pachmann playing it with orchestra, the piece taking 
the place of a concerto at a symphony concert. Xaver 
Scharwenka made a discreet strengthening of the 
original orchestral scoring, which latter, however, is 
thought by some not to be Chopin's work. 
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The Polonaise in C sharp minor, Op. 26, No. I, is 
marked .4.llegro appassionato. Let this be well 
noted, for I have. heard this Polonaise frequently 
played as if it were a mistake on Chopin's part ~o 
have so entitled it. De Pachmann played the open
ing with a pronounced suggestion of fire and · 
strength, not changing the character until J;he M eno 
mosso (con anima) section. Like all of his readings, 
there was consistency, despite outer changes of mood. 
In the gramophone record of this work made when 
he was about eighty years of age, there is still the 
fiery opening and sustained heroic spirit. De Pach
mann's strength is suggested more than actual, and 
his louder playing is made apparent by contrast. 
This is strangely reminiscent of what was. said of 
Chopin's own playing. We read that the composer 
played such an extreme pianissimo that his fortis
simo was apparent only by contrast. 

I once heard it said that de Pachmann had not 
the strength to play the bigger Chopin works. Well, 
J heard him play the Ballade in G minor, and in 
one place he went for speed and lightness rather than 
massiveness and loudness; but there was ample in
dication of the spirit of the music. I have an ol<l 
record of him playing part of Liszt's splendid 
Polonaise in E . Compared with the thunderers and 
even with the great pianists, his playing is not loud 
or heavy, yet there is no mistaking the character of 
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the piece. This was an aspect of de Pachmann's art 
which I always heard with interest in his Chopin 
playing. He could suggest subtle fire and loud 
passages without creating a big volume of tone. \Vas 
not this a replica of Chopin's own style of playing? 
Or was it from the later and idealised Liszt? De 
Pachmann's tone was, for all its velvet, curiously 
penetrating. I heard his pianissimo quite as dis
tinctly in the high balcony of t;he Royal Albert Hall, 
London, as I did when sitting close in a much 
smaller hall, though, of course, with a difference in 
actual quantity. Liszt had this power of penetrating 
tone. Giving the man in the gallery his money's 
worth, was, I believe, the way he once put it. 

The Polonaise in E flat minor, Op. 26, No. 2, has 
the touch of solemnity in the opening of the C sharp 
minor work of the same opus, but now increased to 
a point of gloom and threatening character. Its 
pianissimo opening is a veiled spirit of revolt. Small 
wonder that this is sometimes called the Siberian, 
or the Revolt, Polonaise. A fanciful poetic title 
sometimes makes a lucky hit. The sombre mood of a 
Rachmaninoff-a member of the once enslaving 
Russian nation-can best interpret this kind of im
aginary poetry. It may be traditionally wrong, but 
there is more than one kind of Chopin, and so long 
as the pianist IS sensitive, poetical and sincere, he 
will not go outrageously astray. Far more damage 
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is done by the dull, matter of fact, and by the 
smashing gangster, pianists. 

The two Polonaises of Op. 40, No. I, in A, and 
No.2, inC minor, dispute for the same story. Chopin 
was terrified one night by the door opening and a 
train of noble Polish ladies and gentlemen, richly · 
garbed, passing slowly by him. Despite the bigness 
of the Polonaises, the composer was weak and ill at 
the time. In a feverish mood, he thought that he 
had called up the ghosts of the past. Kleczynski 
stated that the story belonged to the C minor 
Polonaise, bu~ Niecks said that the Polish painter, 
Kwiatowski, told him that the A major Polonaise 
was the work in question. 

The Polonaise in A major is often styled the 
"Polonaise Militaire," which suits its brightness. I 
have already mentioned Paderewski's fine playing of 
this piece. The Polonatse in C minor is a gloomy, 
contrast, and one likes the poetic interpretation of it. 
as indicating Poland's tragedy. Rubinstein felt the 
A major to be Poland's greatness, and the C minor 
to be Poland's downfall. Even he, it seems, fell 
under the spell of Chopin's obsession in idealising 
Poland and her wrongs. 

Both of the Polonaises, Op. 40, can be taken at 
once by capable amateur pianists. The contrasts 
which the pieces offer afford excellent training for 
two typical moods of Chopin and also give an easy 
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opening for feeling his Polish spirit. The octaves 
in the A major work are quite easy if the student has 
experimented with the rebounding hand (it can be 
tried on a table). The hands in octaves rebound 
from note to riote. I can run the A major Polonaise 
octave passages with the freedom of single notes. 
There is nothing difficult here, and, of course, th~ 
figure is simple. 

The great Polonatse in F sharp minor, Op. 44, is 
far beyond the comparatively conventional two 
which comprise Op. 40. Here, indeed, is music for 
the truly great pianist, who must be poet as well as 
musician, and high technician as well as mechanician. 
It encourages recklessness from the brilliant type of 
player, but Anton Rubinstein is said to have made 
it a terribly savage affair, almost crushing the curi
ous mazurka-hke section. "It was wonderful, but 
not Chopin," said a writer who heard Rubinstein 
play it. Such a remark shows how little Chopin was 
understood in some quarters even over half a century 
ago. People could not always believe that this 
physically weak man could have possessed a strong 
soul. They did not understand a poet or his poetry. 

