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PUBLISHER'S NOTES,

Book Premiums for Canvassers. In addition to the list of musical works offered
on the last page of cover of current issue in connection with subscriptions
to Music, we are prepared to give liberal premiums in other directions,
consisting of selections from the publications of the houses of A. C.
Mc. Clurg & Co., and Chas. Scribner's Sons. Full particulars will be given
in the next number. Meanwhile information can be had by addressing
this office.

Among the Contributors to Music are most of the leading representatives of the
musical profession in this country. Read the partial list of contributors
during the past year, given on the fourth cover page.

Musical Scholarship for Sale. Weare prepared to award a musical scholarship
valued at twenty-flve dollars, and good for lessons of any teacher in one of
the leading musical Colleges of Chicago, for fifteen subscribers to Music at
three dollars each. The subscribers will receive the Albun of Bee-
thoven, Chopin and Schubert selections gratis, besides their subscription.

Classes in Mason's Techmics. Mr. W. S. B. Mathews will form every month, be-
ginning November 1st, a class in Mason’s Pianoforte Technics, each class
to consist of not more than five, who will receive eight lessons of one hour
each in the practical application of Mason’s celebrated exercises. Each
pupil 310.00.

Wanted. A copy of the issue of Music for December 1891. Will pay liberally
for it. Anyone having a copy to spare is requested to address the Editor
of Music naming price. H. C. W.

Bound Volumes of Music. We are prepared to furnish bound volumes of Music
from the beginning except Nos. 1, and 2, November and December 1891.
These numbers are out of stock and we cannot supply them. Each volume
contains about six hundred pages of interesting musical reading. Bound
in roan and half cloth. Each $2.00. Imperfect copies of volume I, com
plete from January, 1892 at $1.50. .

The First Four Articles in the present issue of Music were delivered as addresses
before the annual meeting of the 1llinois Music Teachers Association at
Galesburg, June 25-28, 1896.

Riemann’s Music-Lexicon has been translated into English, and is now ready. It
consists of two rather thick volumes, containing the largest list yet pub-
lished of brief biographical notices of prominent musicians in all parts of
the world, and a vast amount of interesting information. The price is
%6.00. Weare prepared to furnish it 28 a premium with Music for six
subseriptions at $3.00 each. sen tdirect to the ottice of publication.
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2 THE RELATION OF MUSIC TO LIFE.

that they made it the mold for the entire structure of the social
and art life of their world. The emotions of old and young, of
the scholar and the wage worker, were awakened and fed by
it. The emotions, the soul in vibration, were waked by music,
chastened by music, and became with the Greeks the ultimate
boundless wealth of their nation, and of all nations to come.

The truly wise Greeks made delight the Alpha and Omega,
the beginning and the end of art, of life. Delight through
music, and beautiful motion, which is an important factor in
the study of music, was the exclusive preparation of the child
for the more purely intellectual pursuits of later life until
eleven years of age.

These people made golden play of work, and through it a
golden harvest has come down to us and abides with the
world. The Greeks found delight through music to be the
soil for the young seed to grow, to bud'in, and they made de-
light the finishing touch of all existence.

Not delight without service, for all beauty was for service
with them. All study of music for the development of capa-
city to increase, directly or indirectly, the joy, the service of
life. This kindling, this warming and chastening, this golden
play of the emotions that came through music, sprayed and
flowered on the Acropolis: it flowered in that luminous intel-
lectual life, into which we peer blinded with amazement; it
filled the streets of Greece with living gods.

Stone carved in the image of these men and women that
graced the streets of the little land of the Hellenes, we traverse
land and sea to look upon, the wealth that we gain by the loss
of our souls, we pay for the wealth of their souls crystallized in
stone. This supremacy of the Greeks in the realm of beauty
is the expression of emotions nourished in youth by music.

The relation of music to the life of these people was an
actual experience with divinity; it was the working of that
power that makes for delight and at the same time for right
living. This experience with divinity manifested itself in all
forms of beauty. A temple was, in its entirety, a work of
beauty. Not one frieze, one fresco, one statue for ornament
alone, but all for beauty and for service. '

So highly sensitive to beauty did the Greeks become that
all art, all life was conceived in beauty, from the simplest uten-
sil of daily use to man made in the image of his God.

This time of great fruition was during the period when
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music was the fundamental power in education, when all art
was for the sake of the soul. Not until the age when art was
studied for art’s sake and not for its relation to life did man
and art come to the period of decadence in beauty.

11

Again, the ancient Hebrews, the nation that stands on the
granite rock of conduct, of righteousness, this high people paid
highest honor and respect to music. The theme of the He-
brew poet is the living God, and he gives for the reason of his
song “His word was in my tongue.”

His word, the word of the Lord, came to the tongue of the
prophets through music. They recognized the importance of
music in its bearing upon life. When Elisha desired to have
word from God, when he desired to establish working rela-
tionship with divinity, he said, “Bring me a minstrel,” and the
record says, “And it came to pass that the hand of the Lord
came upon him.” And with the hand of the Lord came the
blessing to the land that was yearned for. Through this com-
mand, “Bring me a minstrel,” we see that Elisha understood
the relationship of the human soul with the universal soul. He
obeyed universal law, he worked with the law of harmony,
he worked with music because music is harmony, and harmony
is right relationship.

The glory of this relationship between the spirit in the flesh
and the spiritual world is portrayed in surpassing beauty in the
scene at the dedication of Solomon’s temple. What was the
material glory of that temple overlaid with gold and garnished
with precious stones, that temple, the beams, the posts, the
walls, the doors overwrought with gold, what was this glory
compared with the glory that filled the house of God when
the singers, the Levites, all of them of Asaph, and the many
other sons of music, lifted up their voice, and with their trum-
pets and cymbals sounded in praise of the Lord?

This multitude of musicians was as one, so great was their
uplifting, so completely were they harmonized by music that
their hearts sang with the powers on high, and they saw a
cloud filling the house of God with a glory so great that the
priests could not stand to minister by reason of the cloud. Har-
monious vibration gave these singers and players an experi-
ence of divinity.

That great volume of tone rolled out to the infinite center
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and established the relationship of soul to the infinite. The
musicians became not only one with each other, but one with
God. They did not merely praise divinity, they participated in
it.

In this “become one with divinity” lies the immortality of
that mighty people. Their development of power through
music was so great, the relation of music to life with them
was so close, that through it they brought paradise to earth.
The glory was not in the cloud, but in the singers.

Saul when possessed by the evil spirit was appealed to by
his servants to send for a musician, a cunning player on an
harp, that he might be healed. Saul sent for David, and we
are told that when the evil spirit was upon Saul that David
took an harp and played, and so Saul was refreshed, and well,
and the evil spirit departed. Such was the faith of the Israelites
in the effect of music on the physical man.

The ancient Hebrews saw in the relation of music to health,
to the maintenance of health, and the cure of disease, the rela-
tion of universal law to health. Health is equilibrium, equili-
brium is harmony. The relation of music to life is so profound,
so intimate as to be startling to one unacquainted with its
working. Records among the ancient nations abound with
testimonies to its healing powers. And the records of the
Academy of Sciences in Paris contain instances of most ex-
traordinary cures. .

There is no mystery in the healing power of music, it is
nothing more than the natural use of natural powers. It is
bringing mind, soul and body into right relationship by har-
monious expression.

III.

We come abruptly, for the time is short, to the vicissitudes
of being and becoming in modern life.

What is and what should be the relation of music to qur
present life? Music in modern life is more a diversion, a
pastime, an accomplishment than a source of development.
These are offices not to be despised. but should be an indirect
delightful result rather than the object of study.

The contrast of the use made of music by the classic Greeks
and ourselves, between the use made of music by the exalted
Hebrews and ourselves, is not greater than the contrast of the
comeliness of life in beautiful Athens and life in a modern city;
it is not greater than the contrast of the profound moral senti-
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ment underlying the life and literature of the ancient Hebrews,
and the lack of moral sentiment underlying much of the life
and literature of to-day. What is the cause of this divergence
from the comeliness of life, from the solid foundation of moral-
ity for our art and literature? To what may we attribute it
but to the assertion of the supremacy of the mind over the
soul, to the establishment of arbitrary intellectual standards
which ignore the soul of things, which ignore the over-sense
faith?

Man has taken things into his own hands. He has said:
“I have intellect, by it I will command all things. What I see,
hear, taste, touch and smell I will believe, nothing more.” The
over-sense faith, which is merely the perception of truth—
of God, has been ignored. It is the gradual blinding of the
inner eye to the perception of God that has broken the relation-
ship of mind and soul and led man away from, and out of, the
atmosphere of universal truth and beauty.

Music may lead us back, for it develops more than other
arts the sensibility to spiritual forces. “Besides the phenome-
na which address the senses,” says Prof. Tyndall, “there are
laws, principles and processes which do not address the senses
at all, but which can be spiritually discerned.” It is to this dis-
cernment that music leads.

I am not prepared to say that the lack of moral sentiment
underlying our civilization is owing to the position given to
music, but I am prepared to assert my conviction, based upon
years of practical work in music as a developing power of ca-
pacity, that if music were studied for the development of capa-
city and not as an accomplishment; if it were the spiritual food
by which our children were developed and nourished for the
first, most impressionable years now devoted to school life;
that if music were studied in this way by the higher classes,
and if it were free to the masses, that there would be less an-
archism, fewer strikes, and that we should be much nearer a
solution of the labor question, much nearer to a comeliness of
life. For music goes nearer to the soul than the word; it
moves to aspiration as the word never can move, because it is
immediate in its effect and without the aid of reason. Music
leads man to the realization that his chief environment is Di-
vinity. Music is a medium of expression by which the soul
goes out to meet its own, rolling out into the spiritual ether
which is its own substance. There is a great deal of so-called
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music which does not do this. Such tones are not music; they
are noise.

Science has shown that unspiritualized, lifeless tones are
irregular vibrations which on a sensitized paper register irreg-
ular, meaningless marks. While tones that have the essence
of life register beautiful curves.

Plato says: “Musical training is a more potent instrument
than any other, because rhythm and harmony find their way
into the secret places of the soul on which they fasten might-
ily.” A modern observer says: “Music can manage the whole
man.”

Cousin tells us that “The peculiar power of music is to open
to the imagination a limitless career, to lend itself, with aston-
ishing faculty, to all our moods.”

He further says: “It awakens more than other arts the
sentimient of the infinite.” The testimony to the importance of
music in its relation to life is abundant, strong and convincing.
The philosophers tell us what music does. They might have
added: "This is the cffect of music on the soul not benumbed
by drudgery in false educational methods”; they might have
added that “to such souls, souls approaching a state of petrifi-
cation, music vitally presented may still "open to the imagina-
tion a limitless career,’ it may still ‘awaken a sentiment of the
infinite,” it may still ‘manage the whole man.’”

The inert listener, the benumbed student, are not aware of
such influences, and possibly are not influenced more by music
than by any other vibration that is pleasing to the senses.

I music is to “open to the imagination a limitless career,”
if it is to "awaken the sentiment of the infinite,” it must become
an actual experience, as loving is an experience, as the going
out of one's soul in thanksgiving is an experience, it must enter
into and fced the spirit as oxygen enters into and feeds the
body.

We have, as St. Paul emphasizes, “a spiritual body and a
physical body.” We are surrounded by a spiritual atmosphere
as we are surrounded by a physical atmosphere. The soul.
awakened by music will draw from this spiritual atmosphere,
feed upon it, become inspired by it.

When music becomes an experience the attainment of
personality through it has begun; “the sentiment of the infin-
ite is awakened,” and character roots itself deeper and deeper
in moral sentiment, and life takes on a higher meaning and an
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intensity before unknown. But the vicissitudes of being and
becoming a musician in modern life are so great that the so-
called study of music, music the inspiration, the soul-awakener,
music the language of the gods, becomes the severest drudgery
and so falls short of its divine ministration to mind, soul and
body.

Iv.

Music is ignored in much of the so-called music study of
to-day. Life, years of life, dollars, millions of them, are spent
to acquire the art that, like the poétry of the Hebrews, rests on
God.

With a wild instinct and a little knowledge that music does
the things that the great of the world have claimed for it, the
child is driven to some instrument. For what?

If the relation of music to life were now what it was with
the wise Greeks it would be to enter upon the most beautiful
experience of its life. It would be to recognize at first itself—
its own throbbing life, and then through tone creation, not
imitation, to find through the open path of nerves and muscles
the avenue for the expression of that self. Through tone and
beautiful motion the process of developing mind, soul and
body would be begun.

Too often, however, the personality, individuality, self ex-
pression is forgotten in the pursuit of means and methods.
Too often the student is forced to study signs mechanically and
to think of the fingers or the throat and to drudge, to para-
lvze the spirit in trying to get the organs of musical expression
in position, the mind being concentrated on the organs of ex-
pression rather than on the idea to be expressed. “Signs” and
“throats” and “fingers” and no music, what can such study do
toward developing capacity, toward developing the creative
faculty, which is the divine faculty? What can such study do
for the awakening of moral sentiment, humanitarian senti-
ment? And such development is surely the object of all true
education.

The beautiful use of the organs of expression in music is the
result of beautiful concepts. If soul sings to soul it is through
the medium of vital technique, it is when the whole being of
the singer is awakened to the thought, when the muscles as
well as the spirit are under control of a great moral power.
Then the action of the organs of expression is as spontaneous
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as emotion is. Then, and then only, is the entire being report-
ed in tone. Man made in the image of his God was not made
to drudge for beautiful experiences, but to perceive and re-
ceive.

The attainments of the ancient nations were such as to war-
rant a most careful investigation of their methods for our own
benefit. From them we must conclude that the first office of
the study of music is the development of capacity; that its sec-
ond office is that of a reporter of the individual. With regard
to this second office, the reporting of the individual, the royal
road to it is by the practice of expressive gymnastics with rela-
tion to voice and instrument. For only when the muscles have
free play will the tone production be music, be the fitting ex-
pression of musical concept, the faithful expression of the har-
monious spirit seeking utterance.

The study of music, pursued with reference to the develop-
ment of capacity, results in character for the individual and
character for the race.

Step by step the hope of the student broadens, at each step
he is met by a new idea that lifts him on to the highest possi-
bilities. He recognizes that limitations do not exist, and finite
expressions of truth roll on to the infinite. Through an un-
selfish purpose the student finds that there is not one law
for the study of music and another for right living. He finds
himself possessed of wealth to give and glories in the giving.
The alchemy of spiritual development turns all the tones of
the singer or player into golden tones.

The inevitable result of such development is the complete
artist and the complete being. A soul thus awakened seeks
and finds its place in the world. It finds that there is no life unto
itself, it must live unto humanity, and “it sings to God by sing-
ing to the souls of men.”*

At the conclusion of the paper by Mrs. Cheney, Mr. Di-
Campi made the following remarks:

I might add a few words to Mrs. Cheney’s paper. Her
paper so entirely appeals to my professional and artistic feel-
ings, sentiment and convictions, that I really have little to add,
if anything. She says all I would have said, but I would like
to take Mrs. Cheney’s subject and rub it in a little. I can add
nothing to what was beautifully expressed.

*Read at Galesburg, Ill., before the Illinois Music Teachers’ Associa-
tion, June, 1896.
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In this country the teaching of music devolves upon two
classes of teachers, and I want you to understand that I make
a distinction, definitely, between the two classes. Humanity is
divided into two classes, those who think as I do and those
not thinking as I do. There are two classes of professional
people. Take for instance the showman who goes around the
country to make money, there is the impressario of the opera
who caters for money and pays the artist, no matter what price,
but he will not go below a certain standard of merit. This man
will bring to you artists from the old country or from this coun-
try. They find the public ear wants to hear them, but if the
ossified man, giraffe, or fat woman appears aud says to him
“there is twice as much money in hiring me,” that man will
have nothing to do with them. While he caters to the public,
at the same time he will not sacrifice his artistic feelings.

The other class will take an artist who sings and anpther
who dances on a tight rope, or anything whatever that brings
money. He does not care. All that he wants is your money.
Everything the first man will exhibit will elevate, the other man
debase. While both are after money, money is not all of the
consideration of the first class. With honest teachers the same
distinction appears. There are those that want nothing but
your money. If you have a good voice or bad voice they hold
out promises of success. We know they do not care as long as
they get your money. At the same time there is another class
who conscientiously labor all the time. Then there are those
who give but half their time to money making, for they want
the other half for personal improvement. They tell their pupils
exactly what is right. These teachers always study and try to
improve themselves.

