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of Gibraltar, against which the waves of 
the seas beat in vain? Perhaps this illus
tration may explain Mr. Bauer's happy 
faculty of making Brahms persona g1·ata 
with the average layman. At any rate, I 
do not believe that Brahms is a problem 
in differential calculus to Bauer. Intimate Glimpses of the Famous 

Pianist in the Role of Pre
ceptor and Friend-How H e 
Illuminates the Cardinal Prin- ' 
ciples of His A rt 

By A L EXAN DE R R U SSELL 

p uBLIC interest in the artistic minis-
trations of Harold Bauer, the vir

tuoso, has long been so great that Harold 
Bauer, the teacher and f!"iend, is, by com
parison, little known. It is with a keen 
appreciation of the difficulties of the 
undertaking that I shall attempt to give 
a few impressions, stored away in the 
treasure house of musical experience, 
gleaned during an all too short personal 
contact with this master-musician and 
citizen-of-the-world in the relation of 
pupil and teacher. 

Some years before this relationship 
was established, the art of Harold Bauer 
came vividly before the range of my mu
sical vision. I heard him play for the 
first time and shall a lways contend that 
he played alone to me that night, in spite 
of the t housand or more other listeners 
present. Never since have I been able 
to overcome this conviction when listen
ing to him, for he plays in a manner that 
leaves j ust you and the music alone to
gether. So it was t hat I immediately be
came a Bauer devotee and registered a 
vow to study with him some day. 

When at last I knocked on his door in 
the Rue Ville J ust, Paris, I felt as if an 
old acquaintanceship was to be renewed. 
Had I not already been introduced to 
him through his playing? Compared 
with this, mere physical introduction 
paled into insignificance. I was coming 
to him, after much correspondence and 
frequent conflict of plans to lay my mu
sical soul bare to his critical but kindly 
gaze. From an inner room shut off by 
glass doors from that into which I was 
ushered, Mr. Bauer could be heard 
soothing the struggles of a Brahms vic
tim. Having but lately known, through 
sad experience, the strict justice which 
Berlin metes out to the unwary student, 
I regretted heartily that the Chopin 
Scherzo (which I was to play for him) 
and I were better friends. We were 
hardly on speaking terms. A final an
guished struggle from the inner room, a 
word of advice, the sound of departing 
footsteps, silence--then the doors of the 
ante-room opened an I stood looking 
into the keenest eyes I had ever seen. 

A strange senation, as if Mr. Bauer 
were looking at something beyond, made 
me turn to see what it was. There was 
nothing there. He was merely looking 
through me, and apparently finding 
nothing to arrest his gaze. Alas, poor 
Chopin Scherzp! It oozed out from the 
tips of my fingers, through sheer appre
hension . 

"At last we meet, Mr. Russell!" he said. 
"Yes," I replied, "but I already know 
you. I was introduced to you through 
our mutual friends, Beethoven, Schumann 
and Chopin." Thus we began. 

Playing for Bauer 
Then followed questions about my 

study in America and in Berlin; what 
was my most pressing need, what my 
ambition? In a short time, we had es
tablished the most cordial relations, and 
there came to me the first glimpse of 
Bauer as a teacher-he gained my confi
dence. Observing t he Chopin Scherzo 
under my arm, he suggested that I play. 
Now the crowning ordeal of a student's 
life is the first time he plays for a great 
artist. The helpless composition appears 
to be completely filled with wrong notes. 
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The pages seem interminable, and, al
ways in the fateful distance, looms the 
"hard place" toward which some remorse
less current of sinister power drives him 
with appalling speed. Never does the 
heart beat so freely or the breath come so 
easily as when, with set teeth and per
spiring brow, he somehow sweeps past 
the dread spot and comes to anchor in 
the quiet haven which marks the end of 
the piece. 

Mr. Bauer's first remark when I had 
ceased to irritate the welkin showed me 
the second great principle of his teach
ing. "That was very good. I should say 
you have sufficient · technique. Rather 
than try to give you more just now, I 
·shall try to make what you have more 
useful to you." He was not interested in 
finding out how little I knew, but in haw 
much I could learn. Later I learned that 
this principle logically included a third: 
When that which you have already ac
quired is made more useful to you, you 
have alread11 added to your store both of 
technique and musical knowledge. 