There are still people who regard Chopin as no 
more than an exquisite poet, though that would be 
enough even if he were nothing more. Others hesi
tate to rate him highly because he wrote almost 
solely for the piano, as if a great composer is to be 
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measured by his medium. Edward Macdowell, with 
less nineteenth century romance to cover him, and an 
awkwardly unromantic American nationality, has 
never been placed even near to his deserved position, 
simply because he crowded enough ma~erial to make 
an .. orchestral overture mto a few pages of piano· 
music. One does not quite know what Elgar meant 
when he said that he had no opinion of composers 
who can think only in terms of the keyboard. An 
obvious answer is ~hat Elgar himself could think in 
terms of the orchestra, but was not a great writer for 
the piano. Most likely he was thinking of those 
composers who work in short score and merely or
chestrate. Chopin and Elgar are like Jack Spratt 
and his wife; between them they lapped up all that 
the piano and the orchestra could offer. 

Returning to the F sharp minor Polonaise, I 
gather tha,t Liszt must have got the last word out of 
its poetry. Most probably he was less reckless than 
Rubinstein. In mentally comparing th~ two giants, 
I usually think of the story which the famous pianist, 
Siloti, 'used to tell. One day he heard Rubinstein 
play Beethoven's Moonlight Sonata and was so im· 
pressed that he felt that the performance of his life 
had been given to him. By strange chance he heard 
Liszt play the same work on the same day, and a 
miracle took place. Rubinstein's apparently unsur
passable performance was pushed to second place. 
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Siloti declared that never again could he listen to 
anyone play the Moonlight Sonata. On one oc
casion, too, Anton Rubinstein was toasted as the king 
of pianists. " Messieurs," he cried, 11 One is present 
who is greater than I." Franz Liszt rose and ac
cepted the compliment with a dignity becoming the 
sincere spirit in which it was offered. 

I never heard de Pachmann play the F sharp 
minor Polanaise. There was a story, which I recol
lect having heard, about an aged piano ~uner who 
had lived in Paris. It concerned Thalberg's dislike 
of Chopin personally, for the latter had once passed 
some rather nasty remarks about the former's style 
(there seems to have been a good deal of the spoilt, 
woman-petted, peevish poet · abou~ Chopin person
ally). Thalberg, who was really a great player, did 
not forgive Chopin's petty insults and gibes which 
were made in the form of what we call 11 back
biting." Thalberg retaliated in kind, and the tuner 
heard him play the F sharp minor Polonaise in so 
tiny a manner, that the fortissimi, although in pro
portion, were actually no louder than mezzo-forte. 
He turned to the small company and said, "Chopin 
derided me because I pu~ strength and brilliance into 
playing, while he preferred it to remain on paper. 
I hope you like my style a Ia Chopin; but I fear 
my tuner thinks I am afraid of the work." Thalberg 
then began singing, as if to banish bad thoughts, 
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and sat down and played a brilliant transcription 
of some German student songs, exclaiming at the 
end: "Polonaise a Ia Thalberg !" It is probable 
that de Pachmann's reading was miniature in com
parison with heavier players and, in this respect, at 
least, would have suggested Chopin himself. 

There is, however, evidence of the strong soul of 
Chopin in the F sharp minor Polonaise, and although 
he himself could not have played it with great 
power, and even sometimes trembled at Liszt's play
ing, it would be foolish to find fault with a fine 
pianist who makes the work sound thrilling. In this 
respect, it was nonsense to speak of Rubinstein's per
formance as not a Ia Chopin. Chopin the pianist 
was merely incapable of giving full power to Chopin 
the composer, although one would not doubt his 
powers of contrast when considering that de Pach
mann could suggest the biggest Iff without making 
a tremendous volume of tone. Moriz Rosenthal was 
also accused of allowing his tremendous virtuosity 
when a young man to make the Polonaise in F sharp · 
minor too vivid. Paderewski played the work with 
equally amazing dash, but tinged with more 
attractive poetry. 

The Polonaise in A flat, Op. 53, is also a piece for 
great pianists, but, owing to its being less exalted 
and more brilliant, it has a fatal attractiveness for 
the muscle men. Remember that it is a polonaise and 
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should move in stately measure. Increasing the 
speed and exaggerating the crashes does not make it 

. . 
more Impressive. 

The left hand octave passages in the episode in 
E major are an old terror to students. Small won
der, then, that some professionals "show off" at this 
point, for, with the keenness of their kind, they think 
that the audience are looking forward expectantly. 
Kleczynski offers good advice when he advises pian
ists not to sacrifice the Polonaise to i.ts octaves. I 
have heard a noted German pianist thunder through 
these so that the piano seemed to tremble. Donner 
und Blitzen, indeed I Tausig, however, who could 
do anything in that line of playing, is said to have 
avoided empty display at this point. Paderewski, 
too, made the octaves sound artistic, not exercises, 
and he actually played them quietly. 