If there is anything established beyond peradventure, it is
the fact that technic, either vocal or instrumental, is a second-
ary consideration. Music is not made for the eye, it is made
for the ear. Not, I will say, for the ear, but for the heart. You
must be taught to see, to hear, to realize before you can under-
stand how to go about it. The method is to be left to the indi-
vidual teacher and individual pupil. No two are alike.

I have no doubt Mr. Mathews, who is an excellent lecturer,
will describe and show to you more clearly than I can the mean-
ing of Mrs. Cheney’s- paper. It is the best thing I have heard
in this convention yet.



THE PLACE OF MUSIC IN THE WORK OF
THE CHURCH.

BY REV. W. B. CHAMBERLAIN.

A few years ago if we had been asked to explain in two
words our conception of the function of the church, most of
us probably would have answered, “Worship and Instruction,”
or, more likely, “instruction” first and “worship” second and
subordinate. To-day many a live Christian man, especially if
he be a minister, could hardly satisfy himself with these ele- -
ments, but would feel that he must add to the teaching and
prayer and praise of the Sabbath services, and of the regular
week-day prayer meeting and occasional evangelistic effort,
varied ministrations to the whole of man, intellectual, social,
physical, as well as directly “spiritual.” The efforts and results
of the Young Men’s Christian Association of the Institutional
Church and of the Christian Social Settlement are showing us,
not perhaps that we are to obliterate the distinction between
the sacred and the secular, but that we must treat all the inter-
ests of human life as essentially sacred; that the business of the
church in the world is to spiritualize all activities, and to bring
the thought of God into all the interests of life, to let the love
of God so fully enter society through Christ-filled lives that
education, recreation and social affiliations, industrial prob-
lems, commercial transactions and civic responsibilities shall all
feel the mellowing grace and realize the uplifting power of the
life of Flim by whose name we are called, and in whose name
we minister.

It is a law in logic and in physics that as the extension in-
creases the intension diminishes. In the spiritual realm this
law does not hold, for every casec covered gives added corrob-
oration of the principle, and every application of the force but
augments the energy with which that force acts. Its com-
petency is not diminished but increased by its effects: “There is
that scattereth and yet increaseth, and there is that with-
holdeth more than is meet. but it tendeth to poverty.” The
church has never grown poorer by giving herself to the
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world. She will find still more glorious riches in a fulier and
more diversified giving of herself. Yet the tendency of our
present church life and that which we shall see in the near
future will not unlikely be to grow less spiritual, in the com-
mon acceptation of that term, as she grows more practical.
This tendency must be met, not by cutting off any of her exter-
nal activities, but by nourishing and stimulating her inner
life.

For the preservation and development of the distinctively
spiritual life in the church the offices of worship seem to be
especially suited, and to have been divinely appointed. I
believe that in our modern religious life, and especially among
churches of our order, this element of worship is not made the
practical force that it should be. Few of us, perhaps, realize
what a larger provision, relatively, God has made for worship
in the book he has given us. A little study recently made
with a class as to the liturgical materials furnished and the
relative place given to worship in the Bible resulted in a
view almost surprising to my own mind.

Throughout the Old Testament the idea of worship is
most prominent. This appears in the patriarchal period. Abel’s
offerings, Jubal's music, public worship led by Enosh and
Enoch, the sacrifices of Noah, the altars of Abraham appear-
ing wherever he sojourned, and the sacrifices he was especially
directed to make, the priestship of Melchizedek, the altar-build-
ing of Isaac, the worship of Jacob at Bethel and at Peniel, are
but typical notices, showing that worship was foremost with
all those worthies. None except Noah appears distinctively
as preacher or prophet, but all were especially leaders of wor-
ship. It seems a very safe proposition to make that the offices
of worship were instituted much earlier and emphasized much
more than was instruction or preaching.

The same principle appears in no weaker light in the Mosaic
and Levitical period. The books of Exodus, ILeviticus and
Numbers are full of explicit directions for worship, and a tribe
of men are set apart and ordained to this special service. The
Hebrews desire to go three days’ journey into the wilderness,
not that they may hold a mass-meeting with platform addresses,
but that they may sacrifice and worship. The Passover is insti-
tuted as a distinct and emphatic prescribed form of worship,
a liturgy of symbolic action. The escape from Egypt is cele-
brated by choral service, not by speeches. Priestly vestments
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and trumpet calls, anointings, offerings and magnificent ritual
divinely and minutely prescribed become the vehicle for com-
municating spiritual ideas, and the means for assistance and
development of the spiritual life. In its more mature, and
perhaps more highly aesthetic form, the temple service follow-
ing stands as a distinctive feature of the Hebrew cult; and a lit-
erature surpassingly rich, and never since equaled in imagina-
tive, emotional and highly poetic properties, became the special
glory of that chosen race, and the rich heritage of all the ages.
Certainly it would not be too much to say that throughout the
Old Testament scriptures the dominant idea was that of wor-
ship. Communion with God rather than instruction by men
was the end of all its symbols and services.

It may be thought that these earlier revelations and pro-
visions were suited to the more childish stage of the race, and
that in such a stage we might naturally enough expect em-
phasis upon the elements of worship and song, but that in the
maturer development we should look for something more intel-
lectual. We should naturally expect to find in the New Testa-
ment a predominance of the ethical and practical, of the didac-
tic, and perhaps of the argumentative, rather than the aesthetic
and the devotional. We forget, perhaps, that the New Testa-
ment was ushered in by four of the most magnificent songs
that ever broke upon mortal ear—the “Magnificat” of Mary—
in which wells up and overflows, not only her personal rejoic-
ing in the advent of the Messiah, but the whole Christian
world’s gratitude and glory; the Song of Zacharias, the “Bene-
dictus,” which has been a favorite tone in the church and ever
will be, and then that song of more than earthly beauty and
glory, the one strain caught from the celestial world, the “Gloria
in Excelsis,” and the beautiful “Nunc Demittis” of Simeon.
This quartette of great songs indicates the more highly ideal-
ized expression of the spiritual in New Testament thought and
experience.

Our Lord himself recognized the worship of the synagogue
and took part therein. He provided for public or common
prayer. He accepted the worship of grateful hearts. He
kept the feasts of his people and sang the psalms of the ritual.
He gave us the great high priestly prayer; He parted from
his loved ones with a benediction and received their awed wor-
ship in his very ascent.

The disciples received the great out-pouring of the spirit in
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preparation for their work while they were waiting in wor-
ship; the apostles were ordained with prayer and praise. Fer-
vent worship, no less than strenuous intellectual wrestling
with prejudice and error, marked the life of that fruitful period.
The outgrowth of this life as seen in the epistles shows the
commingling of worship with instruction, the worshipful feel-
ing forming the very atmosphere of the teaching. Whole pas-
sages in the epistles are given to definite instructions as to
the conduct of worship, as in I. Cor., xi.; massive argument,
as in the Epistle to the Ephesians, culminates in enthusiastic
and exalted adoration. The diffused, implied element of wor-
ship is crystalized now and again in definite instruction and
exhortation as to worship, as in Eph., v.: 19; Col,, iii.: 16; L.
Tim., ii.: 1-8, and in many other passages as unmistakable,
though less explicit. The Epistle to the Hebrews is largely
concerned with the exposition of the true meaning of real wor-
ship and with its interpretation and culmination, rather than
abandonment, in the light of Jesus’s life and work. The
epistles of Peter and of John are saturated with the spirit of
worship and of praise. Jude is apparently more disturbed at
the “spots upon the feasts” than at any weakness of doctrine.
The great culmination in the loved disciple’s Apocalypse gives
the true place to the spirit of worship, which it beautifies with
a glorious imagery more than human, as it breaks upon us
again and again with the massive refrains of its great “Alle-
luiahs,” as with harps and voices the celestial choirs ascribe
praise to the Lamb, Him who is worthy to receive power and
riches and wisdom and strength and honor and glory and
blessing.

The idea of worship and the provisions for its exercise
seem thus to occupy a most prominent place and to have a
distinct progress throughout the revealed word.

The early church fostered this spirit, developing worship
with doctrine, and as really, perhaps, made worship the basis
of doctrine as doctrine that of worship. Our later churches,
even of the Reformation, have found the offices of worship
vital to the spiritual life, and have in definite ways provided
for its systematic cultivation.

In any ecclesiastical system worship must be prominent. Tt
is of supreme importance in our free churches, because they are
free. As the fact of our theological freedom emphasizeé the
importance of cultivating a clear head, a mellow heart, a
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sound judgment; all that shall make life itself, instead of the
trappings of life; so in our worship, the very fact that we are
not held by any traditionary forms, but are left free to use
any or no forms, imposes upon us, all the more imperatively,
the duty of cultivating the spirit of worship. And the develop-
ment of free liturgics ought to be the logical counterpart of a
fully protestant theology.

Now the place of music in this spiritual culture, especially
in our free churches, becomes apparent at a moment’s notice.
It takes the place of liturgy. Tone is to us what incense and
vestments and architecture and all ritualistic observances have
been to other portions of the church. Music appeals to the
soul in a peculiar way. Hearing is especially the spiritual
sense. Tone expresses normality of action. Rhythm and
meter are but a more palpable manifestation of the same sense
of normality, harmony, ideality and exaltation. Musical tone,
through its possibilities of volume, typifies the expansibility of
the soul; through the grateful prolongation of the sound it
enables us to dwell longer upon the sentiment, and so to assim-
ilate it the more completely. While the polyphonic expression
of harmony seems the natural symbol of the deeper, reflective,
rationalized emotionality which grows directly from our ma-
tured protestant Christian thinking. As a historical fact the
harmonic development of music dates from the Christian era.
Modern music legitimately belongs to the church.

Practically, then, how may our church music directly minis-
ter to the spiritual life of our churches to-day?> Such brief
suggestive answer as can be made here may appear best by
a glance at the different parts of the musical service.

I ask you to notice first that which, I fear, is too often
ignored by ministers, the spiritual possibilities of good organ
playing. The first sound that greets the ear of the worshiper
as he approaches the Lord’s house on a Sabbath morning is
probably the tone of “the solemn organ.” But does it always
solemnize? Does it edify spiritually? Do pastor and music
committee see to it that this introduction to worship shall be
even religious? Is it not too often thought sufficient—per-
haps all we can ask—if the organist be outwardly decent, and
his performance not too manifestly and strikingly “of the earth,
earthy?”

The great property of instrumental music as distinguished
from vocal. is that of general suggestiveness rather than specific
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expression. Tones convey moods, states of feeling. Music
gives a general atmosphere in which definite thoughts take
shape, according to laws of association and suggestion. As an
introduction to worship, this general office is ordinarily more
effective and useful than would be any special intellectual con-
ception or idea, because the people, coming from all sorts of
occupations and associations, are not as yet prepared to center
their attention upon any one definite thought. They may be
drawn into the mood which shall prepare them for thinking,
feeling and willing in the line proposed by the service and the
sermon.

Thoughtfulness, reverence, tenderness, submission, adora-
tion, yearning, aspiration, joy, courage, strength, triumph, are
a few abstract terms representing states of mind that may be
directly suggested and definitely induced by the varied tones
of the “king of instruments” under the manipulation of a Chris-
tian artist in some situations even more effectually than could
be done by any of the more intellective processes of literature,
rhetoric and homiletics.

This essential spiritual suggestiveness may be realized in
the use of even a weak and inadequate instrument, when
played by an intelligent and devout person. And that person
need not be a great or brilliant performer.

There are simplified arrangements of compositions by the
great masters, expressing reflectiveness, sincerity, purity, ear-
nestness, spiritual aspiration, which can easily be rendered
by a player of very moderate ability; and even on an ordinary
cabinet organ such selections will suggest these spiritual effects
in a way that will be infinitely more edifying for religious uses
than the mose brilliant execution of worldly conceptions in
marches, waltzes, amorous melodies, trifling movements or
physically thrilling tone-colors, which might be delightful in
a concert, but are wholly inappropriate in churcn.

It may be there are some good and serious people who do
not readily discern the difference between these opposite types
of organ music. Corresponding differences, though much less
marked, would be plainly recognized and sensitively, critically
noted, if occuring in the literary or elocutionary ministrations
of the Lord’s house.

Vitally connected with the organ work is that of the choir.
The singers, perhaps, come a little nearer to our common rec-
ognition as actual participants in divine service, because the
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sight of their faces and their utterance of religious words, make
us more aware of their personal share in the worship. But to
this day, in some of our churches, it seems quite a matter of
indifference whether they shall be Christians or not. To em-
ploy a godless or profane man to read the Bible in the service,
just because he happened to be a competent elocutionist, would
shock our sense of fitness and decency. But can any one assign
any reason except “the traditions of men,” why the Scripture,
as voiced in the most idealized and spiritualized type of tone-
representation, is any less sacred than the same thought uttered
in ordinary conversational language? Probably nine-tenths of
all anthems, solos and choruses used in our churches are direct
Bible quotations, sometimes with slight alteration or para-
phrase to suit more rhythmical movement, but more often pre-
serving even the exact literary form. Moreover the passages
employed for such use are nearly always among the tenderest
and sublimest utterances of Holy Writ.

I do not wonder that one of the most effective of our
Chicago pulpit orators testifies that he not infrequently finds
themes for his best sermons in the texts of the anthems sung
by his choir. That man attends his choir’s rehearsal every
week, knows what they sing, and no doubt assists in making
selections, sees how to adapt all the parts of the service to each
other, comes into sympathy with his musicians and brings
them into sympathy with him, so that unity of aim and spirit
are secured. His singers are all Christians. No one, I under-
stand, preaches in that choir who does not come to the com-
munion table with the other worshipers.

Only let the minister thus identify himself with his co-
laborers and bring them into active participation in the real
spiritual work of the church, and all the offices of choir music
—solo, duo, trio, quartette, semi-chorus, full chorus, solo in-
struments, full orchestra, if you can get it, with organ—all
possible or available means—may be used with proportionate
augmentation of spiritual effectiveness.

If choir, and especially solo performances, are found to
chill the ardor of worship, to secularize the whole occasion, as
not seldom happens, it is because a godless, soulless musician-
ship is called in to “draw,” with little thoughts of how it shall
attract, or to what.

I know well the objection that arises when we press this
demand for spiritualized ministrations of music. Ministers,
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scarcely less than music committees, fall back upon the plea,
“We must do the best we can.” It is tacitly, perhaps half un-
consciously, assumed, first that music is not, after all, a serious
part of the church work. It is made a semi-religious affair—
a kind of bridging between the world and the church—and
secretly, or perhaps avowedly, we are willing that it should
retain enough of the worldly spirit and association to make
worldly people feel at home. It may be, by the way, that the
same philosophy is affecting the essays and orations and crit-
ical reviews and literary disquisitions and esthetic effusions by
which here and there the pulpit itself attempts to “draw.” Itis
as legitimate in the one field as in the other. Personally, I
would be far from excluding any honest attraction, literary,
artistic or social, by which men may be won to hear the truth
and accept the life; and from my special point of view I shall be
satisfied when the same principles shall apply to the choir as to
the pulpit; but I am fully convinced that the drawing power of
Christ and his gospel will be a thousand fold increased when
all the agencies of instruction and worship shall have been
thoroughly spiritualized. :

Another error in this matter of choirs is the traditionary
but false assumption that singers are such a sensitive and
senseless class of beings that it is practically impossible to do
anything with them except to let them have their way or dis-
miss them. From twenty-five years of intimate association
with this class of people I am prepared to refute this accusa-
tion as wholly unfounded and unfair. Like any other class of
specialists, they do object to being dictated in the details of
their work by those who are ignorant of those details; but
almost more than any other class I have known, they welcome
intelligent and sympathetic suggestions.

It is not, however, the choir-ministers any more than the
pulpit-ministers that make the real worship of the church.
These special servants of the congregation of course are pri-
marily efficient in giving the key to the devotions, but the
general sense of the people as a whole will always modify and
often even neutralize or reverse the effect of both pulpit and
choir, while the corroborative and culminative effect of the
congregation’s mood and response is, in worship as in oratory,
the object and the end of the whole work.

Intelligent taste and devotional sympathy must therefore
be secured by the congregation. To this end the hymns

3
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and tunes assigned to the people will be most studiously
regarded. The literary nature of hymns as lyrics, simple,
reflective or enthusiastic, or as more or less dramatic, will be
noted by the minister, suggested to choir, and taught to con-
gregation, in social meetings and song services. This may be
done as legitimately as any notice may be taken of literary
form or textual criticism of the Bible itself, and perhaps with
as good results. For what is a Christian hymn but the em-
bodiment of some biblical truth in poetic form, often not more
poetic than the original, only different. Such biblical truth
in form of a hymn often comes, or may come, closer to both
feeling and understanding because it embodies the experience
of some other man, contemporary or modern, and its grate-
ful form and musical setting endear it to the heart and incor-
porate it with the life.

