
Music and Telepathy 
We have never talked with a psychological expert who was 

willing to admit that what is known as telepathy, or the trans¬ 
mission of unspoken thought from individual to individual at a 
distance without some such physical means as the telephone oi 
the radio, is demonstrable. All these experts have insisted that 
such reported instances of telepathy as one constantly hears are 
merely coincidences. Gabriel Bernhard, in the Paris Le Cour- 
rier Musical, however, takes a very different viewpoint. 

After reciting the attitude of Richet, Heuze, Branly, Tuf- • 
ficr, Janet and other French metaphysical savants and members 
of the Academy of Sciences, he points out that some of these 
scientists are of the mind that telepathy is identical with some 
physical phenomenon not dissimilar to electricity as employed 
in wireless telegraphy. As far as we are concerned, this is 
purely conjecture, as we do not know or believe that it has been 
demonstrated creditably through physical instruments. 

Everyone hears of “hunches” or “premonitions,” and some 
of us have had startling examples in our own experience; but, 
until we can work out occult wireless when we want to work it, 
we must put all these things down to coincidence. 

The writer in Le Courrier Musical, however, insists that 
there is in music a wonderful field for telepathic experimenta¬ 
tion. He tells us that there is an unquestioned telepathic bond 
between the conductor and his orchestra. He suggests that 
the experiment of having the conductor lead in the dark at times 
will demonstrate it. We have heard the Sousa Band play 
through an entire number in 'its program when the electric 
lights went out and the great bandmaster was invisible. The 
effect was excellent. But was this not due to years of previous 
training? On the other hand, the Sutro Sisters, in their won¬ 
derful two-piano playing, sit back-to-back and revel in compli¬ 
cated rhythms, crescendos and nuances which would seem to 
indicate something like telepathy. The subject is an interesting 
one, but one of which we know so little that we shall not attempt 
to give the impression of anything like sophistication. 

Art to be beautiful must have form. Sir Charles Villiers 
Stanford says: “It is a law of nature that no art can be form¬ 
less without being; also monstrous. What is true of nature ztnll 
always be true of its idealisation.” 

Then and Now 
If you want to realize how the musician’s place in the social 

scheme has arisen, just read this part of a letter which Mozart 
wrote to1 the archbishop, asking his ruler to kindly fire him so 
that he could earn a living. 

“ * * * I am bound before God in my conscience, with 
all my power to be grateful to my father—who has unweariedly 
devoted all his time to my education—to lighten for him the 
burden and now for myself, and afterwards for my sister, for 
I should be sorry that she had spent so many hours at the 
harpsichord without making a profitable use of them. With 
your Grace’s leave, therefore, I most humbly pray your Grace 
to dismiss me from your service, for I am anxious to take 
advantage of the approaching months. Your Grace will not 
take unfavorably this most humble prayer, since three years 
ago your Grace, when I begged permission to travel to Vienna, 
was graciously pleased to declare that I had nothing else to 
hope for, and should do better to seek my fortune elsewhere. I 
thank your Grace in deepest humility for all great favors 
received; and with the flattering hope of being able to serve 
your Grace in my manhood with more approval, I commend 
myself to your Grace’s continued favor and goodness.” 

After all this palaver the archbishop graciously consented 
to discharge the greatest musician of his age. How different 
would be the fate of Mozart now. Managers would be fighting 
to make contracts with the boy who was virtually obliged to 
go upon a kind of begging tour in order to get a start. He 
would receive offers of thousands of dollars instead of a few 
pennies or shillings. He would ride in luxurious Pullman cars, 
instead of bumping diligences, he would live in hotels far more 
palatial than anything that ever entered the archbishop’s 
imagination. 

From Trovatore to Boris 
Moussorgskv s “Boris 

When one hears a away fr0»i the “Trovatore” 
Godounoff,” it seemsi so ma y Moussorgsky in his 
of Verdi that it is difficult to as k;nd of militarv 
youth was described by one -k and spnn, his feet small 
fop with “well-fitting uni > | hed and pomaded, his hands 
and shapely, his hair carefufly „is mannel, 

»eU .“ngly .„<! he l„vi,h 
were exceedingly lefin , P ^ t touch of conceit, but 
with his French p ‘ ; d ood breeding remained con- 
not too much; his educatmn ^ He would sit at 

spicuous; the ladies were tures play portions of Trovatore 

<CHa Wa^t a cafeTatavism which carried Moussorgsky from 
the artificial glamor of the Muscovite court society to the dis¬ 
sipation which accompanied his later years and the manifesta¬ 
tion of the peasant atmosphere in Ins naturalistic mu.ic. 