Students can conquer the difficulty with patience. 
The first note should bounce the hand to the last, 
but the hardest part of the trick is to keep flashing 
hack and repeating the performance; it is very 
fatiguing, unless taken slowly, allowing speed to 
come naturally (I had to be always drumming this 
latter point into students-Don't try and force the 
pace). All the modem methods in existence can do 
no better than old-fashioned plodding at these 
octaves until familiarity and natural dexterity 
conquer. 
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The Polonaise-Fantaisie in A flat, Op. 61, cannot 
be left out of consideration, for although it is not 
very well known, it is one of the greater Chopin 
works. It ts a loosely constructed piece in com
parison with the other great Polonaises. De Pach
mann was delightful in the way he suggested fan- · 
tastic features . hidden behind the mere notes, nod
ding his head and communicating with himself. He 
kept to a polonaise rhythm, ye~ seemed to be 
obsessed with the fantaisie aspect, and, in his way, 
brought out the splendour and ultimate triumph. 
Xaver Scharwenka was one of the most understand
ing of later pianists with this work, but his lead does 
not seem to have been followed, and the Polonaise
Fantaisie remains one of the lesser known among 
Chopin's greater moods. It is easy to see why, 
owing to the somewhat disconnected character of the 
piece, but it should be studied. 

CHAPTER XV. 

CONCERTOS. 

12 



CHAPTER. XV. 

CONCERTOS. 

T HE twq concertos take us back to the more ex
quisite Chopin, away from the passionate 

eloquence of the. Polonaises. The Concerto No. I, 

in E minor, Op. I I, has always attracted serious 
Chopin pianists, and some of them gave practical 
attention tq remedying the alleged feebleness of the 
orchestral part. Chopin's orchestration in both con
certi is certainly thin, but some of his admirers, not 
necessarily purists, have maintained that it is suited 
to the pianoforte solo part. Tausig used a strength
ened orchestral part when he played the E minor 
Concerto, but Rosenthal favoured the qlder version 
with the first long tutti abridged. Tausig found 
that one thing led tq anqther, and in the rondo move. 
ment he. converted the original triplet unisons into 
octaves. Rosenthal followed Tausig in this latter 
improvement (if such it is) and thus altered the con
certo at least in part. Neither of the concertos is 
Chopin in his higher form, but each is a lovely and 
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poetic work, and requires perfectly equipped and 
sinc~re performers to do it justice. 

The slow movement of the E minor Concerto re
tains its beauty. Rosenthal was extremely artistic 
in this, reserving his splendid finger work to 
demonstrate the brilliant rondo. In an old note I 
read about performances in earlier times : "When I 
told old Mr. 'Vicks' how beautifully Herz played 
the slow movement of Chopin's Concerto in E minor, 
he up and told me that he could never forget hearing 
Thalberg's sweet and silvery playing of the rond0 
movement." Thalberg, ~t will be recalled, died in 
I 8JI, and had retired previously. 

It is agreed that the Concerto in E minor is not 
one of Chopin's finer works, but it has many beauti
.ful passages that can be brought out by a great 
exponent. It is interestir.g to record the comments 
made after the veteran (he was then in his seventy
second year) Moriz Rosenthal played it at a concert 
of the Royal Philharmonic Society, conducted by Sir 
Thomas Beecham, Bart., in London, on February I, 

I934· "The Times" said that "Herr .Moriz Rosen
thal played in a way to convince all but the recal
citrant that so far from having faded, this Concerto · 
remains one of the imperishable masterpieces of pian
istic style. \Vithout hurry or over-emphasis Herr 
Rosenthal unfolded the beauties of the cantilena, 
fitting every ornament into the shape of the phrase 
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so that the interest was carried forward not by appeal 
to decorative effect but by exhibiting the enormous 
resource of the composer in expanding his melodic 
ideas." 

Francis Toye, in "The Morning Post,, voiced the 
opinion tha~ the Concerto "is not one of the master's 
best works, but the slow movement, at any rate, so 
akin to an aria by that Bellini whom he loved so 
well, is a gem. And Moriz Rosenthal made th~ very 
most Qf it." Richard Capell, in "The Daily Tele
graph," wrote : "His (Rosenthal's) performance of 
the Concerto sounded simple and aristocratic. The 
tone was always of an admirable, suave beauty. 
The delicacy of the treatment was not wiry, but, so 
to say, a substantial delicacy." In the foregoing 
quotations the careful student will gain an apprecia
tion of the style which best suits this lovely work. 

This Concerto in E minor, as we know, belongs to 
Chopin's earlier period when, rather than writing 
powerful or passionate poems, he was concerned with 
the more exquisite development of poetic piano 
music. The work seems associated with his own re
fined type of playing. That this can be reflected 
in our own time by some great master of the piano 
who is also a great student of Chopin is suggested 
by. the following, with which I fully agreed at the 
time it was written. Ernest Newman, one of the 
most distinguished music critics of his day, wrote 

• 
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in "The Sunday Times," February 4, 1934, of 
Rosenthal's historic performance in which all the 
beauty of the Concerto was once more brought to 
light : "Mr. Moriz Rosenthal turned all his vast ex
perience and his famous technique upon the Chopin 
Concerto in E minor, in a performance that was a · 
model of suavity and ease. By all accounts it was 
in this quiet way that Chopin used to play his own 
music, not in the way of some of the hustling piano 
hussars of the present day." It was fortunate that 
Rosenthal, with the Eerlin State Opera House Or
chestra, recorded this Concerto for the gramophone. 