For the cultivation of the devotional spirit, then, it is of
utmost importance that both hymns and tunes be pure in form,
refined in tone, elevated in spirit, earnest in purpose. We may
justify, for their peculiar uses, the physically exciting and ra-
tionally trivial or absurd ditties and jingles which may be
accompanied by clatter of tambourine and thudding of drum;
we may allow the occasional and special usefulness of many of
the so-called “gospel hymns,” without admitting that for the
regular worship of the church and the normal culture of the
spiritual life we should accept anything but the best and
highest.

Adaptation is the only law, but we claim that the best
means are adapted for the highest ends.

Nor is the highest style impracticable. Such noble poetry
and music as are combined in the Plymouth Hymnal can be so
introduced and cultivated that it will be loved and enthusias-
tically sung by any congregation of average intelligence and
taste.

What has here been said has more than hinted that the
responsibility for the use of the best means and methods of
worship in the church rests primarily with the minister him-
self.

As to the doctrinal and practical teachings of hymns, who
is in so good condition to judge as the minister? It is his
duty to recognize and to utilize this teaching power of hymns
as being among the very best embodiments of biblical truth
in experiential form and idealized expression. The exhorta-
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tion to the Colossians should not be a dead letter to our
churches: “Let the word of Christ dwell in you richly in all
wisdom; teaching and admonishing one another with psalms
and hymns and spiritual songs.” And the standard applies as
justly to those “spiritual songs”—almost always directly bib-
lical—which are sung by our choirs in the form of voluntaries
of various kinds. The authorship of a hymn, its literary quali-
ties, its emotional content and spiritual uses, especially as con-
nected with the other parts of the service in which it is used,
all these are points on which the minister should be ready
to give light and inspiration. But hymns and anthems, solos
and quartettes, as sung, depend almost wholly upon their
poetic and musical qualities. The ordained leader of spiritual
things should be trained to the discernment of these quali-
ties. It is possible for him to familiarize himself not only with
the grammar and the rhetoric, but also, and especially, with
the philosophy of musical interpretation; so that, possessing
an intelligent sympathy with the labors of his musicians, he may
in alliance with them raise the church music to a high plane
of intellectual and spiritual edification. The minister should
feel himself responsible for the doctrinal bearing and devotional
effect of all the music given in his services. But in order to
discharge this part of his duty he must know something about
poetry and music. It is not enough that he have a general
desire to make the music contribute to the religious good of
his people; he must see to it that it does this. An occasional
song-service, with a well developed hymn-sermon, will be help-
ful in unifying pulpit, choir and pew, and in vitalizing the
entire service.

Church music to-day presents a serious problem. There
seem to be two extreme tendencies. On the one hand there is
a reaching after something that shall “draw” those who are
unconnected with the church, and “hold” those who are but
slightly attached: and it is thought the music must be highly
artistic, even though it be heartless and godless. On the other
hand we find a strong tendency to popularize the singing of
Scripture texts and religious sentiments, regardless of those
properties of solidity and chaste beauty which the more culti-
vated and sensitive demand as the suitable expression of true
religious feeling.

Now, there must be a way to harmonize the best elements
in these opposing factions, to combine genuine spiritual in-
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struction and edification with the satisfaction of the truest
aesthetic feeling. I believe the solution is not far to seek. In
our rich literature of sacred music, ranging from the majestic
oratorio chorus and the gorgeous Te Deum down to the plain
hymn tune and the simple but sincere lyric song, we have
abundance of adaptable material well fitted to give to the great
mass of the people deeper satisfaction than they find in the
luxurious display of the opera-house or the more refined pleas-
ure of the chamber concert or even in the thrilling rendition
of the grand orchestral symphony. Does this seem too great
a claim? I believe it is justified by the fact of the greater
number of listeners in the churches, and by the consideration
that the most common as well as the deepest feelings of the
heart are touched by the sober but inspiring strains of Chris-
tion song as they are not by the fictitious and the emotionally
extravagant; just as pulpit oratory, made doubly practical by
addressing the “business and bosoms” of men, draws, in the
aggregate, larger throngs than all the philosophical lectures,
platform entertainments and campaign speeches.

But in order to thoroughly accomplish this natural func-
tion there must be both rational interpretation and enthusias-
tic rendition. There must be the theological point of view and
the poetic inspiration. “What is it then? I will pray with the
spirit and I will pray with the understanding also; I will sing
with the spirit, and I will sing with the understanding also.”
Ideally we should have a ministry thoroughly educated in
music; we can and must have, at the least, some musical intelli-
gence on the part of our clergy.

Before we shall realize our ideal, one other thing must be
done. As the minister should have something of the musi-
cian’s view, so must the church musician be led to the minis-
ter’s point of view. In either case something can be done by
individual and self-directed effort; much more might be accom-
plished by systematic instruction and culture. A training
school for church musicians, in which Christian men and
women, already proficient in music technically, shall come to
know and appreciate and utilize the literary and ecclesias-
tical bearings, and the devotional, evangelistic uses of music,
is the “consummation devoutly to be wished.”

Musical and poetic training of the ministry, together with
religious training of musicianship, will throw the arch over
the chasm which too largely and too shamefully separates art
and piety.
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DISCUSSION FOLLOWING THE READING OF MR.
CHAMBERLAIN’S ESSAY.

Mr. de Campi—I think we, as musicians, can all say “amen”
to Mr. Chamberlain’s paper, Mr. President. I think none of
us would controvert the position taken by him.

Mr. Chamberlain has asked us if we thought he was a theo-
logical crank. A polite question always requires a polite an-
swer. I say no, unless common sense would make a man a
crank. -

This question of religious music is one that is almost impos-
sible to handle. What makes music religious? Suppose I take
a piece from an oratorio and play it on an instrument; is that
religious? Most people would say yes. Suppose I take a piece
of profane music and put religious words to it; they would say
that would make it religious. Agreat deal depends upon the
feelings of the person who hears it. I will treat this subject
in a very few words from the standpoint of the operatic stage.
It seems strange, but I will do it. Mr. Chamberlain just now
told us of that gentleman who sang religious music in the
style of one who sings heroic music or love songs. Now, I
totally disagree with him there; it would not do even for that.
That is simply a piece of affectation. In making a speech, for
instance, the tone of the voice is a reflection of one’s senti-
ments—one’s soul. Interpretation is nothing but emotion put
into sound; the English is the same on the stage or in the
parlor. If your heart is not in it; if you are simply imitating,
simply posing, as not only choirs but ministers do, there, even
in that case, your position will be false and everything falls flat
to the ground. Our choirs are composed very often of people
who think of themselves first. They do not expect to hear the
clapping of hands when they have finished, but they are cater-
ing to that element. Such a choir is worth nothing at all.
Solemnity does not depend upon drawling, but it depends upon
earnestness. As Mr. Chamberlain says, nine-tenths of the
choirs are not taken into consideration by their pastors.

The discussion closed for lack of time.



THE COMMON SENSE OF PIANO TEACHING.
BY EMIL LIEBLING.

The topic as announced on the program is, I think, totally
misleading. I may possibly have a thing or two to say about
piano playing before I get through. When I accepted the invi-
tation I hardly anticipated appearing in a dual capacity and I
have not put down anything in such a way that I would exem-
plify it by the term easy.

I feel particularly at a disadvantage in following the very
idealic and convincing attitude which Mr. Tomlins takes in his
discourse. The various points which I have jotted down are
eminently practicable. I presume most present are music
teachers.

I have put down a number of questions seemingly of little
moment, but which are being put all the time, such as “How
do you get up a class?” “How do you get rid of a class after
you have gotten it up?” “What had I better charge?”

All these things are, after all, a matter of a great deal of
importance. Those who know me know that I am never
aggressive. 1 fall in easily with the views of others. I
wouldn’t for the world have any one assume that I am here
to blow my own or any one else’s horn. I talk no methods
or ways of teaching. I have confined myself a great deal to
the practical aspects of piano teaching. Faith may move moun-
tains, but it will not teach piano. When you are told that a
certain amount of muscular force, strength and facility can be
acquired without muscular practice, I, for one, cannot take any
stock init. Every muscle of the human body is naturally weak.
When people speak of stiff fingers they confound it with weak-
ness. The young man who rows or goes bicycling must de-
velop certain muscles. You don’t think of it. It would seem
perfectly useless to say anything about it, but there is after
all prevalent a general drift in musical teaching which is inim-
ical to its best interests. All muscular practice must be intel-
ligently directed, but it cannot be done away with. One can-
not merely think they can play octaves and accomplish it.

I am very often asked as to the mode of payment. It is
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best to be paid in advance. The pupil has it off her mind. It
doesn’t trouble her any more. It is best to insist upon a cer-
tain part being paid in advance to insure a sufficient continuity
of work so as to be able to produce some results. It is really
for the interests of both parties concerned to be paid at least
a term in advance.

The same with professionals taking part in public concerts.
When you are asked to play for church festivals and the like
of course you are glad to get a bonus. There has never been
a great calamity in the world—a tornado, cyclone or whirlwind
—but another calamity follows at once in the shape of a benefit
concert. The people who get it up have ample time. They
have nothing else to do, but the musician is the one who has
finally the real brunt to bear.

Another point to performers in a professional way. Never
take part in a performance with amateurs. The amateur has
the best chance.

As to how to get up a class, it is rather a difficult matter
for one person to tell another.

As to the price, a great many go into a town with a margin.
They get started in with a liberal allowance of twenty-five cents
a head. They think they can work up. The world will always
take you at your own valuation. If you are a two dollar man in
a five dollar town they will pay you two dollars. I don’t know
as to the five dollar man in a two dollar town.

As to coming down on your price, that is also a matter
of dispute. You inform your pupil your terms are $50 per
term. The average person thinks it is their religious duty to
try and beat one down. The pupil says, “Well, I thought of
appropriating $40 for it; $50 is a good deal.” It is hard to
think of $40 walking out of your office, but that is something
that must be learned. To refer, then, to the question of reduc-
ing your terms. The very people to whom you reduce them
don’t believe you. I don’t believe there is a first class teacher
here who hasn’t some pupils whom he teaches for nothing.
I know I have. With others we are apt to extend their time,
or give them more time than they pay for. We want to know
when we do an act of benevolence.

There are teachers and teachers. A good deal of teaching
is done on what I call the tontine plan. A great deal is paid
in and a sort of indistinct guarantee held out for twenty
years hence. You are not told you will learn a great deal
now, but in the dim distance.
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I fully appreciate that there might be a great deal of bene-
fit in the competition which will take place for a prize, but 1
myself have doubts as to the benefit for the many. The
twenty, say, who compete for this prize, spend the most of their
time on the piece they are to play. There is only one out
of the twenty who will win it. Only one gets it; the other
nineteen get left.

Music has, especially in this country, taken such rapid
strides that it is really a necessity nowadays. We professional
musicians make a feature of it for our own use.

I have attended the public examinations at the schools in
Vienna and Berlin and the playing there was not a bit better
than the playing at our schools in Chicago.

As far as private teachers are concerned, we have better
work done every day by our first class teachers than in Europe.
It is an acknowledged fact to those who are in a position to
judge.

A pupil wants to go to Europe. We are glad to have her.
We give her letters to Moskowski or other musicians of prom-
inence. They go over there, but when they come back they
either do not play at all or they do not play as well as when
they left. They sometimes stay over there so long they forget
what we taught them. And some malicious person might urge
that if they do not play at all when they return that a good
many more had better be sent.

The class of music played in this country ‘is also better than
that played by amateur players in Europe. Men like Mos-
kowski are astounded by the programs here. They commence
with the conventional Beethoven Sonata, then some Schu-
mann, some Chopin, and then perhaps two or three modern
things, always a Liszt Rhapsodie or Fantasie.

Now take the programs in this country by the artists, by
Mme. King, vou will find the modern authors are recognized.
In this country we are obliged all the time not only to keep
our constituency but to reach out for him. And this will apply
also in teaching. A music class will turn itself over in about
three years. The pupils you had three vears ago will be
through with you for an unlimited variety of reasons. Some
get married, some die, some never die. Some have had enough;
the teacher has also. Now, during these three years unless
you have created new business vou will be left high and dry,
and while there is a great deal idealistic about music, there is a
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great deal that is practical about music. I would not be under-
stood as underrating the ideal side.

It would be better if all teachers would sail under their true
colors. If I am a piano teacher I will announce myself as
a piano teacher, but if I want to teach the ethical portion, I
must put on my card, “Teaching of the soul, extra.”

If a person studies purely for their pleasure, I wouldn’t
think of giving them the same course of studies as one who
wishes to become a professional. I would give her a course
from Handel or Scarlatti, say. It comes down to the simple
thing of selling people the goods they want to buy. I know
that all this sounds commonplace, but nevertheless it is a fact
that people come to your office to buy a certain class, the same
" as they go to Marshall Field’s. Some want cotton, some silk.
Our pupils do not all want the best.

Of course teachers address themselves in various ways to
their pupils. Some address themselves to the pupil’s intellect,
some to the imagination. I think the latter the safer, but not
always the most useful for the pupil.

It isn’t a good plan to be too positive in changing existing
methods. You don’t gain anything by it and the pupil is
thoroughly discouraged. She says to herself, if she thinks at
all (some do): “Is it possible I have been wrong all this time?
I imagined I had learned something. I wonder if this man
can be right?” It is a question whether the pupil giving up
her former way will do better after adopting your method.

When a pupil comes to you and says, “Why do you give
me such an easy piece?” say to her, “Why don’t you play it
better?” That usually settles her.

Now, starting from the supposition that piano playing is a
technical matter, what are we to do to get this awful thing
of technic? We have had key-boards and machines invented
to show us our iniquity in not being able to play legato. I
tried one of them and found I could not play legato. It
sounded legato on the piano, but not on the other instrument.

We might translate this word technic into execution. Exe-
cution is a better word. Execution is simply finger force facil-
ity. A friend of mine said in one of his articles that it was
hardly worth while to pay a teacher five dollars to be told
such simple things. I agreed with him. I thought it should
be ten dollars.

If I did not think I was treading on delicate ground I



26 THE COMMON SENSE OF PIANO TEACHING.

would discuss the question of being able to play for your pupils.
It seems to me that example is, if not everything, yet a great
deal. When a student desires to study art she goes to the Art
Institute and she draws from casts, and when she wants to
learn how to color she goes and studies from nature. It is
never a matter of explanation so much as a matter of example.
When, however, as we very frequently see, total incompe-
tency arrogates to itself the privilege of explaining to pupils
the highest ideals of piano playing and assuming to give to
pupils ideas of the most colossal playing, it is anything but
right.

Now, there are a great many problems, like the mental
attitude of the pupil. In teaching you must study your pupil.
A girl who comes to you in a self-satisfied frame of mind will
underrate the value of your instruction. The pupil who dis-
counts won’t believe you. She discounts you. With such
cases you must deal firmly. Pupils are apt to forget. If they
prepared their lessons perfectly from one week to another
the teacher’s occupation would be gone.

A great deal of time is wasted in scale practice. If pupils
will practice a limited amount of scale practice and put intelli-
gent practice into what time they do put on it they will accom-
plish more. I do not use the scale in the accented way, nor
do I use it in the intervals of the tenth, third and sixth. They
are not used any more in modern composition. Let us confine
ourselves to those found in modern composition.

Every teacher has his or her own method developed
through experience.

After scales and appregios we give the pupil studies and
etudes, intended to familiarize the pupil with the notes after-
wards found in pieces. In the study of Bach it is very much
like the mode of torture which they used in middle ages. When
a pupil has studied her scale studies, her Bach, when she has
done that, she has really done nothing. That’s encouraging.
That is the work she has done for herself. She will not play
the scales or her studies for others. She may, if she has a
grudge against anybody, play some of Bach. You need tech-
nic, and you must get the technic first.

Music teaching as such is really a business and we have to
learn it. A music teacher is like a young doctor. They have
to kill off a great many before they learn how. It takes time
to learn how to teach music. When one commences to teach
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the young teacher wishes at eight o’clock in the morning that
the work were over. After you have taught a little while you
will wish the day was over at noon, and, after you have taught
a great while, in the evening you will wish the day had just
begun. It is with the teacher as it is with the young girl who
says at sixteen, “Who is he?” at twenty, “What is he?" and,
I think, end up by saying, “Where is he?”

Some of the most gratifying results which I have had in
my work have been obtained by utilizing the same technical
material in a variety of ways. I may say there are entirely
too many marks of expression in our modern editions. As
to the grace note there is a diversity of opinion. I myself
teach the grace note as preceding the note which it is intended
for. When a pupil finds it difficult in a case where there are
many grace notes to get the grace notes, I have her play first
the piece without the grace notes and then add them. There
are exceptions. Some of these exceptions we find in modern
music. In the last measure in the Introduction to the Invita-
tion to Waltz it would be perfectly proper to connect the grace
notes with the rest of the cherd.