The picture we know best of Moussorgsky was painted 
shortly before his death (by Repin), when Moussorgsky had 
been through the agonies of great poverty, which he had 
attempted to drown in vodka. The smooth, polished parlor 
pianist, strumming away at arrangements of Verdi operas had 
completely vanished. Instead was a realistic genius, an a mm 
clast, whose idea of setting words to music was that of follow la¬ 
the natural inflections of language. It was an enormous h ap 
from the trite and inconsequential Rondos of Herz, whirl. 
Moussorgsky played as a young man, to the huge musical can 
vases of the Master’s later years of which Debussy said, “It 
resembles the art of the enquiring primitive man, who discovers 
mnEip cfpm tw stem omided onlv bv his feehmrs.” 

Francesco Berger, London pedagogue and writer, wlm,r 
contributions to The Etude always bring an atmosphere <>f 
youth and sprightliness to our pages which never betrays hi, 
eighty-seven years, makes a plea in the London Musical Record 
for “less difficulty” in pianoforte pieces. After all, difficult v 
has very little to do with sheer beauty. Traumerci is just a, 
complete and just as beautiful, in its way, as the Carnarol. 
Berger says: “I am not advocating the total abolition of all 
difficulty, or a return to the simplicity of Haydn and Diubclh. 
But surely there is an immense gap between music of Grach A 
and that of Grade Z. Pieces which completely absorb the at ten 
tion of the average player by their demand on his technic l.-.-nr 
him little freedom to attend to other matters. He is trending 
the tread-mill of toil, instead of strolling happily through lla- 
scented groves of musical imagination. 

“The question of difficulty resolves itself into this: What 
is the ultimate object of all music? Is it to astonish, to bewilder, 
to make our hair stand on end? If so, the performance of it 
ranks on the same low level as that of the acrobat who walk, 
across the stage on his hands, with his head protruding between 
Ins legs, masticating glass bottles. But if music is intended 
to serve a higher mission, and that mission be to supply loftv 
intellectual enjoyment and to evoke thoughts, sentiments and 
emotions which even the choicest language is inadequate to 

some ’pieces misLTS lfe£^ 

much bad piano plavinl M|j has ‘ xP0Sed the kernel of 
of acquired prowess Thu tl ' """a" "',int to make show 
a piece that is techrica%j^'Zfi* ^ ^ I***��

well within his grasp. Far beHer / T* h,m insteml ,,f onC 
an exhibition of musical tic-lit ^ "“Nm ",US,C t1liln to m,lkc 
hearer apprehensive rather tlm,i d^ij " ^ ,h" 

do justice to the mZicdV^enuton C°"1d not hcf)in 10 
m New York City in one dear”'tzmmandmS serious attention 
politan newspaper critic. 1 U'S commculs a noted metro- 
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New Lights on the Art of the Piano 
An Interview with the Master Composer and Pianist 

SERGEI RACHMANINOFF 

e^piam)1 since the time of 
ssible exception of Edvard 

our artistic advance and our artistic needs ^mnanlnoff 

Secured Expressly for The Etude 

�1-1 1 •. Alexander Siloti, the Conservatorium, with his cousin^ time t00k lip and technical skui. iney are l;“a n\A »vnw/from brilliance and lofty idealism that one would expect irom 
this scion of a noble Russian family. He has written three 
one act operas, several symphonic^ 

In l919S’TH;dETy^ 
pSbUshef a Rachmaninoff number (October) presenHng 
information about this master and his works, otherwise 
unobtainable in the English language. The following inter- . ..   it— oirmitip'inf wp hnvp. bad the honor 

Is the Art of Playing the Piano Advancing ? 
“The art of playing the piano has not only not reached 

its limits, but it is very questionable whether the standards 
of attainment at the keyboard are anything like as high 
to-day as they were in the days of Anton Rubinstein, to 
my mind these performances transcended- all who have 
appeared since their time. Indeed, I might be so extrava¬ 
gant as to assert that Anton Rubinstein played twice as 
well as any who are playing to-day. Rubinstein was a 
pianistic marvel born to master the instrument, to glorify 
it to devour it, as it were. Rubinstein had something 
more than technic. He embraced all the qualities that a 
master of the keyboard should have. Notwithstanding the 
difficulty of Chopin and Liszt compositions, they are all 
pianistic. There are two- kinds of difficulties : Difficulties 
which exist because the composer does not recognize the 
nature of the piano and makes his works uncomfortable 
for the performer,, with no gain whatever in pianistic 
effect, and the difficulties which are pianistic, that is, 
always playable, always in the genre of the instrument. 