The Concerto in F minor, Op. 2 I, seemed, I think, 
particularly de Pachmann's. No other could have in
vested it with such sheer loveliness of piano playing. 
The slow movement was a dream, and the finale a 
feast of such perfectly idealised touch and tone that 
I cannot imagine Chopm himself playing it more 
attractively. It was a thousand pities that de Pach
mann's rendering was never recorded for the gramo
phone, even if he was an old man at the time of new 
electrical recording. Sir Landon Ronald said that 
de Pachmann was extremely difficult to accompany,' 
but Ernest Newman noted the great pianist's extra
ordinary charm in plastic melody. He would seem 
to be out of time if one listened to his right hand 
melody playing, yet his left hand was steadily fol
lowing the beat. This, I think, must have been the 
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most perfected exposition in later times of Chopin's 
much debated rubato playing. I once heard de 
Pachmann playing one of the Waltzes, and he 
seemed too charmingly fickle, yet I was amazed lo 
notice tha~ his left hand was keeping a strict waltz 
rhythm. 

Paderewski played the F minor Concerto with 
fine poetry, and Jan Smeterlin's vdvet fingers suit 
it well. The work is always lovely amid modern 
luxuries at a symphony concert, although pianists 
occasionally knock off its petals and blossoms. 
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ETUDES. 

W E now come to the finest single collection 
among Chopin's works. The Etudes remain 

as perhaps the greatest and most grandly varied of 
all music for the pianoforte. They survive editings 
good and bad, and pianists great and small; the 
figure of the poet of the piano remains. This is 
music for pianists, not a series of exercises for stu
dents, but I fear that a Chopin Etude is too often 
given by people who are unfitted to handle anything 
more than a difficult exercise. "Excellently exe
cuted, madame," said a professor to an extremely 
capable young woman who played a Chopin Etude 
for his approval. "But remember that you are 
playing Chopin, not Czerny." 

The Twenty-four Etudes are in two sets of twelve, 
comprising Op. 10 and Op. 25, but it would be a 
hard and unnecessary task to find any difference in 
workmanship between the Chopin of 1833 and 1837. 
Indeed, some of the Op. 2 5 studies were composed 
at the same time as those of Op. 10. All the pas-

I 
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sion, poetry, majesty and exquisiteness that we can 
find scattered through the Ballades, Preludes, Noc
turnes, Scherzi and Polonaises, are reflected at some 
place or other among these undying Etudes. 

I will not take up time or space by going through 
each Etude separately, either to review it, which is· 
not my task in this book, or to recall performances. 
One likes to retain memories of special treats among 
a feast of good things. As I said earlier in this 
book, I could find no satisfaction in hearing the 
Twenty-four Etudes played straight through at one 
concert by one pianist, although I admit this kind 
of feat to be useful and economical for those who 
wish to gain familiarity with the outline of the pieces. 
After this stage has been reached, however, one goes 
to hear choice readings of different Etudes. · For 
instance, I could imagine the ideally impossible con
cert at which de Pachmann, Godowsky, Rosenthal 
and Paderewski, each came on and played those 
Etudes which each could render better than anyone 
else. 

By the way, I expect that some readers will be 
wondering where Busoni comes in among my scat
tered surveys of the great Chopin pianists. In my 
opinion, he came nowhere in Chopin. I admired his 
finely intellectual playing, but it was not the sort of 
poetry for Chopin. It was said that he suggested 
von Bulow, which, if so, explains matters. Intel-
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lectual playing is excellent, up to a point, for Bach, 
Beethoven and Brahms, but something else is re
quired for Chopin. I recently reminded myself of 
Busoni's Chopin playing by hearing some gramo
phone records he made. He. seemed too austere ; and 
I cannot consider him among Chopin players, great 
musician and pianist as he was in other composers. 

The Etudes of Op. 10 are dedicated to Liszt, and 
those of Op. 25 to the Countess d'Agoult. True ap
preciation of these works is not gained from hearing 
them dashed off at high speed and with showy effect. 
Kullak declared that the grandeur and the beauty 
of many of the Etudes was impaired by their being 
played too fast. Is it too much to ask the piani-,t 
to "yield some of the former quick-fingeredness, 
which so easily degenerates into expressive trifling," 
pointing out that the modern piano has so much 
greater a tone than the instrument of the mid-nine
teenth century ? Both Kleczynski and Kullak agree 
on the undesirability of treating Chopin's Etudes 
simply as virtuoso pieces. 

It requires a truly great pianist to make the Etude 
in C, Op. IO, No. I, sound more than an exercise. 
Moriz Rosenthal's playing of it on a gramophone 
record provides an experience for those who have not 
imagined the piece to sound magnificent. 

The Etude in A minor, Op. 10, No. 2, i-, attrac
tive in brilliant playing, but can be made to glitter 
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too much and thus take on a shallow aspect. It is 
not one of the grea~er Etudes, but nevertheless an 
excellent piece of natural piano writing which came 
so easily to the composer. I heard Rachmaninoff 
play it with a sombre shading that disposed of much 
of the usual glitter, and . his fine mind made a uni
fied whole of the piece. I thought,that there seemed 
more in this apparently mainly technical study than 
was usually heard. 