Now, I will simply condense the whole by saying this: If
you think you can play and can play, you are a big man, a
big artist. If you can play and don’t think you can play, you
are silly. If you can’t play and think you can play, you are
foolish, but if you can not play and do not think you can play,
you had better die right off.



THE PERMANENT ELEMENT IN MUSIC.

BY W. S. B. MATHEWS.

When I announced the title which stands upon the program
I intended to trace the representative element in music and
to point out the relation existing between music and a poetic
conception, whether a completed story or a mere suggestion;
and the means by which music establishes such a relation. But
upon further reflection I found that this would take us too far,
and would involve too much research for the time at my dis-
posal. Instead of this I wish to speak of the exact opposite of
the representative element in music, namely, the musical ele-
ment itself, which also I might call the permanent element.

There is in music a deep and singular relation between it
and our feelings. Why a certain chord or succession should
impress us as sad and another as joyful it is not altogether easy
to explain. The joyful element is commonly a combination of
quick pulsation and major chords. There is also something in
the preponderance of certain strong tones of the scale. The
sad element, also, is partly a matter of slow pulsation, and
partly a matter of imperfect harmony, the minor chord con-
taining contradictory elements derived from different roots.

At its highest and noblest, music exercises a singular and
profound power over the imagination and carries within it
spiritual qualities of great power. Music with its unlimited ca-
pacity for variety in rhythm, melo-harmony and intensity, is ca-
pable of representing spiritual states with an amplitude exceed-
ing that of any other art. In fact, music is the one art of our
own time; an art not yet finished, but continually producing
new and nobler things; an art appealing to mankind with a
fullness and upon a wider scale than any other.

To the average untaught hearer a piece of music with a
story is more intelligible than one without. Many suppose it
to be something greater, and they hold what they call “class-
ical” music to be something difficult, abstruse and hard to
understand.

Now the attitude of music toward a story is capable of being
either one of three: The music may exist for itself alone as
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music, or (2) the piece of music may have an explanatory or
suggestive title, as “Evening,” “Morning,” “The Storm,” etc.;
or (3) the music may endeavor to conform fully to a story, ac-
companying it with changing shades of expression and de-
scription.

Evidently the last position and the first are farthest apart,
and lead to totally different results. Descriptive music had its
origin in opera, where in the course of dramatic representation
every sort of situation and feeling come sooner or later to
expression, the music having for its task to intensify the dra-
matic moment and make it felt by the hearers. In this kind
of musical description, where every unusual combination of
musical elements finds itself explained by the dramatic action
upon the stage, many things pass which would be incompre-
hensible or at least seem overdone in a piece of instrumental
music.

Saint-Saens well says that a musician has the same right
to give his piece a title that the painter has to give a name to
his picture. He says that everything depends upon associa-
tion. To one ignorant of the Bible the picture of an unclad
man and woman in a garden would be that and nothing more;
it is only by the aid of association that one makes it out to be
Adam and Eve. This aid of association he claims as legitimate
for the composer as the picture, as is well attested by the mul-
titude of pieces with suggestive names. And when everything
is done it all comes back to the question whether it is good
music. If the music is good, the title does not matter; if the
music is bad, no title will save it.

The composition of descriptive music following a story is
a very old art of composers—old as most of the things in our
modern music. Sebastian Bach has a piece called a “Fantasia
upon the Going Away of a Friend.” In the first number the
friend announces that he is going away, and the music shows
how we feel about it; he beseeches the friend to delay his de-
parture; the departure; the return. All short pieces very
graphic. I fancy it may have been a bit of play. But Bach has
many other passages of what we might call quasi descriptive
music, music which might have been written to a story or to a
dramatic situation. Such are the Chromatic Fantasia and the
Fantasia in G minor preceding the great organ fugue in G
minor. Here and in many other places in Bach there are bits of
recitative, unusual chords, long sequences of enharmonic
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changes and suspended effects, indicating an emotional condi-
tion of tension, a story unfinished, a story full, perhaps, of dra-
matic interest. All these are interesting in their way, and if
time permitted it would be agreeable to retrace them. But
there is something better.

There is an open question how far music is a matter of
association and how far a matter of intuition from the inner
soul itself. A certain class of development philosophers find
in association, or in racial memory, the germs of everything
of musical expression. Others, and the speaker of the morn-
ing is unquestionably among them (Mrs. John Vance Cheney),
believe music to have been an art developed out of the inner-
most and spiritual qualities of the soul; an art only partly de-
veloped as yet, and still less intelligently availed of by those
of us who play with it. An art capable of bringing to expres-
sion not alone the deepest and most sacred things of the human
spirit, but able, perhaps, to reveal to us things beyond the crude
human spirit, or representing that spirit in its moments of high-
est inspiration and divine influx.

There are several facts which look towards the latter possi-
bility in music, chief of which appears to me the very curious
one that so long ago as the time of the Greeks, when their
music was extremely poor upon the tonal side, they developed
a most beautiful aesthetical conception of the art. Pythagoras
taught his disciples to attune their sculs before retiring at night
by singing a hymn. While Plato admits that it is very hard to
find out what instrumental music is about, he is clear that it has
great power and educational force. Aristotle and Plutarch have
many beautiful passages relating to this art.

\Without stopping to trace this question, I state now my cen-
tral position, which is that whatever the possibilities of music,
and whatever the force it may bring to bear upon human hearts
and lives, the best of it lies in that part of the art which is music
pure and simple, and is not hampered by a story to clear up or
even by a title or suggestion. This principle I hold very impor-
tant in musical education, whether in the education of the indi-
vidual or in building up a public taste. Everything turns upon
music itself.

There is a large automatic element in everything that we do.
Some things we do; many others do themselves. In music
the range of things which do themselves is very large. A com-
"poser often builds better than he knew—but sometimes also
much worse. Alas!
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I remember that Mme. Carreno told me of a little frousely
headed man with lovely great eyes, who rushed up to her after
a concert at Leipsic, when she had played Grieg’s pianoforte
concerto, thanking her for having played it so beautifully. He
said that he never before knew how beautiful it was. She had
brought out beauties, which he himself had only half realized.

The permanent element in music is the purely musical, the
spiritual expression which the tonal art arrives at when it is
free and pursuing tonal fantasia. The composers who are
greatest in this department are precisely the great composers,
and their works are the staple of musical education—when there
is any musical education. At the head of this art is Bach,
whose works after a century and a half remain fresh and enjoy-
able; and not only enjoyable but stimulative for study and for
musical awakening. Yet here we come upon two elements
again: Everything turns upon the musical idea which Bach
took for his starting point. For every musical idea contains
in itself certain possibilities. Some have large possibilities,
some have small. Haydn, for instance, was a composer who
was very handy in treating a musical idea, but the idea itself
rarely has much in it. Mozart had comparatively little power
of development, but relied upon melody. Schubert relied upon
melody, but it was a melody of almost supernatural refinement
and sweetness. Beethoven had both melodic sweetness and
thematic development. He therefore strikes the deepest chords
and carries us with him and delights us in the moments when
he has brought his fantasia to its greatest poetical heat. Schu-
mann is intensely musical. While many of the Schumann
pieces bear titles of a suggestive character, it is said that these
were put on afterwards. Much the same, no doubt, as I remem-
ber in the case of the pretty “At Evening” organ piece by Dud-
ley Buck. In this there is a verse suggesting a pair of lovers
standing in the moonlight. Just at close there is a pedal point
upon the tonic, the tonic coming in with detached notes instead
of remaining sustained. A lady to whom Buck playved it in
manuscript said that these notes must be where the father
put his head out of the window, saying: “Go home, home,
home.” To the composer this was merely a pedal on the tonic,
and the short notes were the running down of the rhythm. I
fancy that many of the suggestive titles in Schumann’s works
may have been put on in this way afterwards, in order to sug-
gest to the player a situation and so a manner of playing.
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But Schumann is at his best and most inspiring when he
is entirely free, as in the Etudes Symphoniques, the Novellettes,
the great Fantasia in C, the Kreisleriana, and the like. So also
with Beethoven. While there are evidences that he was always
trying to make his music graphic, and in almost every one of his
sonatas was thinking of something more than first and second
subjects, thematic treatment and lyric passages, he is neverthe-
less primarily musical. The player who takes a Beethoven
sonata seriously and plays it first for exactly what it is, with-
out mental pre-occupation, merely undertaking to get the
notes, the proper movement, the expression, both indicated and
implied, is in a fairer way to arrive at a good interpretation
of the work than the player who takes it with a lot of pre-
occupations of some story Beethoven is said to have had in
mind.

Accordingly, the selections which Miss Sarah H. Wildman
will play for us, are all taken from pieces which have been com-
posed musically—without any suggestion of story. To begin
with one of the most modern, here are a few variations from a
theme by Paganini, by Brahms—a work involving great diffi-
culties from a technical standpoint. The theme, as you will see,
is rather vague. The first variation involves curious work in
sixths for both hands. The second takes the right hand part
of the first for the left hand and writes a new right hand part.
The third gives the theme by suggestion in accents.

(Miss Wildman plays the Brahms Variations.)

In Schumann’s Etudes Symphoniques we have an example
of what I suppose Ruskin would call the imagination associa-
tive working freely in music.

The theme is a very serious air. (Plays.) Now, in general
a variation is a new version of a theme. In the older and more
strict practice the harmony remained unchanged, the rhythm
and melody being ornamented and diversified in a variety of
ways. In this we have nothing of the sort. Each new varia-
tion is like a new picture, called up independently, the theme
if appearing at all appearing only in fragments and in subordi-
nate positions. The first variation, for instance, opens with a
soft and staccato motive in the bass, which is treated imi-
tatively, each voice in turn coming in with it. Only in the third
measure do any notes of the theme appcar, and they in a
subordinate voice. The effect as a whole is most beautiful,
and while its relation to the theme is remote, the new picture
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called up is very original and has in it a highly expressive
fancy. The third variation takes the theme for bass, and upon
this as cantus fermus develops a new melody and treatment.
The third variation has little or none of the theme in it; it is
an entirely new piece, but in singular sympathy with the first
part. The fourth variation is in octaves, and so on. The
point is to notice that each one of these lovely pieces opens
a sort of new world, in which while everything is in harmony
with the deep seriousness of the theme, every new picture is
like a vista into a fresh landscape—a breath out of a new quar-
ter of the spiritual Eden.

(Plays.) :

By way of opening we have a Gavotte of Bach, in which the
musical motive is treated in a variety of ways, always with
novelty, and so is produced a very striking and fascinating
piece.

The remaining two pieces are the Chopin Polonaise in E flat
and the Tausig arrangement of Weber’s Invitation to Dance.
The latter is a delightful waltz with a vein of sentiment. Itis
one of the first idealized dance forms, and in Tausig’s arrange-
ment seems to me much improved. The Chopin Polonaise is
one of those pieces which illustrate the interworking of auto-
matic musical motives and ideas, poetically actuated, and the
external fancy for trimming and embellishment. Along with
much of the poetically heroic and chivalric element peculiar
to Chopin and Poland, we have here also something which is
mere piano playing, where agreeable passage-sequences of no
great depth, or even of conspicuous originality, combine to
afford a pleasing effect.

If I were asked in what manner I supposed the greatest
poetical movements of music had been come by I should
say I cannot tell. If we take one of the great slow move-
ments of Beethoven, such, for instance, as the Largo of the
second pianoforte sonata, we find that the impression of seri-
ousness and depth in it are well represented by the slow motion,
the pure chords, the place where they stand upon the piano,
and soon. But in what manner Beethoven was able to employ
plain chord effects, which have in them nothing very original
or unusual and yet produce so astonishingly deep and serious
and at the same time noble an impression, I should be obliged
to say that this is, as a friend lately said to me, “the preroga-
tive of genius.” We find in these cases the very same elements
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as in all the others: A musical theme duly treated musically,
relieved by a second theme, and the principal theme returning
again. Yet the whole in such a way as to suggest that it grew
rather than was composed. And here we return again to our
first position. That since it is-impossible to say, exactly as in
our own bodies, whether the soul is the result of the organiza-
tion, or the organization the result of soul, our best way of
coming to know the beautiful is to first study it just as it is, the
tonal treatment and substance. Then later its depth and
beauty will grow upon us; we will rise to understand and feel
it, and at last our souls be filled with whatever of nobility and
inspiration our mood may enable us to take.

The highest element and the most permanent in music is
the purely musical. ‘

Read at Galesburg, Ill., June, 18g6.



ADDRESS OF WELCOME.

BY REV. JOSEPH TONELLO.

Ladies and Gentlemen: When Professor Bentley kindly
sent me a letter of invitation, requesting me to give you a wel-
come on behalf of the musicians of Galesburg, I felt deeply
grateful to him, and to the other members of the committee
who conferred upon me such an honor. But at the same time
I saw all the difficulty of the task, and how many drawbacks
were on the way and said to myself, “It is impossible, I can-
not do it. I am not a speaker. I have a foreign accent and
perhaps every one in the audience could teach me how to use
the English language more properly.”

I considered, moreover, that my poor voice, my imperfect
accent and uncertain style in an address to artists, especially
to musicians, would certainly not befit the occasion being the
reverse of musical; and would be, perhaps, the only unhappy
feature of this important convention; and I was tempted to
resign both the honor and trouble of the attempt; but the let-
ter was too kind. Some of my friends insisted, and as I had
always taken great interest in everything artistical, and most
especially musical, so finally I accepted. If any of the Gales-
burg musicians will have any complaint to make, please ad-
dress them to Prof. Bentley.

Therefore, in the name of the artists and music lovers of
Galesburg, I welcome you. I welcome you musical friends
because it is a great honor to receive such visitors, so dis-
tinguished in the divine art of music. But most heartily I
welcome you because we are highly pleased at your visit.

Business men like to meet business men, politicians like to
meet politicians, scholars or learned men like to meet people
who are in the same walk of life; and likewise artists and
musicians like to meet artists and musicians. I am sure that
for musicians who are worthy of the name, for those I mean
of higher culture and deeper musical thought, there is no
greater pleasure in the world than communication with ar-
tists. The delights of a truly musical soul are of a peculiar
and mysterious nature. It feels the need of hearing, of being



26 ADDRESS OF WELCOME.

heard, of meeting, of being associated with others of the
same sympathies, in every manner possible; and a true lover
of music prefers to be made acquainted with a real artist than
with a prince. I know several who would be proud to shake
hands with Verdi, Gounod or Mascagni and wouldn’t care for
kings or queens or emperors.

What is this mysterious correspondence of souls, this un-
conscious sympathy which influences the artists’ souls, draws
them together and makes them feel happy when they come
in contact one with another?

It is not only the need of listening to the wonderful exhi-
bition of musical art, though this has its special attraction also;
it is properly an intense desire of being brought into actual
communication with the artist, of listening to his words and
of drinking at the fountain of wisdom, which is the result of
his genius and study.

There is, I believe, in a musical mind, a secret source of
magnetism which lies latent, unsuspected, and only manifests
itself in all its ardent nature when it comes in contact with
another equally sympathetic.

Hence the delightful moments peculiar to the artist’s life.
I have no doubt that all music lovers understand what I wish
to express, and find it is really so. I am certain that the ma-
jority of my audience have experienced this some time.

As for myself, I can truly say that I have felt the sym-
pathy for artists of every kind, and especially for musicians,
from my tenderest years; and yet then I had no knowledge
of music whatever; mathematics, history, Greek, Latin, took
almost all my time; but it seems I had the intuition, the per-
ception of musical beauties, and I felt as if I were hypnotized
when in the company of artists. While they were talking on
musical topics I would spend hours listening to them; though
-of their subject I understood not a word. I caressed their
hands, looked fixedly in their eyes, as if I could drink their
souls; it seemed to me that they were superior beings, quite
different from the other people. And, later on, I remember
the delightful hours I have spent with artist friends who used
to come during the summer vacations from Paris, Milan,
Rome, Florence, to visit me in the Alpine village, which was
my happy abode after I became a priest. A part of some days
consecrated to excursions, every morning was given to music;
they were early matinees in which the best part of the new
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operas, the new publications of some importance were sung
or rendered on the organ, cello or violin. Then followed re-
marks, criticisms and discussions.

I have recalled those musical treats several times with sin-
cere regret, but I have great hopes that this artistical conven-
tion will fully repay me for my too long fast.

And for this I give you a special welcome on behalf and
in name of myself.