“Of course all composers have their admirers, their 
followers. Often the admirers are such because of their 
personal inclinations. They are ignorant of what consti¬ 
tutes real beauty in piano composition and piano playing. 
They learn that it is fashionable to admire certain phases 
of what is termed futurism. They like the pose of being 
"modern,” “up-to-date,” and they affect to like the works 
that no human being with a rational mind could possibly 
enjoy. Such a public rarely thinks for itself; it is much 
more comfortable for them to accept a fashion which 
others applaud, even if that fashion is altogether hideous. 
Human nature is odd in this respect. Time, however, 
decides between the permanent and the artificial and 
inevitably preserves the good, .the true and the beautiful. 

The Lure of the Piano 
“The piano is the most obvious instrument and for that 

reason will always be the one which has the greatest 
appeal to the amateur. It is the door to musical litera¬ 
ture because of its command of-bass, treble and the other 
inner voices. It is simply indispensable in music because 
of this. It is not nearly so difficult as the violin, because 
the tones are already made at the keyboard and the player 
does not have to go through the experience of finding 
them as on a violin. , 

“It is true that the piano does not develop the sense 
of hearing as does an instrument on which the student 
is expected to make his own tones; but for the most 
part it is decidedly the best instrument for the beginner. 
Musical talents come into the world with marked in¬ 
clinations toward certain instruments. If a great genius 
is discovered with inclinations toward the violin, this 
should be encouraged. 

“The training of the ear may probably be best devel¬ 
oped through singing. In Russia, in the Government 
schools, this is one of the compulsory studies. The pupil 
must go through his classes in solfeggio, and it is not 
regarded as a matter of secondary interest. He is not 
taught solfeggio with the idea of making him a singer, 
but with the thought that unless he learns to hear his 
music, and understands the intervals, his playing and 
singing can never be more than merely mechanical. The 
singing improves the rhythm. , 

“The advantage of the Government school is that, 
unless the student manifests real talent, he is not per¬ 
mitted to continue. He may go to a private school if he 
chooses, but the State did not undertake to give him a 
musical training unless it was convinced that music was 
the career for which he was best fitted. In America, 
practically all the schools are private. The pupil is re¬ 
garded as a business asset to be retained and taught as 
long as a modicum of talent warrants his continuance. 

Don’t Be Afraid of Technic 
“One hears a great deal about the danger of too much 

technic in America, which seems absurd. To my mind 

SERGEI RACHMANINOFF 

the first thing a pupil should seek is to acquire as much 
technic as he can possibly comprehend. This is the rea¬ 
son why it is necessary to begin at a very early age. A 
technic must be built, just as a house must be built, ft 
takes years to do this. There are no real short cuts. The 
muscles grow in power and dexterity, through a course 
of years of daily hard work. When one begins late m 
life, it is possible, of course, to learn to play,.often m a 
very gratifying manner; but it is very rare that it. is 
possible to acquire a huge technic which is really a mix¬ 
ture of hard practice and years. I know of no pianist 
who began late in life to study the instrument who ever 
acquired a great technic. Show me an exception. Make 
your start at six or seven, not nineteen or twenty, if you 
hope to get the technic which every public artist must 
possess. This should not discourage those who, starting 
later in life, hope to play the instrument well. They may 
play it well, but they will never have the virtuoso technic 
which the public of to-day demands. Strangely enough, 
however, if the hand and mind-are trained in youth, it is 
possible after a lapse of years, to start to build again and 
produce very unusual results. The technic acquired m 
youth seems to remain as a kind of musical capital. 
’ “Personally, I am a great believer in scales and arpeg¬ 

gios. What is there to excel them? When you can play 
them well you can begin to study with the proper techni¬ 
cal background. . 

“Two hours daily is none too much to devote to technic 
until the hands and muscles receive that drilling and exer¬ 
cise which they must have for the great tasks.of perform¬ 
ing the masterpieces of the art. In Russia it is the aim 
of the best schooled teachers to accomplish as much of 
this as is compatible with the health of the child, as early 
as possible. In fact, by the time the student -reaches the 
first to the sixth classes he is through with most of it. 
When he reaches his sixth class, he is confronted with 
an examination before he is permitted to pass to the next 
grade. This technical examination has largely to do with 
scales, arpeggios and exercises. If he cannot pass this he 

' stops there until he can. That is how much Russia thinks 

of technic, and we have had the reputation of producing 
some astonishing technicians. 