The true story, related by Gutman, a pupil, of 
Chopin's crying out, "Oh, my Fatherland,'' when 
playing theE major Etude, Op. 10, No. 3, has done 
much harm to the piece. Nearly every pianist drops 
tears over it, and the thing becomes mushy senti
ment. Paderewski played it with the same kind of 
poetry which he usually made in Chopin works, and 
I think he was really giving it with proper feeling, 
for there is no doubt that the composer himself was 
inclined to weep over such a melody. It was with 
a feeling of relief that I heard Rosenthal play tt 
without sobbing, but with fine ligM thrown upon 
the musical content of the Etude. We ought to for
get that "Oh, my Fatherland" self-pity, for, as 
Runciman said, Chopin and his set were very 
Byronic young men, and took themselves with ludi
crous senousness. 

The Etude in F sharp minor, Op. 10, No. 4, is 
only for the fully equipped executant. Indeed, this 
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may almost be said to be the case with all of 
Chopin's music, but while some pieces allow the ap
proach of amateurs who can supplement slighter 
technique with high feeling, other numbers can only 
successfully be tackled by the expert concert pianist. 
In Kullak's words, this Etude is "a bravura study 
for velocity and lightness in both hands." It is a 
piece which can be pounded off by the showman 
pianist, but in the hands of a Paderewski, a Godow
sky, qr a Rosenthal, it becomes a stirring feat of the 
highest class of piano gymnastics. 

The favourit~ "S~udy on the Black Keys,'' Op. 10, 

No. 5, in G flat, I heard from a record by Busoni. 
His intellectual style gave the piece a curious re
straint. There is a truly splendid record of it by 
Rosenthal. The one by de Pachmann gives us his 
playing of the work when an old man of some eighty 
years. He considers it melodic, and introduces it 
with a few remarks. There is none of the brilliance 
which we usually associate with this Etude, and I 
had heard the pianist himself play it with more 
sparkle before he had grown old. Nevertheless, the 
record shows the piece idealised, as if mere show had 
been taken from within its province. Thus, per
haps, migh~ Chopin himself have played 1t, and 
Liszt, too, after he had discarded brilliant playing 
and turned to idealised touch and tone. Brave old 
de Pachmann was no back number when he made 
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· this record, for he uses Godowsky's edition for the 
ending, and cries out in a loud voice, " Godowsky 
was the author." A handsome tribute, indeed, from 
one who felt himself to be the world's greatest 
exponent of Chopin. 

Godowsky's transcriptions of the Chopin Etudes · 
are ingenious, entirely musical and:---fiendishly diffi
cult. Imagine the two Etudes in G flat, Op. 10, 

No. 5, and Op. 25, No.9, combined in one piece; but 
Godowsky wrote for an age when there were himself 
and Rosenthal as~ounding a world of connoisseurs 
with both technique and musicianship, worthy 
successors to Liszt and Anton Rubinstein. 

The Etude in C major, Op. 10, No. 7, is bright 
and charming, but does not suit the hard, steely 
glitter which some pianists give to it. It is a study 
for the velvety fingers of a Jan Smeterlin. In the 
past it was a delicious recreation for de Pachmann. · 

Concerning No. 10, in A flat, von Biilow's often 

quoted words remain, I think, true, even in these 

days of supposedly common high technique. "He 

who can play this study in a really finished manner 

may congratulate himself on having climbed to the 

highest pinnacle of the pianist's Parnassus, for it is 

perhaps the most difficult piece of the entire set. The 

whole repertoire of pianoforte music does not con

tain a study of perpetutlm mobile so full of genius 
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and fancy as this, except, perhaps, Liszt's 'Feux 
F ollets.'" 

I remember once teading in an American maga
zine that technique had so far advanced in modern 
times that a Paganini in violin playing and a Liszt 
in pianoforte playing were common results of any 
good conservatoire training. If it was meant that 
all finished students can play the things which Paga
nini and Liszt played, I see no cause to dispute, 
merely adding my opinion that the two original 
masters would probably continue to sound different, 
even to-day. It is too easily forgotten that Liszt 
was not a lonely pioneer, but was great in an age of 
great pianists. 

Despite the presumed advance of modern tech
nique, which would make it quite easy to become a 
great pianist, I found myself for many years having 
to listen to the veterans, Paderewski and Rosenthal, 
in order to hear great playing among a host of new 
stars who turned out to be but meteors. Godowsky's 
transcriptions of the Chopin Etudes were to have 
become natural food for future pianists, it was said. 
I have seen few signs of it yet. There were people 
who had heard Tausig, Thalberg. Liszt, Rubinstein, 
von Bulow, and right on to the 11 young" Paderew
ski, Godowsky and Rosenthal. They had no doubt 
as to Liszt's position in such a company. 

This Op. 101 No. 10, &:ude is so beautifully 

13 
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Chopin in his most singing mood, with the familiar 
tinge of sweet sadness, but untroubled. It is a vir
tuoso piece without storm or stress, or bignes~. 

Paderewski could make it wonderfully clear and 
poetically gracious. Rosenthal gave it his great 
flood of tone, splendidly finished. Godowsky made · 
it flow easily from his polished tou.ch. Lesser pian
ists, however, show only its technical structure. 