We welcome you, not only on account of the honor you
confer upon us by your presence, and the pleasure your visit
affords us, but we welcome you also because this same visit
will be, I am sure, a great benefit to our musical people, will
give a strong impetus to the progress of music in the place.

I know the deep impression such musical meetings leave
in the different places where they are held, having observed
it in different towns in Italy and France and Switzerland where
special societies of artists are formed. They are musical ban-
quets that richly feed the souls of those who possess musical
tastes and talents. Of course some of the musicians of Gales-
burg will bring to the banquet many a good thing, but you
are to furnish the more substantial and the best part of it
from the storehouses of your knowledge, genius and experi-
ence. You are to benefit us by impressing on our minds and
imaginations some of the highest forms of artistical beauties
vet unknown to us; some of the profoundest secrets of the
divine music.

During this convention under your guidance and leader-
ship we are to discover new lands; we are to go through fields
vet unexplored by us, in creations, in methods, in criticism,
in taste, in expression, and when the feast will be over, look-
ing backward we shall undoubtedly realize that the musical
horizon of Galesburg is wonderfully widened; that we have
taken a great many steps in the path of progress; that in the
lapse of three days we have, through your lectures, sugges-
tions and artistic renditions, learned more than we could in
a far longer time by torturing our brains over rules and meth-
ods and books.

It is a fact that an opinion given by an adept in music, a
lecture by an experienced teacher, a rendition by a great ar-
tist, may in a great many cases bring a revolution, sometimes
a complete revolution of ideas in a musical soul. This has been
the case with me. Some fifteen years ago I came in contact
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with one of the leading musicians and composers of which
Italy is proud, and I have always retained the good effects of
that meeting.

Some of our musicians have both time, means and oppor-
tunity of going to Chicago or other large cities occasionally
and of assisting at great concerts, of listening to the best
pianists, violinists and singers of the world, but some have
not, and these most especially are grateful to you, and in name
of these chiefly I welcome you for the musical treat you will
give us during the few days of the convention.

And now I want to greet not only the visitors but all the
members of the convention, all those who have taken interest
and tried to make it a success.

I firmly believe that the work of these societies and con-
ventions, though slow and silent, will have an exceedingly
beneficial effect; that by and by it will give the American peo-
ple a just conception of the high standard that has been
reached by the musicians of this country.

This of ours is certainly a great country in every respect,
but up to this date the greater rush has been for life and dol-
lars. Art, of course, has not been forgotten, but the fact that
a great many Americans have crossed and crossed yearly the
ocean on their way to Germany, France and Italy for musical
education proves evidently that American people are not con-
vinced they have at home schools and teachers good enough
for them.

Allow me to speak frankly. This going to Europe was
necessary years ago. It is necessary even nowadays for some
who wish to have a more thorough and complete education
in art, and it will be always of great benefit as long as the
American ambient is not filled with music, will always be a
good thing as an instructive trip. But I say that at the pres-
ent, with so many foreign teachers who have brought with
them the musical spirit and beauties of their countries; with so
many American teachers who have been abroad and treas-
ured up every good tradition of the old and best musical
schools; with so many American teachers who are undoubt-
edly not inferior to a great many of foreign countries, this
rushing to Europe for musical education is something scan-
dalous.

I said there are exceptions. But I am sure that ninety out
of a hundred who leave this country to be taught abroad
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should stay at home and would learn more and become bet-
ter artists, and more serious musicians studying diligently,
practicing hard under the guidance of our splendid teachers.

We have instead many young pupils who go to the old
country and take their lessons sometimes from teachers far
inferior to American teachers—and then amusements, races,
excursion trips, sport, lively life take the best part of the time
which should be given to serious study and practice. I have
known foreigners and some Americans doing exactly what I
say. The consequence is that when such people come back
they know almost as much as when they left, sometimes less.
In a certain town I was introduced to a young lady who had
been in Italy to study (bel canto) singing. She was very glad
to meet an Italian. She could speak some Italian. She talked
of Naples, Rome, Florence, Milan, Venice, of the blue sky, of
the lakes, of the mountains and a great many other things.
Then I was invited to listen to her beautiful singing. Oh,
heavens! One would rather have thought she had been tak-
ing lessons from the Indian artists of Buffalo Bill. It was
simply horrible. ‘

When nearly four years ago I left Italy for this country I
really believed I should not find much music in America;
but having during this time great opportunities of assisting
at concerts, commencements, etc., in large cities as well as
in small towns, I have been exceedingly surprised in noticing
real artists among the people as well as among the teachers:
and I wondered how, in spite of such skillful instructors, there
were still so many going abroad for their musical education.

Last evening in this hall I heard a splendid rendition of
one of Liszt’s pieces by a lady, and on inquiring who she was
I was told she was a music teacher in Ottawa. I was much
struck by her performance, and I said to my friend that if
every small town in American were supplied with three such
teachers and every large city with half a dozen like Sherwood
and Liebling, and every musical school had a quartet like
this of the Northwestern University, I would not hesitate to
deprive of American citizenship everyone who should go
abroad under the pretext of finding better teachers, unless, in-
deed, he would prove himself superior to the great body of
our distinguished artists.

Ladies and gentlemen, I love my old home, I love my
new home, too, but above all I love truth. Now the truth is
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that music is making an immense progress in America, thanks
to the knowledge and work of her musical teachers. The
truth is that America will rapidly march to the standard if all
teachers, all lovers of music would associate more, would form
one body, one great family of artists, putting in common all
the treasures of knowledge and experience in art. This will
considerably elevate the musical culture and concur to form
always better teachers. Good teacher, good pupil; great
teacher, great pupil; artist teacher, artist pupil.

Let me, then, greet you once more, you visitors, you lovers
of music, all you members of the musical teachers’ association.

I greet you because by your work in music you are pre-
paring a new glorious day for America, the day of her home
rule of her autonomy and independence in musical art. In
that glorious day the children of America sitting among the
musical geniuses of the world in the Olympus of art, upon
being asked, “Where did you make your musical studies?”
will answer, “We were brought up at home, we were raised
on the laps of our mother country, we received all our musi-
cal education in our own America.”



MUSIC AS AN EDUCATOR.
BY P. C. HAYDEN.

The presentation of the masters’ pieces of music by the
artists who meet at this place to carry out our programs is the
chief delight of those who attend these annual meetings. It
is these artistic creations that call together the people com-
posing our audiences and make possible the success of our
state and national associations. The holding of these con-
certs in different parts of the state from year to year would
amply justify all the labor involved in maintaining this asso-
cdation and in arranging the yearly program. By them the
relations which exist between the artists and the great listen-
ing public become closer, and to the listeners is given new
conceptions of the value of good music and a broader knowl-
edge of the wealth of musical literature. Our conventions
are always strong in the artistic expression of the master-
pieces of music.

But this is not the only, nor should it be the most valuable
feature, of our meetings. While we cannot value too highly
the enlightening power, the teaching value, of this delightful
voicing of the musical thoughts of the world’s masters, we
shall not fulfill our mission as teachers if we do not gain for
ourselves and for the public a clearer grasp of the part that
music plays as a factor in modern society; of its connection
with education, amusement, business; of its mission in solv-
ing the great problem of the common life of the common
people.

How far does our work in music touch and enrich the
lives of the masses? I fear we cannot give a truthful and al-
together encouraging answer to that question. The music
that we are working for is not the music that the masses are
listening to or singing. The truth is told when we say that
the masses of our people most often hear the commonest
forms of rhythm and melody expressed by the strolling band,
the street musician’s popular air, and most often sing the
gospel hymns or the trashy Sunday School songs. And I
would not say that these forms of music are worthless if this
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is as far as certain people can reach or understand. Even
the rhythm of the drum corps has its pleasing charm, and in
the sickliest melody we may find some redeeming element of
rhythm or tune. There is a divine spirit in the flowing move-
ment of a pleasing rhythm that appeals to all human nature
for good, and the poorest melody or most tiresome harmony
cannot wholly destroy its powers. I have a great respect for
the old Greek saying: “The mother of poetry is music, the
mother of music is rhythm, and the mother ‘of rhythm is
God.”

But we must agree in desiring an improvement in this
condition of low musical taste, and I wish to discuss one
phase of the subject in my brief paper to-day.

The acquirement of music is regarded by certain classes
as a luxurious accomplishment, to be added as an ornament
to a good education, if it can be afforded. So long as music
is regarded simply as an ornamental luxury, having no intel-
lectual significance, and the acquirement of skill in music as
the putting on of a graceful accomplishment which makes no
demand on the mental faculties, we may look for little im-
provement in musical intelligence among the masses.

Some music teachers even, perhaps unconsciously, have
encouraged the idea that the brilliant performance of fine com-
positions upon some instrument or with the voice is the only
high end in music, and the belief that only the few can hope
to attain such heights of acrobatic excellence is widespread,
deep-seated and founded on ages of experience.

We cannot expect all the people to be interested in the
study of this greatest of arts so long as this false and narrow
view of the uses and benefits of music study prevails. That
many intelligent and cultured people now hold this view is
certain, and their indifference regarding the universal study
of music is based on this belief.

The question, “If only the few can reap the benefit, why
should the many undertake the labor?” will always be an-
swered one way by the masses. I do not pretend to say
that this faulty view of the value of music study is a formulated
one, deliberately advocated by teachers; or that it has de-
fenders in arguments either verbal or written. I do think,
however, that the view opposed to this false theory is not
maintained with sufficient zeal by the musical profession. If
we believe that the study of music is educational, just as the
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study of numbers is educational, we should teach it, talk it,
write it. In so far as an error exists concerning so funda-
mental a principle as that touching the educational value of
music as compared with other studies, we have no proper foun-
dation on which to build, to create a demand for the universal
study of music. It seems to me we must demonstrate the value
as a discipline to the mind of music as a branch of study. We
must secure a lodgment for this doctrine of educational value
in the minds of the people. I believe that this conception of
music study will appeal to the masses and will lead ultimately
to much greater results in the development of the specialist.

No civilized being doubts the beauty of music or questions
its value to those who excel in it, or denies its power to refine,
to sooth, to inspire humanity.

If we can now show that the thorough study of music as
a science and as an art is of unmeasured educational value
even to those who never will excel in it as performers; that it
is the one art, the one science that above all others may secure
the keenest efforts, the most intense application of the aver-
age intellect, we shall have secured a vantage ground from
which we may direct a campaign to conquer Americans for
the universal teaching of music as a necessary branch in all
the schools, colleges and universities of the land. Under these
improved conditions an advanced course in music for those
who desired it would be the rule and not the exception.

The conception of music study which I would place in op-
position to the faulty one now so largely holding the public
mind is this: That the proper study of music as a science and
as an art is more educational in its effect upon the mind than
the pursuit of any other one study in the whole realm of sci-
ence, art or literature.

I believe that as music teachers we should take our stand
on this proposition. That we should advocate it publicly and
privately, and if occasion offers to maintain it in debate with
pen or speech.

The mass of the people can not be expected to accept this
proposition if we have any doubt about it ourselves. They
cannot be expected to formulate and proclaim it if we remain
inert and silent. On the other hand, the devotees of our noble
science, of our glorious art, may set up their own standard
with the assurance that they may themselves fix the estimate
at which it will be rated by the world at large. The public
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may not at all times rise to the standard set by the musicians,
but they will never rise above it.

If the members of the musical profession believe and teach
that the study of music is education; that it develops the
powers of the mind in a greater measure than the pursuit of
any other one study; if they themselves recognize this truth
and proclaim it as the fundamental doctrine in their profes-
sional creed, it will some day be accepted and acted upon by
the public in their relation to music as a branch of education.

Having made the statement that musical study is educa-
tional, let us state briefly what we mean by the words educa-
tion and educational. The accepted and moth-eaten formula
for defining education is something like this: “We see what
education means from the definition of the Latin word
‘educo,” from which it is derived. Educo means to draw out,
etc.” The expression “to draw out” tells me nothing that cor-
responds to my idea of what the word “education” means. I
would say briefly education is mental activity.

Action of the intellect, action of the sensibilities, action of
the will, action of the body under control of the will is educa-
tion. Without a self-controlled mental activity there is no true
education.

If this definition of education is true it opens the way for
us to successfully maintain the transcendent direct and indi-
rect value of music in education.

Indirectly music stimulates a mental activity which is car-
ried over to all the studies pursued in conjunction
with it. The mind grapples all subjects more firmly
and expresses itself through them with greater virility,
because of the quickening, vivifying influence of some
phase of music study. This statement needs no amplification.
The influence of music has been enlarged upon so often by
the great poets and by numberless sentimental essayists that
prudence bids me turn from the consideration of the indirect
to the direct value of music in education.

Which of the faculties find exercise in the study of music?
We may almost say that all of them are exercised in the study
that leads up to a ready understanding of written music and
an ability to express it with voice or instrument. The eye, the
ear, the hand, the foot, the throat, are all called upon for ac-
tion. The ability to recognize, retain and compare tones, to
remember the mental effects of a certain tone or combinations
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of tones, to observe the sign and instantly know its meaning
of pitch and duration with accuracy; to clearly think out the
meaning of the composer and the proper means of giving it
expression—this ability requires an intense activity of the
mind. Such an activity would hardly be possible except un-
der the stimulating influence of the music being studied; the
music itself inciting the mind to the completest employment of
its powers,

The most reasonable theory of mind that I know of teaches
that the Ego, the whole soul, expresses itself in every mental
act; that the whole “I” engages itself in memory, in reason-
ing, in sorrowing, in rejoicing. No external influence at our
command can equal music in its stimulating power upon the
operations of the mind. In the pursuit of knowledge of the
science and art of music the most mature powers of brilliant
minds may find ample field for mental effort, while every earn-
est effort of the young and simple to master the problems of
music gives a mental uplift and a discipline to the mind which
will make it more ready to grasp a new problem in any de-
partment of learning.

The study of music possesses all the value as an education-
al force that I have claimed for it. It is possible, however, that
much of this value may be neutralized by poor teaching. The
same pedagogical principles must be applied to music that
are demanded in successful general teaching.

An adequate analysis of the complex subject of music
must precede good teaching, and pupils as well as teacher,
should have a clear idea of what element of music is being
considered; whether technique, notation, keyboard, or tonal-
ity. To be sure all these things go together, but only when
they are taught separately with a clear idea of which one is
being taught, with the thought and effort of the student direct-
ed to one point, do we get proper results. Good teaching in
music is not different psycologically from good teaching of
numbers. It depends as much on skillful use of the princi-
ples of good teaching as it does upon a grasp of the subject
itself. Good teaching depends on method of presentation
far more than upon a profound knowledge of the subject to be
taught. If our pupils are to get the highest educational good
out of their musical studies we must be as earnest students of
teaching as we are students of music.

This paper is merely suggestive in its scope. It makes no
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pretense at completeness or thoroughness. It simply calls
your attention to a phase of the music work which seems to
me very important because it opens a way to put us in touch
with every one who believes in education and in the com-
plete development of all the powers of man.

The American people believe in education and through
that sublime faith, if the musician is faithful to his highest
convictions, we may hope to see music take its proper place
as the study universal in the educational system of our nation.



A LIVE AMERICAN SINGER, MME. HENSON.

BY EGBERT S. WAYNE.

Madame Medora Henson was once a Chicago singer, but
lately, by the grace of God and the genuine discernment of
Londoners, concerning which Karleton Hackett writes so for-
cibly, she is now an Englishwoman, living in London and
coming back to America now and then to fill engagements. I
have just had a very interesting conversation with Madame
Henson, which contained so many points interesting to Amer-

ican music lovers that I

cannot forbear to place as

much of it on record as I

can at this moment recall.

It is now perhaps five

or six years since Madame

Henson first went to Lon-

don to seek a career denied

her in her own country.

Among the letters of intro-

duction she carried was

one to Sir Arthur Sullivan,

and he asked her down to

a birthday party he was

presently to have. At the

party she sang and later

asked the distinguished

conductor and composer

for an engagement to sing in his “Ivanhoe” then nearly ready.
He answered that he already had seven sopranos on the list
for the first parts, all retained at good fees, and he felt that he
would have to give them all a chance before trying any new
singers. Nevertheless, Madame Henson took home with her
a copy of the work and mastered the leading soprano role and
incidentally learned the whole opera, and went twice to see it.
About three weeks after the opera had been put on an in-
fluenza struck London and every one of the seven possibilities
for the first soprano role went down before the blast. On

Monday D’Oyley Carte came rushing in a cab to Madame
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Henson's house with the astounding proposition that she
should go on as Lady Rowena that very night. “But I haven't
had a rehearsal,” said the singer. “Never mind,” answered
the manager. “You have seen the opera, have you not?
“Only twice,” she answered. “But you know the part, do you
not?” Madame Henson modestly admitted that in order to be
ready for just such an emergency she had made good use of
the vocal score which the author had given her. “But I have
no clothes,” said the singer. This difficulty was met by the
proposition that she try on those of one of the sopranos about
her size. Accordingly she went to the theater, experimented
with the clothes and found that they were somewhere near
what she wanted. Then a few anxious hours doing for her-
self the finishing touches of the role. And at length the per-
formance after how many hours of anxiety? And the per-
formance was a success. This speaks well for American
“sand”—a commodity which Madame Henson has in excel-
lent profusion, as many of her adventures show. I asked her
for other instances.