A Determinative Examination 
“The examination given is of a nature that may interest 

some American students and teachers. At least the fol¬ 
lowing outline will show in part, how thorough it is. The 
pupil by this time is supposed to know his scales and his 
arpeggios, as well as the average child knows the multi¬ 
plication tables. In other words his knowledge and skill 
are expected to be ready at once. He is not supposed to 
hesitate to gather his wits. When the direction is given 
by the examiner he is expected to play the scale, or ar¬ 
peggio immediately as directed. 

“The student on coming into the examination room is 
told that he will be examined upon the scales and arpeg¬ 
gios centered, as it were, upon a given note, “A” for 
example. He does not know in advance what note he will 
be examined upon. First come the scales. The metro¬ 
nome is set and the pupil is directed to play eight notes 
to a beat, or any given number,.in any rhythm the exam¬ 
iner determines upon. First, he would possibly be asked 
to play the scale of A major, then that of A minor, in 
the different forms. Then he might be asked to play the 
scale of G major,.starting with A, then C major, then F 
major, then D major, then B flat, then E major; in fact 
any major or minor scale containing A. The examiner 
notes at once whether the student has the fingering of the 
scales at his finger tips, whether he employs the right 
fingers for each scale. It is comparatively simple to play 
the scales in a given key from octave to octave; but, 
when you think of it, they rarely appear in such form 
in actual compositions. Rather does one find a snatch of 
a scale here and there. Unless the student knows how 
to finger these snatches of scales with the approved 
fingering, his scale study is at fault. The main value of 
scale study is to acquaint the hand and the brain with the 
most adequate fingering so that when the playing emer¬ 
gency comes in a piece the hand will naturally spring to 
the right fingering. 

“A similar process is encountered in playing the arpeg¬ 
gios. A certain note is taken for examination purposes, 
let us say A again. The student is requested to play the 
arpeggio of the major triad on A, then the minor triad, 
and then the triad of which the note A is the major third 
(in this instance the triad would be that of F and the 
arpeggio would be played in the first inversion or 6 posi¬ 
tion. Next he might give the same triad with an aug¬ 
mented 5th, that is the triad F, A, Cl, but always start¬ 
ing the arpeggio with the letter A and with the correct 
fingering. He would next be asked for the 6/4 chord 
on A, that is the chord of which A is the fifth. This 
would be the chord D, FI, A; but the student plays it 
in the position of A D FI. Then would come the minor 
of the same chord A D F. The following list of chords, 
followed by the fingering of a few notes of the arpeggio 
shows what is intended. 
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“When the pupil is directed to play the six-five chord 
on A, his mind immediately reverts to the scales and 
arpeggios of the key of B flat, and the fingering for that 
key. It is by no means enough merely to be able to play 
a scale starting or ending with the key note. The pupil 
must know instantly what finger must go upon a pre¬ 
scribed note In the given scale. Thus A would have the 
following fingers in the scales as indicated: 

Scale of G—A has second finger in right hand. 
Scale of A—A has thumb in right hand. 
Scale of B flat—A has third finger in right hand. 
Scale of C—A has third finger in right hand. 
Scale of D—A has second finger in right hand. 
Scale of F—A has third finger in right hand. 
Scale of C—A has third finger in right hand. 
“To be able to start on a given note in any key, with 

the right finger and without hesitation, indicates that the 
student really knows the scales thoroughly and is not 
guessing at them. To do this he must know all the scales 
and must have thought about them as well as practiced 
them digitally at the keyboard. 

Liberating the Student from Technical Restrictions 
“Every Russian student in the earlier grades knows that 

to proceed he must master this. It stands as a barrier 
in his way until he surmounts it. It is only one of the 
phases of technical drill for which the conservatories of 
Russia were famous. Rapid later progress in the art of 
playing the piano is in a large measure due to the fact 
that one is not encumbered with the need for developing 
a technic which should have been mastered in youth. 

“But, you say, that is an examination in harmony as 
well as keyboard technic. Unquestionably, since both 
hang together. In learning the shales and arpeggios, one 
absorbs a ready knowledge of keys and chords which can 
hardly ever be gotten by paper examinations alone. The 
mind is trained to instantaneous thinking. What is the 
result? When a pupil takes up a composition of Bee¬ 
thoven, Schumann or Chopin, he does not have to waste 
hours studying special fingerings. He knows them almost 
intuitively and can give his attention to the more artistic 
phases of his work.” 

A Second Section of this Article will 
appear in THE ETUDE for next month. 
THE ETUDE has already secured confer¬ 
ences with a number of famous pianists, 
among whom may be noted Mr. Ernest 
Hutcheson, Mme. Guiomar Novaes and 
Mr. Frederick Lamond, all of whom have 
created new and sensational, interest in 
their performances this year. ’ 

Practical Practice 

By W. O. 