The melodious, harp-like Op. 10, No. I I, in E flat, 
is not for pianists who cannot easily stretch a tenth; 
neither is it for thumpers who can. It is one of 
Chopin's most charming inventions, almost written, 
one might say, for Paderewski's clear and poetic 
playing. De Pachmann used to play it with that 
touch of the fantastic which was his, but the Etude 
never lost its Chopin spell. There is some apparent, 
but misleading, justification for those who say that 
modern technique has overtaken the rarity of that 
of the nineteenth-century because this Etude is now 
normal study whereas it was criticised a hundred 
years ago as being tortuous for the hands. It is easy 
to dispose of such an argument. The Chopin Etudes 
have long passed from a collection of studies into the 
realm of accepted music, and must be given by all 
who aspire to become accepted pianists . . 

The Etude under discussion (Op. 10, No. 1 1) was 
merely unattractive writing when it first appeared 
and some pianists of the time disliked it; but it 
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would be ridiculous to imagine that this was because 
of any difficulty. As a matter of fact, while the 
subject is before us, I often think how the great 
pianists of the nineteenth century would have 
romped over the easier touch of one of our present
day pianos. I do not say that their attainments 
were necessarily higher at every point than are those 
of modern players. Chopin himself, and his fellow 
great pianists, would undoubtedly have taken easier 
paces on our pianos. It is merely cheap virtuosity, 
not so wonderful as it sounds, to play at inartistic 
high speeds on modern instruments, and for 
Chopin's music it is atrocious. Thalberg wrote 
flowery transcriptions which he used for the public 
of his time. He was, however, something of a true 
musician. He played his transcriptions on the stage, 
as it were, but gave Chopin for the connoisseurs. A 
successful fellow, though I do not set him up as an 
example to be followed. 

The last Etude in Op. IO is the so-called "Revo
lutionary," No. I2, in C minor. It is by no means 
difficult for advanced students, and I have heard 
some female pianists scamper through it like a tea
party .revolution. Rosenthal made it a great poem. 
One felt his reading to be not a mere social scandal, 
but a terrible storm of the soul. De Pachmann in
terested me very much when he played it. How 
would this lovable, fantastic, and subtle poet inter-
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pret it? . To my surprise, for I had not then come 
to appreciate his subtly wide range, he made it sound 
very fierce, the concluding bars being a veritable 
torrent of notes. Of course, his playing sounded in 
miniature, but there was no doubting his feeling for 
the fury of the piece. And to hear Paderewski at · 
his best-what impetuously dashing Polish revolu
tionaries he conjured up. In an old note I read 
that "Rubinstein was simply terrific in the C minor 
Etude by Chopin. I wonder if he was thinking of 
some of those Russians in his own country who had 
been none too kind to him. I pity the high officials, 
or whoever they were, if they ever meet with a Rubin
stein upheaval in physical form." 

The lovely Etude in A flat, the first of Op. 25, is 
so ingrained with sweet and smooth poise and ten
derly sad melody that it seems to restrain even the 
showmen pianists. Perhaps i~ is used to demonstrate 
their playing of a nice, quiet piece. Pedalling is 
very important to this Etude. Notice how a sin
cere Chopin player will use the sustaining pedal, not 
to blur the progressions, but to create the exquisitely 
pianistic aspect of the music. Schumann spoke of 
Chopin's playing this Etude "in such a way as to 
leave everywhere audible a deep fundamental tone 
and a soft continuously-singing upper voice; but it 
would be wrong to suppose that Chopin permitted 
every one of the small notes to be distinctly heard. 
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It was rather an undulation of the A flat major 
chord, here and there thrown aloft anew by the pedal. 
Throughout all the harmonies one always heard in 
great tones a wondrous melody." 

Schumann's evidence as to Chopin's own playing 
of the piece is invaluable. I have heard pianists 
play this Etude with perfect finger action, yet the 
whole thing seemed disconnected. As Schumann re
called, it is the upper voice that is to be heard, the 
other arpeggio notes being an undulation of the 
chord.• Paderewski played it thus, so did Rosen
thal, Godowsky, and undoubtedly all who were 
known for their Chopin playing. 

The Etude in F minor, Op. 2 5, No. 2, is another 
piece that seems to restrain showmanship. Certainly 
in the first two of this book of Studies, Chopin in
dicated to all pianists a style of beautiful playing 
which would show the sustained, floating poetry of 
their instrument. Strange is the softening influence 
of this piece upon brazen mentalities and iron fingers. 
I have heard the most notorous thunderers play it 
nicely. It has the rare influence of a good woman 
over hard, worldly men. I have ma.ny memories of 
this Etude, each treasured for different reasons, but · 

• Those piano students who have carefully read C. A. 
Ehrenfechter's " Technical Study in the Art of Pianoforte 
Playing" (London : William Reeves) will know how to pro
duce this correct effect. 
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all tinged with the true spirit of Chopin. The fol
lowing serves as an apt description of the most 
beautiful performance that I ever heard: 

"The over-excitement of his fantastic manner is 
imparted to the keen eared. It made me hold my 
breath. \Vonderful is the ease with which his velvet · 
fingers glide, I might almost say fly, over the keys. 
He has enraptured me-in a way which hitherto had 
been unknown to me. What delighted me was the 
childlike, natural manner which he showed in his 
demeanour and in his playing." This provides an 
exceedingly vivid picture of de Pachmann's playing, 
but it was written in the diary of Henrietta Voigt, 
September 12, 1836, after she had heard Chopin 
himself play the Etude. Liszt said that Chopin· 
played this F minor Etude pianissimo, and it was 
precisely in this style that de Pachmann could score 
beyond any of hi.s contemporaries. Mendelssohn's 
words concerning that Chopin-like whisper were 
brought into use again to describe de Pachmann's 
playing of pieces like this Etude: "Nothing more 
enchanting existed." Anton Rubinstein also, it is 
said, played this Etude in an enchanting manner. 