His next criticism was a direct applica
tion of this principle: "You articulate all 
your notes too much. The trio of · the 
Scherzo (C Sharp Minor) is a series of 
sustained chords, followed by descending 
arpeggiated runs. The notes of these ar-

peggios should be smothered-throw a 
veil over them. Use a different finger 
action; hold the pedal down throughout." 
I had been carefully picking out each 
note with conservatory correctness of 
curved fingers. He then played the pas
sage for me, and at once a fourth prin
ciple became clear : The value of tonal 
and color contrasts produced by different 
kinds of finger touch. 

To illustrate this, Mr. Bauer played 
for me the opening measures of the 
"Waldstein" Sonata, remarking that it 
was quite admissable, of course, to play 
it in a different manner. but that it was 
always essential that there should be con
ti·asts in the tone qualities produced in 
the various phrases. Thus, "the study 
of technique should be based upon its 
value as a means of expression, for in 
itself without relation to its employment, 
it is nothing." These illustrations 
served to stimulate my imagination to 
such an extent that it was filled with a 
vision of endless possibilities in tone
painting. Thus a fifth principle was re
vealed: He awakened the imaginative 
faculty. This was true of everything I 
played f or him-Beethoven, Chopin, 
Schumann, Franck and Brahms; yes, 
even Brahms. Did he not liken the 
Brahms G Minor Rhapsody to a Rock 

In a particularly difficult passage in 
the Etudes Symphoniques I remarked 
that no amount of practice seemed to 
make me absolutely sure of it when play
ing up to tempo. Would he show me 
some method of practicing, to overcome 
this? 

"If I knew some sure way to practice 
it, I would first apply it myself," said he, 
"although, I have not played it in some 
time, let me see if I can do it." 

He then played it, yet I could detect no 
false notes. "But, I probably played 
several wrong notes," he declared. 
"Well," I replied, "your rhythm was so 
incisive, the sweep of your playing so ir
resistible, the musical content so clear, 
that if you played wrong notes, I heard 
only the right ones." In this way a sixth 
principle of his teaching impressed itself 
upon me: Accu1·acy, while necessary, is 
p?-imarily a means to the end, not the end 
itself. 

Encouraging Initiative 
One day I asked him to show me how 

he would play a certain· composition 
which I was to brinf! him for the first 
time at the next lesson. Mr. Bauer was 
unwilling to do this, on the ground that 
he did not want any preconceived inter
pretation to hamper the full play of my 
intelligence and imagination. So I pre
pared the music as best I could and sub
mitted it to his criticism the following 
week. After having thus learned how I 
had studied it, he then played it for me, 
not as a demonstration of his interpre
tation, but to illustrate what he meant 
by the way he played it. I understood 
then a seventh principle of his teaching: 
Initiate, do not imitate. 

Like everybody else, I had my share of 
memorizing difficulties. Mr. Bauer 
pointed out in this connection that there 
are three kinds of memory: first, the 
muscular (or mechanical)· second, the 
intellectual, and third, the emotional. 
These primary divisions are, of course, 
sub-divided into various other phases, 
and loss of memory can be attributed to 
any one of these phases or any combina
tion of them. At the same time, it is 
rarely the case that at least one of these 
different "kinds of memory is not free to 
help out the others. For example, if it 
is the muscular or habit memory which 
is affected, probably the intellectual will 
not be so affected. -

Nervousness is cumulative, and, para
doxical as it may seem, mav be helped bv 
removing the effect, since the cause is be
yond treatment. For example, fingers 
running away, fingers sticking to the 
keys, loss of memory, trembling or cramp 
of pedal leg; these bugbears of public 
performance can be prepared for in ad
vance in p;rivate practi-::l. Thus, if the 
fingers stick to the keys, practice raising 
them very high; if the fingers run away, 
practice close to the keys; should there be 
a tendency to cramp in the leg, raise the 
heel from the floor, etc. 

It was not, however, until later that I 
discovered what, to me, is the great se
cret of Harold Bauer's playing, thus re
vealing the password to his kingdom
comprehensive command of tone color 
and infinite skill and variety in the em
ployment of it. I had always believed 
that musical sounds possessed certain 
colors which could be heard by the ear 
just as color is seen by the eye. Bauer 
proved it to me. He seems to have tqe 
whole science of the interrelation of color 
and sound waves at his command-a veri
table tonal spectrum analysis. Having 
discovered that overtones, harmonics and 
other such physical phenomena interested 
me, he proceeded to give me tantalizing 
glimpses of the possibilities which lie 
dormant in the pianoforte. Later, when 
I had learned to apply some of this to my 
own playing, whatever fleetness of fingers 
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