Talent is largely a desire and capacity for hard work. 
Worthy results are obtained only by quality put m o 
practice, and not by the number of hours at the keyboar . 

As in everything else, quality in practice counts, tor 
the mechanism of the hand must be made supple, strong, 
easy-running, and obedient to the slightest wish of the 
player. 

In order to develop such accessary condition, con¬ 
tinued attention must be devoted to scales, arpeggio play¬ 
ing, and to technical materials. The thumb action must 
become practically automatic, because the hand should 
not shift from one position to another until the thumb 
is actually over its key. It then acts as a pivot on 
which the hand may turn. 

Octave study of every possible kind, solid and broken 
chords and double intervals should receive daily attention 
by the advanced player. Thus the running mechanism 
of his equipment is constantly being adjusted arid 
improved. 

In taking up a piece for study, it is well to look over 
the music without playing it, in order to form an idea 
of its contents and of its music'1 and technical features. 
After this survey the opening measures may be care¬ 
fully played, each hand alone. Always study without the 
pedal at first, in order to prevent “bleary” effects; and 
strive for a clear, beautiful tone. The importance of 
this analytical study can scarcely be over-emphasized. 
As soon as the difficulties in the separate hands have 
been overcome, the parts should be played together, 
always returning to separate study when uncertainty and 
unclearness are noticed. At this stage, too, attention 
should be directed to the construction of the phrases, etc., 
with a view to memorizing. If this is done, by the time 
the piece can be played with the hands together, in a 
clean, clear and rhythmically correct manner, the music 
will have “stuck in” and the piece be memorized. 

Forsyth 

” Memorizing should begin at the beginning, phrase by 
phrase, not measure by measure, so that the player can 
appreciate the relationship of the different parts to the 
whole. Apply the same common sense to the memo- 
rizing of music as with prose or verse, one thought at a 
time, and then uniting them. 

In putting together a composition so studied, attention 
should be directed to any mistakes or flaws occurring 
different passages. Work at these separately, until they 
go with absolute smoothness and reliability. This often 
requires a minute examination as to what causes the 
technical imperfection. Sometimes the failure to get 
even one or two notes with a comfortable fingering will 
spoil the effect of an entire passage. Ha\ing found the 
cause of the technical weakness, stop not till it ;s cor_ 
rected. If this is not done, sooner or later disaster will 
ensue when undertaking the piece lie fore hearers. 

A systematic fingering should be religiously followed 
The fingers then become accustomed to a . retain order 
and automatically go to their proper places without much 
mental stimulus to guide them. 

Technic must be made as perfect as possible, in order 
that the artistic wishes of the composer m pianist may¬ 
be carried out. If the technical features the compo¬ 
sition lie not mastered, it never can be 11 ! smoothly 
and beautifully. Aim at technical arsir .• and per¬ 
fection; then the “finishing touches" can l-< .filed. One 
is now free to add the shading, the cfi. , . to give 
attention to the use of the pedals, to con where to 
accelerate or slow down, in order to o the right 
emotional abandon, repose or brilliance I bis is the 
most fascinating work of all, and is when refinement 
and artistic taste of the performer mor- ws itself. 
The most subtle emotions, the most moving ,iotis, may- 
now be interpreted, because one has free from the 
thraldom of teclinic. 

A Teacher in Feathers 
By Herbert G. Patton 

About four o’clock one summer morning, I was lying 
half awake, when I was attracted by the singing of a 
robin. Being a lover of birds and an humble student of 
ornithology, I began to listen more intently and discovered 
that two were busy at one song. Soon I was astonished 
to discover one bird was giving the younger a music 
lesson. 

My interest became so intense that I. arose and, going 
to the open window I crouched low, and peeped over the 
window sill. There was the older robin on a neighbor’s 
chimney, but the young one was given the liberty of 
perching in the branches of a tree that almost overhung 
the chimney and the study of the song continued. 

Being a teacher of music, I was glad to be per¬ 
mitted to enter the class of this teacher in feathers; 
not even finding it obligatory to don a suit or comb my 
disheveled auburn locks. The teacher would sing a few 
notes of quite a lengthy carol, the young bird promptly 
attempting to imitate it. Sometimes the effort would 
be a success, and again almost foreign to the example set 
Did this feathered tutor stop to chide and find fault? 
Not at all. The pupil was given some liberty and after 
several repetitions began to improve and to grasp the 

entire song. I gained a lesson that beau- i 
morning and I feel sure a percentage m 
share in the benefit derived. 