The capricious Etude in F, Op. 25, No. 3, was 
known to be one of de Pachmann's favourites. He 
recorded it at least three times for the gramophone, 
although the last of these, made when he was almost 
eighty years of age, is now the only one obtainable. 
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I have this and also the older records; his interpre
tation shows no alterings, though the earlier play
ings were more delicate. The fantastic nature of 
the Etude came easily to de Pachmann and con
noisseurs always expected him to play it, as an en
core if It was not in his announced programme. It 
would be insincere and unbecoming to mention any 
other interpretations of this Etude. 

The Etude in E minor, Op. 2 5, No. 5, seems to 
trouble many pianists by its peculiar ending. The 
singing middle section provides ready-made 
pleasant hearing, but the quaint concluding jerks 
delightfully upset the solemn pianists. I heard 
Busoni play the piece and his rather solemn and 
learned rendering of the final bars was curious. 
Rosenthal negotiated this passage with his natural 
dignity and deep study of every bar of the whole of 
Chopin's works. He seemed to find nothing awk
ward in the jerks. De Pachmann, of course, was 
quite at home in their suggestion of the fantastic. 

The difficult Etude in G sharp minor; Op. 2 5, 
No. 6, with its famous double notes, is beyond all 
but the most advanced pianists. . Many have been 
the systems of fingerings drawn up for its double 
chromatic thirds. Chopin's own fingering appeared 
to von BUlow to make performance "in legatissimo 
utterly unobtainable on our modern instruments." 
Tausig and Dreyschock haq held similar opinions. 
It seemed that Chopin had in mind a particularly 
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light touch of one of the early Pleyel pianos. 
Godowsky, of course, published a fingering for 
modem uses; and de Pachmann himself edited the 
piece, which I once saw at Messrs. Scho~.t and Com
pany's. The most marvellous performance which I 
ever heard was by Rosenthal, and even up to the 
autumn of 1932, when he was already a veteran in 
years, yet with a volume of tone· that silenced the 
ineffectual thunders of younger men. His playing 
of the very difficult chromatic thirds was astonish
ingly smooth, rising and falling in tone, while his 
bass seemed to sweep along like ~he shadow of a 
moving cloud across undulating fields. It ·was . a 
time worth living for, and I doubt if such a render
ing had ever been surpassed, though doubtless 
equalled. 

The Etude in double sixths, Op. 25, No. 8, in 
D flat, is also extremely difficult, but I have never 
found it attractive enough to particularly note per
formances. It is one of the Chopin pieces which I 
can hear played without deep interest. Possibly 
von BUlow fixed its main aspect when he referred to 
it as "the most useful exercise in the whole range · 
of ~tude literature." Nowadays we. think of the 
Chopin Etudes almost solely as pieces of music. 

The so-called "Butterfly, Etude, Op. 25, No. 9, 
was not rated highly by the intellectual von Bulow. 
He was, at least, an honest German; better, at any 
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rate, than some of the pianists of to-day who set £reo 
the. bright li~tle Etude at their concerts and then 
proceed to injure its "butterfly" character. Better, 
by far, to allow the "Butterfly" to flutter in a cage 
of intellectual restraint. Paderewski gave the most 
poetic reading that I can recollect, and there is an 
old gramophone record of it by him which, if still 
obtainable, is worth preserving as a reminder of the 
lovable character of the Etude. 

The Etude in B minor, Op. 25, No. to, is not en
tirely popular, mainly, I think, because there are 
f!!w great pianists to interpret, as well as play it. 
An Anton Rubinstein, a Godowsky, perhaps, are 
among the minority who could show this Etude in 
high light. 

Op. 25, No. I I, in A minor. the longest and grand
est of Chopin's Etudes, according to von Bulow's 
reckoning, is sometimes poetically known as the 
"Winter Wind." We have now reached the fitting 
climax to the magnificent collection of Etudes by 

Chopin. This is music only for Liszt, Anton Rubin
stein, Moriz Rosenthal, Paderewski and Horowitz. 
To make this work a tortuous study is to destroy its 

power over the imagination. 
We are again in the realm of giants in the last 

great Etude, Op. 25, No. 12, in C minor. How 

Chopin must have trembled at Liszt's thundering 
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through this savage poem, with the great Hungarian 
leaping up to octave triplets. We are with the 
greater spirit of Chopin, far beyond the confines of 
his weak physique. And here, I think, we will leave 
him and his devoted exponents. 

CHAPTER XVII. 

CHOPIN GRAMOPHONE RECORDS_ 
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CHOPIN GRAMOPHONE RECORDS. 