“Well,” she said, *“there was one time when I had four
great festivals upon consecutive weeks and had declined a
fifth because I did not care to undertake so much work in so
close succession. On my way to London after the fourth
festival I got on the train a telegram asking me to go right
on to Cardiff where Tinel's “St. Francis” was to be given the
following week. I had studied the role, but had given it up
after about half learning it, because I did not expect to
have occasion to use it. When I got the telegram
I immediately sent a wire on my own account, ask-
ing for a copy to be sent me to the train at Crewe,
a junction point we were presently to reach. It failed
to be delivered in time, so I went on down to Cardiff
without a copy of the book. On Sunday afternoon the copy
reached me about nine o’clock p. m,, and I put in two very
hard and anxious hours before going to bed. The next
morning I was at it again, and at ten o’clock there was full
rehearsal with the orchestra and chorus. When I got to the
hall there was Tinel himself to conduct, and there was also an
audience, among whom I recognized the Prince of Wales
and several other very important personages. I had pretty good
luck with the rehearsal, and at the end the Prince of Wales
was kind enough to speak to me himself, thanking me for as-
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sisting them in an emergency, and complimenting me on my
work. The performance passed off with great success, and
you can imagine my relief when it was well over and no bones
broken.”

“What sort of a work is this ‘St. Francis’?” I asked. “Itis
a lovely work,” she answered, “but in places it is very difficult
indeed. I once asked Nordica whether she would sing in it,
and she answered: ‘Sing in St. Francis? Not for all the
money there is in the festival. I spent a week trying to get
that dreadful rhythm through my head, but all in vain. I will
never sing it.” I will confess,” Mme. Henson went on, “that
it staggered me, and if I had not been pretty sure of my
mathematics I would certainly have come to grief. Imagine,
the time signature is 6-4. You sing half notes, but you count
two; the conductor is beating six. If there is anything bet-
ter calculated to put a singer out I would like to ask where
you find it.”

I asked her what sort of work she was mainly doing in
England. She answered mostly festival, oratorio and
concert, opera having not as yet afforded her so much of a
field. It came out incidentally that owing to Mme. Nordica’s
absence most of the season in the United States, and Albani
being in Canada for certain festivals, Mme. Henson herself
has a standing peculiarly her own, and in fact about at the
head of the line. “Is there much to do?”’ I asked. “Much to
do?” she answered. “You can sing oratorio in England five
times a week.” “But,” I said, “they do not engage you over
and over do they?” “Do they not?” she answered. “I sang
last winter thirteen times to practically the same audience in
Manchester. Some of these were oratorios, some orchestral
concerts, and last of all I was there with Dr. Richter in two
concerts, mainly of Wagnerian music. The audiences for
these different engagements were drawn practically from the
same people.” Among the numbers in which she most dis-
tinguished herself at these concerts were the scena from “Der
Freyschuetz” and the duet from the “Walkuere,” with Mr.
David Bispham (pronounced Bis-pam).

One of the more prominent of the immediate engagements
will be with the Liverpool Philharmonic in Cowen’s “Transfig-
uration.” This will be on Nov. 11. She also has the Sheffield,
North Staffordshire and Worcester festivals. At the North
Staffordshire festival she will sing the soprano role in Elgar’s

4
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“The Light of Lights.” Mr. Elgar is a very good composer,
living at Malvern, England. The “Golden Legend” of Sir
Arthur Sullivan is another work in the same festival, in which
Mme. Henson sings. Occasionally Mme. Henson takes a
second part. She did this in the Leeds festival in Sullivan’s
“Golden Legend,” at the request of Mme. Albani, who had the
leading role and desired to have Mme. Henson with her.

“Speaking of appearances,” said Mme. Henson, “I once
did the very curious thing of singing the soprano and mezzo
soprano roles in the same work at the same concert. It was in
Verdi’s “Requiem,” and the contralto had fallen ill upon the
stage, when of course it was not possible to secure a substitute.
At the request of the conductor I sang her part in addition to
my own.”

Among the American engagements which Mme. Henson
will fill later in the coming season are the following: With
the Apollo Club in Chicago in Dvorak’s “Stabat Mater” and
Rheinberger’s “Chrysostus.” She also has engagements with
choral societies in Milwaukee and St. Louis, but at this mo-
ment does not know what she is to sing; also with one of Mr.
Summy’s chamber concerts. She has a very curious and in-
teresting as well as honorable engagement for the Bach fes-
tival in the Crystal Palace, April 11, when she will sing the
soprano roles in the B minor Mass, the St. Matthew “Passion
Music,” and the air “My Heart Ever Faithful.”

Speaking of their singing the Messiah so many times over
in England, Mme. Henson says one could sing “Messiah” six
times a week. I asked her what cuts they make in the “Mes-
siah” over there.

“Cuts, is it?” she answered. “They do not omit a single
word or note from one end to the other. In some places I am
told they cven intone the advertisements on the cover. When
I first went to rehearsal for a ‘Messiah’ performance with Sir
Joseph Barnby’s Albert Hall Choir, I asked: ‘Sir Joseph, will
you please tell me what cuts you make” ‘What is it, my
dear? asked the great leader. ‘What cuts do you make? I
repeated. With a tone of solemnity fit to bury the dead, and
with grief like that over a prodigal son, he answered: ‘We
never cut the “Messiah.” We sing every note of it. This is
the rule all over England.”

In private life Mme. Henson is Mrs. Wadlington Cook, a
musician and pianist, who has charge of the Doosey ballad
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concerts. Mr. Cook is said to be one of the best accompanists
in the world, and a gentleman of charming gifts and ability.
He expects to appear in America this year also, but I have not
particulars at hand.

A RIDDLE.

(Heine. Translation by Mrs. Jessie L. Gaynor.)

A flower her eyes uplifted
To yonder radiant star
With dewy tears half blinded;
The star shone, ah, so far.

The flower her head is drooping,
Her petals soon are gone;

The star 'in far-off radiance
Shines ever on and on.

An answer to my riddle
I'd fain to thee impart.
Thou art the star in heaven,
The flower is my heart.



SUBSIDIZED OPERA IN AMERICA.

BY KARLETON HACKETT.

Subsidized opera in America. Utopian as this may sound,
in no other way can opera be successful. By subsidy has
opera been established and maintained in Europe; by sub-
sidy will it be established and maintained here. Yet to the
average American, “subsidized opera” in this country seems
nothing short of chimerical. Whence comes this deeply-root-
ed conviction that the only way in which opera can be proper-
ly established, as the experience of all the opera-giving na-
tions has proved, is impossible of realization here? Because
ever since the first opera company was brought to these shores
until to-day it has always been administered on another basis,
and we have taken for granted that it was impossible to give
opera in any other way. The whole evil lies just in this:
Opera has always been looked on as a business enterprise.
Indeed, as has been well said, it has not been conducted even
like a business, but like a speculation.

What has been its success on this basis? Before consider-
ing it in any higher relation let us examine for a moment its
history as a business. Since Garcia brought over the first
company, way back in the “twenties,” to Abbey and Grau, it
has been an unbroken record of final ruin for the manager.
Nor should the blame be all laid at their door. Some of them
were especially well adapted to the task. Shrewd business
men, one or two even excellent musicians, thoroughly under-
standing the peculiar demands of opera, yet not a man of
them but severed his connection with opera a poor man; un-
less we except Abbey and Grau, and their opera management
is more than eloquent. Abbey’s first attempt was some ten
years ago when he determined to drive Mapleson from the
field. He did so, and himself lost more than two hundred
thousand dollars in that one season. That was indeed a
Phyrric victory. When after several years he had the courage
to again tempt fate, we all know how his endeavors ended in
last year's total failure.

These men all gave the best performances of their time.
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Abbey and Grau in particular have each brought here the
celebrities of the world, and in individual artists Paris, Berlin
or Vienna cannot for a moment compete with New York.
And season after season there was but one story to tell—
financial loss. Yet on a smaller scale but in our own language
and at moderate prices, Parepa Rosa, Emma Abbott, Clara
Louise Kellogg and many others gave opera successfully, and
we have daily evidence that light opera flourishes like the
green bay tree. Then why have able managers giving magni-
ficent performances of the masterpieces, aided by the first sing-
ers of the time, all failed? Because they attempted the impos-
sible. Opera to be adequately given, to have artists, orches-
tra, chorus and stage setting up to a high standard, such as
the public demands, requires an outlay so enormous that, no
matter how economically administered, the music lovers are
not able, unaided, to pay the necessary prices. The opera in
Vienna, Paris, Berlin, Rome or any great city in Europe could
never last a season if it depended entirely on the money re-
ceived for tickets. Yet all the component parts of an opera
house, artists, orchestra and all cost very much less there than
here. In spite of this there would be a great deficit each sea-
son were it not for the subsidy. If this be so in those nations
where the love for opera is admittedly greater than it is-as
vet here, and where everything costs less, what hope that we
can ever have permanent and adequate opera until we adopt
a similar plan?

As it is, none of our managers have ever attempted to give
opera without what amounts to a subsidy. But it has always
been asked and given on a wrong theory. The manager has
represented to some wealthy music lovers that opera properly
managed “would make money.” That if they would sub-
scribe a certain amount to guarantee him against loss he
wopld promise that with a judicious selection of artists and
operas he would not only repay them what they subscribed,
but probably with interest on their investment. So the man-
ager went ahead, gave his season, but somehow the profits
never appeared. Each season ended with mutual recrimina-
tions in which manager and guarantors joined, while even the
public sometimes raised its feeble voice. Nor could it be
otherwise. When men enter on a business enterprise they
are exasperated if after the fairest promises each year shows a
loss instead of gain. The guarantors blame the manager, the
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artists, the operas, the public—in short, everybody except their
own disinterested selves. The manager in turn blames every-
body, and shows what wonders he accomplished in spite of the
intermeddling of ignorant busybodies (the guarantors). The
poor public even takes a hand, censuring everything in general
and the high prices in particular. Altogether it is quite like
a finale in comic opera.
How long will it take people of sense to realize that, after
a system has been tried in every possible way for more than
half a century, yet shows an unbroken record of failure, there
must be something radically wrong? It is well enough to con-
demn the high prices, but they are merely the inevitable re-
sult of high salaries. These in turn are but a part of a system
wrong at the foundation, and wrong throughout. As it stands
to-day, if the manager does not bring certain “celebrities” the
season is foredoomed to failure. These “celebrities” demand
what years of stupidity have taught them to consider "Ameri-
can prices,” that is from two to three times what their services
are worth anywhere else. Then his ruin is assured. To pay
them he must charge what is practically a prohibitory rate for
the great mass of music lovers. Then to force success come
the “star casts.” Some opera, any opera regardless of its in-
trinsic value, is suitable provided it contain a certain number of
showy roles. Then by casting a “celebrity” for each one of
them the management galvanize it into a show of popularity.
“The Huguenots” in this manner has been one of the best
“money makers.” People flock to hear it, apparently knowing
nothing and caring less about the music, but possessed of
the one idea that for the price of a single ticket they could
hear “Melba, Nordica, Scalchi, John and Edward de Reszke,
Plancon and Ancona.” This is not from love of music, nor
even love for the artist as a great singer, but a sort of curi-
osity worship, not unlike that which draws people to the
monstrosities in the museums. *
Unless a singer makes a “hit” and so becomes a “draw-
ing card,” no matter how sterling his worth, he is quickly rele-
gated to “off nights,” and next season another is engaged in
his place, in the vain hope of getting together such an “all-
star aggregation” as shall fill the house at every performance.
There is of course no hope that we may hear new music, the
management will risk nothing but a repetition of approved
“money earners.” But these even can be depended on only
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when certain singers are in the cast. “Carmen” is worthless
without Calve, and we do not even try to imagine “Faust”
without John de Reszke; the mind revolts at the mere idea.
Yet after a time even these supreme attractions fail to stir our
sluggish taste, and there begin “all star” performances again.
And still the managers fail.

What is to be done? Europe is ransacked for its greatest
artists, they spread their choicest pearls before us, and we re-
fuse to impoverish ourselves to hear them. What can be said?
That we are hopelessly unappreciative and unmusical, in fact
not unlike other animals who are said to be unable to recognize
pearls? Not a whit. It is an emphatic and often reiterated warn-
ing to all, that the American people will neither be bulldozed
nor cajoled into paying an exorbitant and unnecessary amount
even for opera. The sooner those interested realize this fact
the better. If they wish further proof the way is wide open for
more failures. If fifty years have not sufficed to convince
them perhaps a hundred will.

It is not by extravagant prices to hear celebrities that opera
can be brought near the mass. The German, the Frenchman,
the Italian, need no such bribe to entice them to the opera
house. Not until love for the music draws them thither does
opera mean anything.

Opera! What does it stand for? What does it mean?
What useful purpose does it serve in the community that its
home should be thrown open to the public? Just that of a
great orchestra, a gallery of painting and sculpture, a public
library. Like these the opera is one of the educating forces
of the day, and should be considered from the same high
standpoint. The library and the gallery have won their recog-
nized place in civilized life; no one thinks of questioning
them. The orchestra has its place half won. The opera house
in America is still a nebulous possibility wrapped in the mys-
tery of the future.

Let us for the present disabuse our minds of questions
about practicability. Let us only consider whether the theory
be correct, and rest assured that if it be in good time we shall
see it an accomplished fact.

It may be taken for granted that nothing can serve two
masters; nor opera, art and Mammon. It may also be con-
sidered a fact that opera in America has known no other god
but Mammon. As there has never been enough to satisfy
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his demands only stray crumbs have ever fallen to the lot of
art.

. The gallery and the library are too firmly established, too
far in advance of the present demand for opera, to be of value
in illustration. The orchestra, however, is just a case in
point. Our resident orchestras have so recently become a part
of our civilization, are so allied to opera in character and pur-
pose, have been established on lines so nearly like those that
opera demands, that we cannot do better than consider the
principle on which they have been formed. The Boston Sym-
phony, the oldest and most firmly fixed, will best serve. The
organizations which had preceded it and had so educated the
public taste of Boston as to make it possible, had for one rea-
son or another fallen into decay. There followed a few years
during which there was no permanent organization, and the
music lovers were anxiously casting about for some feasible
plan whereby they could again enjoy that noblest form of
music. For it is a fact, which tells more plainly than anything
else could, the value of noble music, that no community that
has ever had a resident orchestra has ever again been con-
tent to live without one. Tinally one true lover of music, Mr.
Henry L. Higginson, determined to give his native city the
benefit of a great artistic experiment on broad artistic lines.
He believed an orchestra to be one of the greatest of educa-
tional forces, and as such he planned that it should be brought
within reach of all capable of appreciating what it had to tell.
So the corner stone of his structure was moderate prices, such
as all with any love for music in their souls could afford to
pay. Next his orchestra must be complete in every part, as
nearly perfect as could be, that it might adequately fulfill its
purpose. Of his success in forming an orchestra it is needless
to speak. The interesting part to us is his method of making
the orchestra “popular,” and paying the expenses. Music
Hall, the orchestra’s home, seats, roughly speaking, three
thousand people. The seats he divided into two classes to be
sold for the season, the more expensive at twelve dollars, the
less at seven dollars and fifty cents. As the season consisted
of twenty-four concerts the most expensive seat cost but fifty
cents for each concert. Such was the generous plan on which
he had formed the orchestra, that though every seat in the
house were sold for the season, there would yet be a deficit.
This he stood ready to pay, and did pay year after year, to the
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extent some seasons of as much as sixty thousand dollars.
Out of his abundance he was willing to contribute a princely
share that all might enjoy a princely feast. How well the pub-
lic of Boston has appreciated his generosity in spite of the
jeers and wise sayings of the knowing ones is a matter of his-
tory. The orchestra has grown into such popularity that the
original purpose has been in a measure defeated. The de-
mand for tickets is such that now all are sold at auction, even
as high as one hundred and thirty dollars premium being paid
for a single twelve dollar seat. But such a gratifying result
could never have been, had not Mr. Higginson believed in the
power of music and nobly stood by his belief year after year in
the face of what might well have seemed a disheartening de-
ficit.