I remember visiting a dear aunt in one : 
cities. Her daughter and a niece were 
lessons of a stern master of music. Tl. 
played by both of them several hours a . 
addition to finger drills and technical 
working on a short and beautiful classical 
other tune was permitted and so exacth. 
teacher that they seemed never to suit 
ments. This visit was a number of v 
whenever I hear that melody, written hv 
greatest composers, a feeling of revulsion 
me. They had played it to death and no w. 
of the young ladies took much pleasure m 

£oKr; ,m'e �-*h *- «•* »> 
JlrHer time I stayed with a fan.il, 
SSr1-.excellent singer, who taught, 
would rm,t 3 pupil ,0 si"8 a half dozen „ would begin to scold and find fault. 
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“Anthems to Kill Time” 

By Eugene F. Marks 

Directors of church music, especially for the more 
liberal denominations, should use a keen eye in selectW 
their programs of music. 

Observation of common practices only emphasize this 
Exclusive of responses (which in most cases are ponions 
of hymns) most of these churches use two anthems 

Jon’tr reS Tfie ,an ** interesting contrasts. They may alternate, grave with gay fas? 
with slow or one introducing a solo with one entirelv 
choral. But how often directors overlook this oppor- 

Then, how seldom are anthems mad» t. 
with the prevailing thought of the day as deHve“v 
the minister. They seem, so often, to be just tossed ; 7 
the service to kill time. 1 1 ‘ d lnto 

When the minister gives the director no notice as 

hems3 d JeiCt e,day’ and the selecti°n of the an 

byTn ^d^rL^tSsthe 
The first (being more distant from’the’Lriron)1'stay]. 

SCCMld St'r thC -In0""' an' 
quiet in 35 If, d'scourst> should lx subdued 
thinking. Above alM? t0Ward* rcvcrence an<l 
a service in whirl, th’ ^ approprla,c an<1 heautif 
out harmoniously ?<LT'S,er a"d d‘rcctor have u‘ 
illuminate a particu£Tfc£ a'dmg ** ^ 

Certainly, to ^ 
which is to be s„n! rcsponse a verse of a 1 
inexcusable lack r!f e"t,re latcr in the service, shov 
obviated bv using other6*01'8** Th's easily coul 
are so many Txcenlm ^tenaI- ?.Specia,,y "hc” 
purpose. Thesi* * . Spences” published for 
hymns and, conseQuent^*"' 3 degrcc higher 
congregation. ** "*y are educational to the aw 

missionary0inS,!^ld CVer view himself as a tcacht 
guide himself accordh^ °f bettcr musir Hc sl 
teners to a higher Illng y’.ever striving to lead hi; 

ffigher plane than normalcy. 
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America’s Favorite Hymns 

iXJbbrb J ' r 1 ±1 ‘ , • 1 
Your pastor and your organist mil profit by this article. 

A Discussion RepresepUpg the Bailee Country Reuniting Iron, 32,000 Hymn TIUcs Sent to '�The BtnOe" 

“Abide with Me” Leads a Long List 
The reader's action is colled ,0 ,ke nee solo arrangement of "AUde Me£ as^g by Madame GdUi Card. This arrangement «w mad. by 

Mr. Homer Samuels and will be found in the Music Section of this issue. 

The results were received in the following order: 

Abide with Me.7301 
Nearer, My God, to Thee.5490 
Lead, Kindly Light.4161 
Rock of Ages.3432 
Jesus, Lover of My Soul.2709 
Holy, Holy, Holy, Lord God Almighty.. 1444 
Just as I am, Without One Plea.875 
Jesus, Saviour, Pilot Me.487 
My Faith Looks up to Thee.236 
All Hail the Power of Jesus’ Name. 220 

Between 150 and 200 
O Love That Wilt Not Let Me Go. 
How Firm a Foundation. 
In the Hour of Trial. 
What a Friend We Have in Jesus. 
I Need Thee Every Hour. 
Sweet Hour of Prayer. 
When I Survey the Wondroius Cross. 

Between 100 and 150 
He Leadeth Me. 
In the Cross of Christ I Glory. 
Jesus Calls Us, O’er the Tumult. 

Onward, Christian Soldiers. 
Guide Me, O Thou Great Jehovah. 
O Mother Dear, Jerusalem. 

Between 50 and 100 
Will There be any Stars? 
Come, Thou Almighty King. 
Softly Now the Light of Day. 
O Worship the King. 
Now the Day is Over. 
Come. Ye Disconsolate. 
One Sweetly Solemn Thought. 