T HE following collection of gramophone records 
of Chopin's works has been selected with a 

view to indicating the most valuable. They may 
be regarded as reproductions of the best kinds of 
Chopin playing, and with them as a standard the 
interested reader may add others of his own choice 
and fancy. No intention of providing a motley col
lection of every recording of Chopin has been con
sidered, but rather has there been a process of 
keeping strictly to the highest type, even to the point 
of perhaps omitting some of good, but not supreme, 
interest. Similarly, no account has been taken of 
the changing and improving mechanical standards 
of recording, for from a point of view of Chopin 
playing, an early record by de Pachmann has a 
greater artistic and historical value than a superior 
modern one by a less specialised artist. 

It will of course be realised that only a few of 
the great Chopin pianists lived to the time when the 
gramophone disc record had begun to take a place 
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in musical estimation. Unfortunately, the science 
of recording the piano seems to have taken longer 
to become satisfactory, since although there are his
toric records of great singers like Sir George Santley 
and Adelina Patti made in 1904-6, the earlier re
cords of de Pachmann are dated 1913 (one odd side · 
is 1909) and of Paderewski in 19II-I 2 . Curiously 
enough, there is a record made by Grieg of one of 
his own pieces in 1903, but this does not concern us 
in a book about Chopin. 

Both de Pachmann and Paderewski made later 
records, when the system of microphone electrical 
recording had come into use, but it has to be realised 
that in 1928, when de Pachmann had reached the 
age of eighty years, the new science was in its in
fancy, and later improvements left his records 
mechanically inferior. Despite the mechanical im
perfections, however, I think that all of de Pach
mann's records are of great value to Chopin students 
since they give at least glimpses of a style of play
ing which is unique even on technically out-of-date 
records. Such artistic and historical aspects in part 
defy the march of time. Even Leopold Godowsky's 
comparatively modern records began to date as the 
results of the constant work of recording experts 
carried standards ever nearer to perfection, but it 
would be unwise to imagine that Godowsky's art as 
a Chopin player could be displaced likewise. In 
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point of fact, the records of Chopin exponents like 
de Pachmann, Godowsky, Rosenthal and Paderew
ski, actually become more valuable with the passing 
of time. What would we not give for a record of 
I ,iszt, be it ever so old or imperfect, so long as it were 
able to be reproduced ? 

Particulars as to catalogue numbers, size of records, 
items recorded on same disc, current prices, whether 
made by electrical or acoustic systems, etc., may 
easily be obtained by references to the current cata
logues of the gramophone publishing companie~. 

The following list indicates the more distinguished 
recordings of Chopin music by some of the great 
Chopin players. 

VLADIMIR DE PACHMANN. 

The whole of his records in the "His !\faster':; 
Voice" general catalogue and also those in the Cata~ 

Iogue No. 2 of records of unique and historic interest, 
and the sole example in the Columbia list. During 
his playing of Waltz in D flat, Nocturne in B major, 
and Etude in G flat, the pianist makes some of his 
characteristic spoken remarks which were such 
charming asides at his recitals. 

LEOPOLD GODOWSY. 

Two Albums of Nocturnes and the Sonata in B 
fiat minor make his Chopin contributions, and are 
of the highest artistic vah,te in the Chopin traditions. 
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The records are enhanced by two introductory talks 
by Ernest Newman. It is perhaps allowable to men
tion that Godowsky aiso recorded Schumann's" Car
naval'' Suite, Op. g, of which, as with Chopin, he wa5 
one of the most celebrated exponents. All are 
Columbia records. 

MORIZ ROSENTHAL. 

His playing of the Concerto in E minor, which has 
been discussed earlier in this book, was recorded 
with the Eerlin State Opera House Orchestra. These 
records were historic from the date of their issue. 
The great link with Liszt also recorded some mis
cellaneous pieces, each of which he made of unusual 
interest for those who value the traditions of the 
great days of pianoforte playing. These are Parlo
phone records. 

JGNAZ JAN PADEREWSKI. 

His records in both ~he" His Master's Voice" gen-. 
era! and No. 2 catalogues are all of interest as show
ing a melodious and poetical style of Chopin playing 
which was very attractive. 

SERGEI RAcHMANINOFF. 

His playing of the Sonata in B flat minor provides 
an interesting exposition of this through the view of 
a noted Russian pianist, to whose performance of the 
work reference has. already been made in the present 
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book. The records were issued in the " His Master's 
Voice Connoisseur's Catalogue." 

ALFRED CORT6T. 

The complete recording by the famous French 
pianist of the twenty-four Preludes and of the four 
Ballades have a distinct value for students, and his 
playing of the Sonata. in B minor is important. All 
are "His Master's Voice" records. 

WILHELM BACKHAUS. 

His intellectual playing of the whole of the 
Etudes, Op. 10 and Op. 25 (two sets of twelve each) 
has both interest and value. This noted German 
pianist has, like Hans von Biilow, contributed ~o the 
study of the virtuoso aspect of Chopin's Etudes. 
His Master's Voice " records. 

JOSEF HOFMANN. 

The Chopin records by this pianist are all in the 
higher traditional values. He was properly con
sidered by many connoisseurs of piano playing as 
one of the greatest pianists of his day. Columbia 
records. 

WILLIAM MURDOCH. 

This well known pianist. used a delightful tone 
which was very suitable for the Chopin pieces which 
he recorded for Columbia. 
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