The purpose of that orchestra should be the purpose of
every art; to educate, to make life better worth living. It is
the simplest kind of a proposition that this is impossible unless
the art be brought within reach of the great mass. The value
of a public library or a gallery is never reckoned by the
amount of money it makes, but by the number of people it
reaches. So, too, should the value of an orchestra or an
opera house be estimated. A library or gallery cannot be
maintained without endowments, nor an opera house without
a subsidy. An orchestra does not require nearly so great an
expenditure as an opera, yet it cannot be supported without a
subsidy. How, then, can an opera be expected to maintain
itself merely as a business by what the current public pays?
It cannot. It never has nor never will, here or anywhere.

In spite of the subsidy necessary for an orchestra, we have at
least eight firmly established. The Boston Symphony, the
Chicago Symphony, the Damrosch, Seidl and Philharmonic
of New York, the Cincinnati, Pittsburg and Buffalo orches-
tras, and many smaller and less permanent. Perhaps the main
reason for their continued success is the entire absence of the
money making desire. They are supported by the music lov-
ers for the art alone; the only desire is to administer the fin-
ances as economically as is consistent with the standard to be
maintained. Business management there must be. But in
place of standing like an incubus paralyzing every effort for
art, with eyes only on the box office, as in opera, the manager
is relegated to his proper position of caring for purely busi-
ness matters. To successfully care for all these intricate de-
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tails requires especial capacity and should be adequately rec-
ompensed. To be adequately recompensed for> work done
and to speculate on the wealth and taste of a community as a
business venture, are, however, very different things.

The Boston Symphony Orchestra has for years had the
services of a most able manager. The innumerable and high-
ly important details of his department have been most excel-
lently cared for, and beyond question much of the practical
success of the orchestra is due to him. But the vital ques-
tions, those concerning the conductor, the personnel of the
orchestra, the music to be played and the prices to be charged,
these were all decided by those whose only interest was for
art. There is in this a difference so great between the estab-
lishments of our orchestras and our opera that they may not
be compared. But a complete change of basis can make the
one permanent and successful as the other is. Not until the
business management and the directorate of the opera are
completely separated is there hope for opera.

Then what prospect is there that so radical a reform can be
brought about? Many seem to labor under the impression
that the only form of subsidy is governmental, and having
demonstrated to their own satisfaction that such is impossible
in this country, consider the matter settled. Not at all. Had
our forefathers waited for government aid we should have
neither libraries, galleries, nor orchestras. Their beginnings
were all due to far-seeing private gentlemen. To that same
generous spirit the opera in turn must look for aid. Indeed,
it is to them that we are indebted for what opera we have to-
day. The Metropolitan Opera Company is made possible
only through the subsidy granted by the box holders. But
though they have granted this subsidy the entire management
has always rested with men who were giving opera merely
as a business venture.

Our men of wealth. Think of the vast sums they control;
the princely manner in which they have already endowed
schools, colleges, libraries, galleries and orchestras all over
the land! There remains vet one other struggling for recogni-
tion, the opera. Will not some one from his abundance pro-
vide that it, too, may become a power among us? Need the
value of what it has to tell be dwelt on? Are there enlight-
ened men and women who feel that its influence is other than
ennobling? There are, to be sure, men and women of wealth
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who care nothing for music. There are those, too, who never
read Shakespeare nor the poets. We need not consider them.
But is there a man who has been stirred to his depths at some
magnificent performance of opera, who has not felt that it
satisfied certain emotional demands of his finer nature that
naught else could reach? Is there not some one among them
who will feel the generous impulse to make such an experi-
ment in opera as Mr. Higginson made for the orchestra?

All who love music are not people of wealth. They may
hear magnificent performances of all the masterpieces for or-
chestra; all the oratorios. But from opera they are practically
debarred. The great mass of the people is full of appreciation
for the arts. The writers, the painters, the sculptors, the poets,
the musicians almost without exception come from their ranks.
All else is within their reach. Bring opera there, too, and see
if they fail of appreciation any more than their brothers in
Europe.

The thing once brought to mind and carefully considered
is not so difficult of accomplishment. It does not demand a
great company that shall give special performances every
night in the week, and travel all over the country at ruinous
expense. Let it be localized and begin modestly. Most im-
portant of all let it be made permanent for a reasonable period,
say three to five years, at moderate prices, and see if the pub-
lic spirit of each city be not so aroused in such a manner as
shall make it a fixture.

When the yachting honor of our country is at stake what
magnificent amounts are expended to defend it. The sums re-
quired for building the several boats, only one of which can
be chosen, would subsidize opera in half a dozen cities. Will
not our men of wealth one day feel at least a portion of that
interest in opera they do for yachting?

Suppose this should come to pass, how should a practical
beginning be made? Let us take our own city and consider
what might be done here. First of all let it be considered an
‘experiment in establishing opera on a basis for art and the
people, and let-time enough be provided, for the original mis-
takes may be rectified and all be adapted to the conditions
here. Let plans be made for a season of ten or twelve weeks.
There is a home ready to hand, the Auditorium. This is usual-
ly idle several evenings each week and could be engaged for
three performances a week, which is ample. In Munich at the
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Court Opera there are never more than five, usually but four
performances each week. An adequate orchestra may be
formed of resident musicians. Artists there are without
number. There is, to be sure, but one de Reszke. Yet opera
managed to exist before his birth, and is to-day thriving in
many parts of the world without him. A truly magnificent
company could be formed to-day of English-speaking singers:
Melba, Nordica, Eames, de Lussan, Sybil Sanderson, Duma,
Ben Davies, Hedmont, Bispham, O’'Sullivan, Ludwig. Were
more desired they would relearn their roles in English in a
month’s time. There was one relearned a part always sung in
Italian, and sang it in English with great success on twenty-
four hours’ notice. Directors we have resident, the peers of
any. As for the chorus, think of the hordes of voice students
who would joyfully accept such positions for the education of
it. Should there be some dramatic crudities at first it would
go hard if a season’s training would not at least make them
worthy of rank with their artistic ancestors of the Metropoli-
tan Company. Think of what our singers have accomplished
during these years when they have been driven abroad for
experience and opportunity. What might we not expect if
in their own home and in their own tongue they could master
their art?

What would be the expense of such an undertaking? A
season of English opera was given in London last winter
where such operas as “The Valkyrie” and *“The Master-
singers” were given with great artistic and financial success,
and not one singer received as much as one hundred and
fifty dollars a performance. Last winter when John de Reszke
and Melba sang together here, leaving out of account what sup-
porting artists, orchestra and chorus received, it cost two thou-
sand seven hundred dollars. Is it a wonder the manager fails?
The same operas could be adequately given here for less than
is required for these two artists alone. It is not a question
open to doubt. It has been proved on the barren soil of En-
gland. ’

To make opera a success here in America e do not need
“celebrities” who demand exorbitant salaries anv more than
they are needed in France or Germany. But we do
need opera sung in our own tongue, by our own
singers, at moderate prices. Above all, it must be
understood that it is to be permanent; that a full
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opportunity will be given both the artists and the public
for acquaintance and friendship. How many of the best of
German musicians attracted by our orchestral establishments
have come to this country, thrown in their lot with ours and be-
come naturalized American singers, to the lasting benefit of
music! Let there be a career offered singers here and they
would flock to our shores. Then the stupidity of “American
prices” would die a natural death. There are great artists to-
day who would gladly accept engagements to sing here in
their home at such salaries as would make opera possible, but
they are debarred. Unless they are “celebrities” and come in
the one great company they are completely shut out of their
own homes. All the materials are ready for any generous man
who dares to use them.

Never was a new departure made that the majority did not
predict its dire failure. But this of opera has been so prepared
that there is the greatest prospect of success. The people have
been demanding something of the sort for years. The public
press has agitated the question. It is the subject of conversa-
tion everywhere that musicians meet. Will not some be de-
sirous of the glory of standing as the founder of our opera?

For after all there is such a thing in America as civic pride.
The people of Chicago gave a memorable proof but a few
years since. Let them but once have an opera on which to
pride themselves and they will make it the peer of any in the
world. Never has opera thrived in any land except it appealed
to the people in their own homes and in their own tongue.
So will it be with us. France and Germany were content to
learn of Italy. We have patiently studied of all three. But
now that we know our lesson let us, too, stand upon our own
feet as men. Gentlemen of wealth, the way is open to you
again to be the benefactors of our nation. Will you accept the
duty?



MR. BRAHMS AGAIN.
BY LOUIS ARTHUR RUSSELL.

Johannes Brahms is once more in contention, and it appears
he is still giving offence to some of the critics. Brahms’ first
great offence was in his “discovery” by Schumann, who called
him the “Neue Messias.” This unfortunate happening was
followed later on by the hot words of that man of strong
opinion, Hans Von Bulow, who announced himself as a firm
believer in the new master, and audaciously and alliteratively
named him one of a great trinity of B's, Bach, Beethoven and
Brahms, the latter a traveler in new paths.

This triune musical deity is not worshipped in perfect faith
by Mr. Henry Finck, and in turn by Mr. Edgar S. Kelley, a
more recent adverse critic. The gentlemen deny the right of
Brahms' companionship with the great masters, Bach and
Beethoven, and even go so far as to claim that Schumann'’s
discovery was over-estimated, and that Brahms, far from rank-
ing with the great masters, is being “found out;” that is, “ex-
posed” and proven a very tyro in composition, a man without
musical concept or expressional idea.

The latest of these “exposures™ of Mr. Brahms is from the
pen of our otherwise genial and talented fetlow countryman,
Mr. Kelley, who, in the “Looker On,” recently affected to tell
us “why Brahms fails to inspire us.”

Perhaps Von Bulow was hasty in deifying Brahms and put-
ting him in such excellent company on the musical Olympus
(or is it Walhalla?), but really Brahms is not to blame for his
devoted friend’s exalted and exalting ardor in his behalf, and
if the critics of to-day wish to deny the real discovery of “new
paths” in Brahms’ work there is still no call for attempts to
prove that the great symphonist is not a worthy composer.
Yet Mr. Kelley, following the steps of Mr. Finck, would really
have us believe that Brahms docs not give us pleasure, and
that this is because he does not make music which will stand
the tests of science or of good taste.

Mr. Kelley’s title is somewhat presuming, for it starts us in
his “exposure,” with the assertion (implied) that *“we"” are not

»
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fond of Brahms’ music, while in fact there are many, very
many musicians and amateurs, who find musical comfort in
the works of the man of Hamburg, and it may be safely said
that a great deal of his music finds popular appreciation, es-
pecially judging from the reception of his lovely songs.

So it will not be unfair to claim that Mr. Kelley has made a
mistake in his grammar, and must be understood as intending
to use the pronoun in first person singular instead of plural,
thus making his critico-exposure paper read “Why Brahms
fails to inspire me,” or it may be that “us” could be trans-
formed into “Mr. Finck and me.”

Settling this little point, then we may look into the exposure,
or, as the essayist has it, the “finding out” of Mr. Brahms. Mr.
Kelley holds with Mr. Finck that Brahms’ music does not
“sound well.”

Let us experiment for a minute with the “deadly parallel”
logic. In the “Pianist and Organist” of last month Mr. Kelley
has an excellent paper on “The Art of Fault-Finding,” from
which we quote the following: .“It is in all probability impos-
“sible to find an unvarying criterion by which one can measure
“and weigh the merits of a work of art.” * * * “ We can
“see how important it is that the fault-finder should, as far as
“possible, put himself in sympathy with the artist” Mr. Kel-
ley also quotes M. Anotole France as follows: “There is no
“such thing as objective criticism; we are shut up in our per-
“sonalities, as it were, in a perpetual prison. In order to be
“perfectly frank, the critic ought to say: ‘Gentlemen, I propose
“to talk about myself with regard to Shakespeare, Racine, Pas-
“cal or Goethe.” Itis a very good pretext. Such is subjective
“criticism, and we can see how important it is that the fault-
“finder should, as far as possible, put himself in sympathy with
“the artist.”

From all the above it will be seen that Mr. Kelley really
counts individual gratification on the part of the critic-listener
as of very little importance in estimating the value of an art
product; and from his own reasonings we learn that because a
critic does not find a composition to “sound well” is no true
reason for condemnation, for, far from revealing intrinsic
worthlessness, it may only argue a mood, a caprice or a false
standard of judgment. In other words, poor taste on the part
of the critic; and from his own reasoning we therefore con-
clude that Mr. Kelley’s (or Mr. Finck’s) distaste for Brahms'
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music proves nothing against it, or against its claims for beauty.
Besides this fact, this negative argument supporting the claims
of the believers in Mr. Brahms, there also remains the very
positive fact that to the majority of musically-intelligent listen-
ers Brahms’ music does “sound well.”

But Mr. Kelley, after all, is not so simple as to put himself
entirely at the mercy of the “parallel;” he gives reasons for his
particular judgment of Mr. Brahms.

In these, however, it cannot be claimed by the most devoted
admirers of Mr. Kelley or the bitterest anti-Brahmsite that the
essayist is very convincing, although much erudition is shown.

Mr. Kelley, following the example of Mr. Finck, and, indeed,
fixing his theories on the latter’s charges, holds that Brahms
employs themes for ideas; that his music lacks dramatic charac-
terization ; lacks sensuous beauty; in pianoforte music it lacks
the true piano characteristic (the Chopinesque arpeggiated
style); and that his orchestral coloring is “austere and re-
ticent.” All of this sums the great composer up most disas-
trously, and reveals him almost a charlatan.

Laying aside all those points of Mr. Kelley’s charges against
the music of Brahms, which are so clearly matters of taste or of
subjectiveness, we may perhaps with benefit take a brief look
at the remaining and most important items of criticism: First,
the paucity of idea; second, the unscientific manner of piano-
forte and orchestral writing, resulting in non-Chopinesque fig-
ures in piano works and austere, reticent color, in the orchestra.
As to ideas and their real value in musical composition, who
can decide? When we see the stupendous structures of Bee-
thoven, with foundation figures so slight in importance; when
we see what is done by Wagner, with themes of two or three
tones, which gain their force through rhythmic variety and har-
monization, rather than any peculiar tonal significance or
beauty; when we see so much of really soulful music wrought
out of mere scalewise melodic sequences, of what significance
is it to say that a composer uses themes instead of ideas?

What is a theme if not an idea? It may not be original, but
after the fifth symphony with its theme of two scale tones we
may well say that themes count for little alongside of ability in
development.

The figure quoted by Mr. Kelley in thirds, fifths and sixths
(a plain horn figure), which the critic claims to be a favorite
musical expression of Brahms’, is, te be sure, a common-place
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figure, so trite, indeed, that the simple statement of it is but lit-
tle more suggestive of a work’s importance than the quotation
of a scale or plain chord. What we want to know is, how is this
old text used? What is its “answer?” What its rhythmic and
harmonic figuration and variety? Beethoven opens his lovely
L’Adieux Sonata with this figure, and it plays a most fascinat-
ing roll in the Schumann concerto first movement, and as Mr.
Kelley says that he, with others, is “forced to admit the enor-
mous technic” of Brahms, it is a natural conclusion that he
knows the art of development, and since such men as Schu-
mann and Von Bulow found delight in this music, it is but fair
to assume that the fault is with the listener, rather than with the
maker of the music, notwithstanding the triteness of some of
Brahms’ themes. :

Mr. Kelley admits the “enormous technic” of Brahms, yet
tells us that he (Brahms) lacks a comprehension of the acoustic
laws with which good music must comply, so that in his piano
music especially he fails to “sound well,” because his style is not
light, arpeggiated, as is Chopin’s. The examples cited are par-
ticularly ill adapted to prove this assertion for, thought Mr. Kel-
ley fails to tell us the fact, the Weber Rondo in C and the
Chopin F Minor Etude are transcriptions for left hand, and
necessarily these pieces thus changed as to position on the key-
board for the sake of left-hand study will lose their original
color, and inevitably sound more sombre, thicker. Mr. Kel-
ley’s reference to these two piano pieces savors of insincerity,
for they are in no sense indicative of Brahms’ real style of com-
position, as the works were limited first by a judicious adher-
ence to the original composition, so far as melodic and har-
monic structure are concerned, and, second, by the still more
trying circumstance of transposition of the melodic part to the
lower end of the piano.

Mr. Kelley goes to great pains to show wherein Brahms fails
to reach us with his orchestral color, which he calls “gray, aus-
tere and reticent.” The scientific explanation of the proper
and improper distribution of chordal tones are all clear, and no
doubt correct, so far as theory can take us, but, after all, they
bring us to no definite conclusions, except that A prefers
chords not closely built near the bass and with sparing use of
thirds, while B finds no difficulty in clearly hearing these heavy
and closely woven harmonies, and rather enjoys them.