Some months ago The Etude printed an Editorial 
based upon a hymn census taken a few years ago by 
Dr. W. H. McMaster, pastor of Embury Methodist 
Episcopal Church of Brooklyn, who now is President 
of Mount Union College, Ohio. From this census 
of the favorite hymns of that congregation the ten 
most liked hymns were selected and were reprinted in 
The Etude for February, 1922. These hymns were 1— 
Abide With Me, 2—We May Not Climb the Heavenly 
Steeps, 3—When I Survey the Wondrous Cross, 4—Rock 
of Ages, Cleft for Me, 5—Nearer my God to Thee, 6— 
Faith of Our Fathers, 7—In the Hour of Trial, 8— 
Jesus, Lover of My Soul, 9—0 Love That Will Not Let 
Me Go, 10—Jesus Calls us O’er the Tumult. 

The response to this editorial was enormous. Over 
32,000 titles were received. After this manifestation 
of interest The Etude invited noted men and women 
in all parts of the country to give their favorite hymns 
so that many different callings could be represented. 
All creeds, all sections, all kinds of people are repre¬ 
sented in this large census, in a manner which must 
be of great value to congregations electing to hold 
Hymn Services. In addition to the list and the com¬ 
ments from noted Americans there will also be found 
“The Romance of Hymns and Tunes” prepared by Mr. 
Edward Ellsworth Hipsher. 

Above is the list of hymns, with the ten favorites 
leading. The numbers after the hymns indicate the 
number of votes received in the 32,000 submitted. In 
nearly every list four hymns appeared: Abide with Me, 
Nearer, My God, to Thee; Rock of Ages; and Lead, 
Kindly Light. 

DR. CHARLES W. ELIOT. 
(President Emeritus, Harvard College 

I am much obliged to you for sending me the record 
of your inquiry into the favorite hymns of the readers 
of The Etude. The three hymns in which your 
readers show the greatest interest have been very dear 
to me every since they first appeared; but my favorite 
hvmns do not appear in your record at all. These are 
“It Came Upon the Midnight Clear,” and “Calm on the 
Listening Ear of Night” by an obscure poet named 
Edmund Hamilton Sears, “Hark, the Glad Sound! the 
Saviour Comes” by Philip Doddridge, “Joy to the 
World! the Lord is Come” by Isaac Watts, and “Lord of 
all Being, Throned Afar” by Oliver Wendell Holmes. 
These five hymns do not appear at all in your record. I 
am surprised by the small vote received by “Onward, 
•Christian Soldiers,” and also the fact that “The_ Son of 
God Goes Forth to War, a Kingly Crown to Gain” does 
not appear at all. I have heretofore thought that these 
two hymns were great favorites in Evangelical Protes¬ 
tant denominations. 

I am not sure that I have any one favorite hymn; but 
I am inclined to think that it is Addison’s “The Spacious 
Firmament on High,” which I learnt at my father s 
suggestion when I was a little boy. 

Hon. HENRY VAN DYKE 
(Author, Diplomat, Educator) 

This list of hymns is an excellent one. All of them 
except the one entitled, “Will There Be Any Stars?” were, 
and still are, constantly used by me in the conduct of 
Christian Service. I should add: “O Master Let Me 
Walk with Thee.” “Jesus, Thou Joy of Loving Hearts.” 
“O Jesus, I Have Promised to Serve Thee to the End.” 
This last is the hymn with which I most frequently close 
a service. 

Hon. WILLIAM JENNINGS BRYAN 
(Former Secretary of State) 

I find that my favorite religious song comes rather 
low in your list, possibly because there are two tunes, 
one of which is, I think, much more suited to the words. 
“One Sweetly Solemn Thought” sung to the tune with 
the slowest measure is my favorite hymn. 

Another song that I am fond of does not seem to be 
mentioned, “I’ll Go Where .You Want Me to Go” is 
one of the best of the songs of consecration. 

The songs, however, which have received the largest 
vote are excellent selections from the large number of 
soul-stirring hymns. My father’s favorite hymn Kind 
words Can Never Die” was one of the best songs fifty 
years ago; it seems to have disappeared although the 
value of kind words is not less to-day than it was then. 

Their Favorite Hymn 
George Ade—Onward, Christian Soldiers 
Irving Bacheller—Dear Lord, the Father of 

Mankind 
Henry Ward Beecher—Jesus, Lover of My Soul 
Carrie Jacobs Bond—Abide With Me 
Hon. William Jennings Bryan— One Sweetly 

Solemn Thought 
Dr. Nicholas Murray Butler—Lead, Kindly Light 
George W. Chadwick—Now the Day Is Over 
Dr. Frank Crane—Abide With Me 
Cyrus H. K. Curtis—(Too many to enumerate) 
Bishop Warren A. Candler—Sun of my Soul 
Dr. Russell H. Conwell—Rock of Ages 
Hon. Chauncey M. Depew—Rock of Ages 
Dr. Charles W. Eliot—It Came upon the Midnight 

Clear 
John Drew—Lead, Kindly Light 
William E. Gladstone—Rock of Ages 
Strickland Gillilan—Come, Thou Almighty King 
Amelita Galli-Curci—Abide With Me 
General Robert E. Lee—How Firm a Foundation 
John Luther Long—Rock of Ages 
Richard Le Gallienne—Lead, Kindly Light 
Thurlow Lieurance—Rock of Ages 
Abraham Lincoln—When I Can Read My Title 

Clear 
Judge Ben. B. Lindsey—Lead, Kindly Light 
William McKinley—Nearer, My God, to Thee 
Edwin Markham—Dies Irce 
Dr. Eugene Noble—Abide With Me 
Provost J. H. Penniman—Hark, Hark My Soul! 
Mary Roberts Rinehart—Lead, Kindly Light 
James H. Rogers—Lead, Kindly Light 
Theodore Roosevelt—How Firm a Foundation 
Lt. Comm. John Philip Sousa—Nearer, My God, 

to Thee, in four quarter measure, for congre¬ 
gational singing and Gounod’s There Is a 
Green Hill Far Away, for a sacred solo. 

Rev. Thomas Spurgeon—There Is a Fountain 
Filled with Blood 

H. J. Stewart—Abide With Me 
Emma Thursby—Nearer, My God, to Thee 
Dr. Henry van Dyke— O Jesus, I Have Promised 
Owen Wister—Lead, Kindly Light 

Bishop WARREN A. CANDLER 
(Methodist Church, South) 

In reply to your letter of October 12th, I name the 
following hymns: Keble’s hymn which begins, “Sun 
of my Soul, Thou Saviour Dear,” and Charles Wesley’s 
hymn which begins, “Jesus, the Name High Over All.” 

With reference to the list you enclose, I would prefer 
“Jesus, Lover of My Soul,” “My Faith Looks Up to 
Thee,” and “Come, Thou Almighty King.” 

MARY ROBERTS RINEHART 
(Distinguished Author) 

I love a great many hymns, but I believe that my 
favorite is “Lead, Kindly Light.” It is the one hymn 
that stands out from my childhood with greatest 
distinctness. 

MISS EMMA THURSBY 
(Eminent Concert and Oratorio Soprano) 

Most decidedly my favorite hymn is “Nearer, My 
God to Thee.” I always loved the simple old tune. But 
I must say that I felt inspired when I sang the setting 
of Albert Holden to these words. The music fitted each 
verse so beautifully that you could not help singing it. 

DR. FRANK CRANE 
(Editor, Writer, Clergyman, Mnsician) 

Yours of October 18th is at hand. Your summary of 
the favorite hymns is very interesting. It seems to me 
that it is quite representative and I should not want 
to make any substantial change in it from a personal 
point of view. 

EUGENE A. NOBLE 
(Director .Tuilliard Musical Foundation) 

In answer to your inquiry, I think the list of favorite 
hymns very good. I can sing from memory all the 
hymns listed except one, and that one is not worth 
singing. 

Favorite hymns are related to intense moods, such as 
recollection of childhood, bereavement, religious awaken¬ 
ing, etc. They are rarely selected on the basis of either 
literary or musical worth. It is agreeable to learn that 
most people prefer a quiet hymn, such as “Abide with 
Me,” rather than some of the sentimental vapidities 
which are overworked for gain. 

In most churches hymns of service are being used 
rather than hymns of passive sentiment. 

I have too many favorites to specify any one. 

REV. S. PARKES CADMAN, D. D. 
(Distinguished Clergyman and Lecturer) 

The selection of favorite hymns is only fair, and 
shows the need of education in hymnology. “Come, 
O Thou Traveler Unknown” and “The God of 
Abraham Praise” could hardly be omitted from a first 
class choice. No list is complete without Bishop Ken’s 
Evening Hymn, “Glory to Thee, My God, this Night. ’ 
My choice in order would be: 

1—Rock of Ages 
2.—O Love that Wilt not Let Me Go 
3—O God, my Help in Ages Past 
4. —Jesus, Lover of My Soul 
5. —Guide me, Oh Thou Great Jehovah 
£.—When I Survey the Wondrous Cross 
7. —Abide with Me 
8. —Lead, Kindly Light 
9. —How Firm a Foundation 
;0.—Come, O Thou Traveler Unknown 
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