Chopin’s style is clear, and, in a harmonic sense, bright and
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lucid to us of to-day, and Mr. Kelley calls it the real and only
true style, especially for piano; yet Moscheles declared Cho-
pin’s style bizarre and incomprehensive, with harmonies too
thick and clumsy for his liking. Then, again, many critics
have sneered at Chopin for this very quality of clearness, and
his arpeggios have served to name him a “trivial,” “lady-like”
salon composer. :

All of us who have heard much of Chopin realize that his
was a peculiarly pianistic music, but with all of his harp-like
tendencies we have found much of deeper intent in his spirit,
and when he is revealed in the fullness of his genius, even his
arpeggios step far away from any tinkling humor.

Chopin, however, as Mr. Kelley suggests, seldom used full
chords in the bass, and this has proved to be a great charm in
his composition, but to say that, because Chopin handled his
chords thus open and in their most brilliant positions, does not
argue that such a condition is the only true one. Aside from
the piano color of his work there remains the fact that Chopin
never learned to shape his thoughts for orchestra at all, and to
refer us to him in our estimation of the genius of Brahms, is to
ask us to compare two radically different creative conditions.

Chopin’s powers of musical expression were limited, his style
was elegant and his thoughts poetic and highly emotional.

In the development of thematic matter he always lapsed into
elegance of piano figuration, often with very little of depth,
and it must be confessed that his most brilliant writing was
throughout of a sameness of outline. Chopin’s genius cannot
be called versatile and it appears doubtful that had he lived
longer and entered into broader fields of writing, such as
choral and orchestral compositions, he would have enhanced
his fame to any degree.

That Brahm’s piano works will ever reach the popular favor
already accorded to Chopin is doubtful, but to compare these
two men and to draw conclusions as to Brahms’ powers by
contrasting his works with works of Chopin can never bring
us to any true findings as to the former’s worth. Brahms has
entered every field of composition, and always with distinction.
Chopin in his own style stands pre-eminent, but his limited
field leaves him as limited as a standard upon which to base
judgments of others.

The assertion of Mr. Kelly that Chopin revolutionized piano-
forte composition, and especially because of his scientific hand-
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ling of choral masses, particularly in arpeggiated figures, is
certainly an over-estimate of the historical value of Chopin’s
work, great as it was. Even the sentimental Thalberg under-
stood perfectly the nature of the powerful lower strings of the
modern grand piano, and his writings show as keen an appre-
ciation of brilliant, scintillating grace in passage figuration as
does Chopin’s, though of course lacking in the poetic spirit and
general breadth and variety. Chopin’s path was not new in
this direction, although it was greatly broadened and devel-
oped many new ideas.

Mr. Kelley will at least concede that the acoustic laws gov-
erning the vibrations of a pianoforte string, which he so clearly
expounds in his essay, must be known to Brahms and his in-
direct charge that this composer commits an offense against
science (perhaps unwittingly) is not substantiated by the evi-
dence presented.

The examples of dissonant tones resulting from the use of
chordal masses taken from Brahms’ scores, appear horrifying,
but no one who can comprehend the statements of Mr. Kelley,
and his examples, will recall any such effects as are shown; for
instance, as the resultant dissonances of a close chord of C in
the lower bass staff, with its clashing of major and minor sec-
onds, augmented primes, etc. All of this, however, appears
plausible in print, and would seem to be a crushing argument
against Brahms, but the question at once arises, “Do these
effects follow as shown in the explanatory cuts of Mr. Kelley’s
paper?”

There will be found very few, if any, listeners to Brahms’
music, who will admit having heard any such cacophony as
Mr. Kelley would have us believe is an element in Brahms’ mu-
sic and as shown by his illustrations.

This study of “harmonics” into which Mr. Kelley has dipped
so deep has led many writers into difficulties, there are so
many conditions controlling these overtones that it is never
safe to establish or to attempt to establish a code of laws for
all conditions from results in evidence in one condition.

Harmonics is a problem of the organ builder, who goes so
far as to supply overtones by the use of mutation stops, mix-
tures, etc., so also he gains body of tone by the use of doubles
(16 ft. tone).

The music page shows nothing of the possible brilliancy or
sombre quality which will follow the playing of a close common
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triad of C written for the middle of the 6rgan key-board. What
would Mr. Kelley do, if he had to compute the resultant har-
monics to this chord, with its 16 ft., 8 ft., and 4 ft. tones with
12th, 15th and mixtures?

According to his theory, so elaborately worked out and
urged against Brahms, such a chord would sound as a choir of
howling dervishes making especial riot. How is it then that
a grand organ played “full,” gives us musical pleasure, indeed
inspires us? The answer is “in the balance.” The builder,
if he knows his business, subdues the harsher conditions,
blends the qualities or colors, “voices” the pipes, so as to avoid
undue prominence of overtones and gives a softness to the
heavy doubles which destroys their obtrusive character.

It would be folly to show a reader this chord and upon the
same musical staff note the theoretical overtones, and upon
the appearance of this dissonant mass, proclaim the chord as
unendurable as it appears. Yet that is the character of Mr.
Kelley's chief argument against Brahms.

To play Brahms is a more than technically difficult task; it
requires great mental power, not only that the mere fingering
of his piano work is unusually difficult, nor that the meaning
is below the surface, but the fullest possibilities of the piano-
forte (as far as now known) must be revealed, and this requires
keen “color feeling” and subtle power on the player’s part.
Those deep, close chords, so full of mysterious romanticism,
require something more subtle than the ordinary pounding
touch, and here again we find the true artist player as before
the artist organ builder, and we know him by the color balance
he controls.

Brahms’ piano music does sound well (as to color) when
Paderewski or Joseffy is at the piano: they can and do prove
that the music is not “muddy.”

So also in Brahms’ orchestral music (which Mr. Kelley con-
cludes is largely transcribed from piano scores) the heavy som-
bre chords are not carelessly or ignorantly thrown in, they are
there for real purposes, and if conductor and plavers will search
for balance, through a proper co-ordination and subordination
of the various voices, many of these dark appearing harmonies
will “sound well” and not only musically or sensually enticing,
but especially in the case of the more serious of Mr. Brahms’
works, prove romantically significant and of emotional purpose.

After all, Mr. Kelley’s philosophy of fault finding (as quot-



MR. BRAHMS AGAIN. 69

ed above) and his close investigation of Brahms’ music specifi-
cally, only prove’the futility of objective music criticism.

We are never able to define the limits of “new paths;” we
seldom recognize genius that travels untrod ways, until we
have ourselves learned the spirit of the new lines. There are
extremes that appeal at once to us. We know cheap, trivial,
vulgar stuff from that which bears the stamp of sincerity and
good musicianship; we know the effects of color balance; it
may be said that we know at once the voice of genius, yet with
all our musical culture, we estimate the value of music mainly
by the fact that it pleases us or does not do so.

Brahms’ adverse critics call his music austere, non-inspiring,
and altogether unmusical, but their arguments usually amount
to no more than an expression of its effect upon themselves.

We have never known of either Mr. Finck or Mr. Kelley as
a piano virtuoso, and consequently when one of these gentle-
men says that he has “just completed a review of a number of
Brahms’ works,” we are in doubt as to the interpretation; there-
fore, conclusions drawn from the thick appearance of the bass
chords, and their theoretical sound according to laws of phy-
sics, carry no more than a purely subjective weight in argument.

But Mr. Kelley frankly says that this “scientific” test is only
now applied after twenty years of effort to appreciate the music
of the master in dispute. If then, we have shown the weakness
of the scientific test, there remains nothing but the impressions
of Mr. Kelley to combat.

Mr. Kelley is one of our representative composers, a man
whose earnestness and sincerity, as well as whose fine musician-
ship, musicians have found frequent occasion to commend. As
a colorist, Mr. Kelley is in the advance van; he delights in
vivid hues, which are at times almost garish; many critics have
named his work vulgar, which it certainly is not, but it all re-
veals his temperament as of that type which delights in high,
brilliant tints. His subjects are unique, often approaching the
sensational, yet always decorous and withal delightful.

Brahms is almost ascetic; he is lucid enough to people who
enjoy philosophical musings in tone. Many people find him
romantic to a degree, and he is looked upon by his admirers as
a legitimate successor to Schubert and Schumann.

Here for instance is an opinion of Brahms by that eminent
composer and theorist, Ebenezer Prout, a high authority in
England on orchestration. The quotation is from Mr. Prout’s
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paper, “The Orchestra in 1800 and in 1900,” read recently at
the conference of the Incorporated Society of Musicians, Edin-
burgh:

“Brahms, who may be, in many respects, considered as the
direct successor of Schumann, is far superior to him as a writer
for orchestra. As a composer Brahms shows an interesting
combination of the classical and the romantic schools. His
method of harmonization and his complex rhythms, with their
frequent syncopation and cross-accents, are distinctly roman-
tic; his treatment of form, and still more, his instrumentation,
are classical, and in a measure even conservative. I said above
that his orchestration showed the influence of Schubert. I do
not imply by this any direct imitation; but Brahms shares with
his great predecessor that exquisite feeling for tone-color, that
insight into the genius of each separate instrument, that makes
Schubert’s scores so delightful to read or to hear.

“By some of his combinations Brahms gets entirely new tints
from the orchestra. Listen to the opening chorus of the
‘Deutsches Requiem,” ‘Blessed are they that mourn, for they
shall be comforted,” and notice the effect obtained by the sup-
pression of the violins throughout the movement, and the di-
vision of the violas and violoncellos, with the addition of a few
sustained notes of the horns—a tone-color subdued without be-
ing too gloomy, and admirably in keeping with the sentiment
of the music. Or look again at the funeral march which be-
gins the following chorus: ‘For all flesh is as grass.” Here the
muted violins and violas are divided into six parts, and doubled
by the wood-wind, while the kettle-drums pianissimo have a
strongly marked rhythmic figure. These are but two exam-
ples out of many I could give from Brahms’ scores. His sym-
phonies, especially the second (in D) are full of delightful ef-
fects. Inone of his works, the Serenade in A (Op. 16) Brahms
has shown that, like most of the great masters, he does not
need a very large orchestra to obtain charming effects. The
Serenade is scored only for two each of flutes, oboes, clarionets,
bassoons, and horns, with violas, violoncellos, and double-
basses, no violins being employed; but there are few works
which contain more charming coloring than this.”

Mr. Kelley fails to find any of this in Brahms. He has
searched for 3rds and 6ths and concluded that Brahms has no
ideas; his orchestral color Mr. Kelley does not enjoy and he
would wish us to believe that there is no good in the great
composer.



MR. BRAHMS ACGAIN. (p

The essayist has passed by those lovely songs, that majestic
“German Requiem,” the many beautiful piano pieces which
have not “thick bottoms,” those lovely early orchestral “Sere-
nades,” the piano quartette, even the brilliant Hungarian
Dances, not to number the many beauty spots in the sym-
phonies, etc. Mr. Kelley has forgotten to pay tribute to the
undoubted sincerity of a great man, to his staunch devotion to
the purest of ideals.

Chopin, the man of one style, who never reached beyond
the pianoforte in his creative work, is lauded as exemplar.
Brahms is condemned as deficient in dramatic characterization,
a form of expression which he has sedulously avoided in his
sincere advocacy for pure music without sensational or emo-
tional accessories. Brahms, ’tis true, will not be affected, but
the field of criticism is somewhat clouded by such essays, and
when a composer of the highest rank is assailed by a fellow-
composer, who stigmatizes his brother-artist as a mere tyro,
a user of students’ “bettel-terzen” (beggars’ thirds), etc., etc.,
it appears a proper thing for the writer of such a scathing

g

critique to add, as Mr. Kelley has done in this case, “an
apology.”

Brahms may not prove so great an influence in the world
as his discoverer, Schumann, and apostle, Von Bulow, pre-
dicted; this, time alone can tell, but he has already proved
himself the supreme mind in recent symphonic work and with
Tschaikowski and Dvorak, stands as one of the three real
symphonists of his generation.

It is not our purpose to show particular cause for the world’s
appreciation of this great man, but instead, to try to show
wherein Mr. Kelley has failed to prove his case against him.

The few examples given and the scientific reasoning applied
to them are not conclusive; they do not display the facts; they
only express an individual opinion and state isolated con-
ditions.

We have more faith in Mr. Kelley’s music than in his logic,
and if he will wish to convert the world to an anti-Brahms
faith, he will need to show a deeper consideration for the Ham-
burg composer’s work, and prove to us that his eye and pen are
not on hypercriticism bent.
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It seems curious to me that certain distinguished American
musicians should have cared to go upon record as having
“found out” Johannes Brahms to be no great composer, and
as having failed to inspire them. This is what that excellent
critical writer, Mr. Harry G. Finck, of the New York “Evening
Post,” and the clever American composer, Mr. Edgar Stillman
Kelley, have lately done in “The Looker On.”

Undoubtedly Brahms is a nut for the on-coming musician
to crack. As pianoforte composer he shows a new technic for
the instrument and demands great finesse of touch; add to
these qualities that he is liable to run into very unusual forms
of ideas, and you have a combination of qualities liable to
leave the best intended efforts in doubt as to whether the music
is beyond the player or the player beyond the music. If one
happens to feel that way in Beethoven, as in some of the later
sonatas for instance, there is the assured fact of the Beethoven
reputation. It is almost certain that the music is still beyond
the player—although this point has also been disputed within
arecent historical period. But Brahms is as yet no Beethoven,
even if the late clear-seeing, irascible and erratic Hans von
Bulow ranked him with Bach and Beethoven as one of “the
three great B’s.” Brahms is still alive; many of his works have
not reached the concert room often enough to become familiar
and to be felt at their true expression. Hence it is still in a
sense an open question whether posterity will occupy itself in
enlarging the Brahms halo or in paring it down to a due pro-
portion.

Still, I do not sce how any good musician can fail to see
that Brahms is the foremost of living masters of music. His
ideas are larger, his treatment immeasurably more masterly
and his tonal fantasy more novel than any other composer
can show. When the symphony in E minor was played at the
Chicago concerts last winter there was a genuine appreciation,
especially for the slow movement, which almost gained the
compliment of being redemanded. When Mr. Joseffy played
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the pianoforte concerto it made a delightful effect. The songs
are universally admired. And even if one were inclined to
call Brahms less sensitive to the musically beautiful than
Beethoven or Schubert, for instance, there is, in the wide
range of his musical fancy and the unquestionable vigor of it,
a quality which betokens mastership. If we find Brahms
lucid, beautiful, poetically sensitive and singable within the
limits of the song, should we not on a priori grounds predict
similar qualities in these larger and more elaborate tonal fan-
tasies, to the adequate performance of which so very few in-
terpreters are as yet quite equal?

While I do not myself profess to understand the whole of
Brahms’ works, and in point of fact have heard but a small
number of them, there is in such masterpieces as the Varia-
tions upon the themes by Paganini, Handel, and his own or-
iginal opus 21, evidence of mastership of the first order. A
composer able to do these things, able? nay, throwing them
off as play! is capable of anything in the musical line. And
so where personal knowledge stops I go on by faith, expecting
later to know more about all these other creations.

Brahms deserves all this that Finck and Kelley are giving
him—and more. He has committed the unpardonable sin.
He has been original. When artists commit this sin they are
brayed in the critical mortar during their whole lifetimes; in
order that a mushroom reputation may grow more rapidly as
soon as they are dead. Some men once admirers of Brahms
have given him up. Dr. Mason is one of these. Originally
the foremost of American supporters of the master from Ham-
burg, he is now upon the other side. He thinks that Brahms
has gone too far. I do not understand whether it is that
Brahms has written too much or lived too long. But his one-
time supporter is so no longer. Mr. Thomas, on the con-
trary, whom the young William Mason introduced to the
Brahms cult, is still the fast admirer of Brahms as the very
greatest of living masters. Indeed, he considers that in the
highest sense Brahms is the only living symphonist.

Brahms is a curious product of the age. At the very mo-
ment when, he is ready to condemn Wagner and the Wagner-
ian methods, his own harmonic processes are little, if any, less
advanced and revolutionary. This, however, is a large ques-
tion—too large for present consideration.

The truth is Brahms is still a little ahead of us. There is
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rapidly coming on a race of young pianists able to play his
works, and when interpreted by such masters as Joseffy, Pa-
derewski, Godowsky and the like, Brahms has a strange and
masterly charm. It is a new world into which he takes us—
just as Schumann said. Sudden glimpses into illimitable vis-
tas, suggestions of sentiment, a headlong flow of Olympian
power, moments of tenderness which Schumann would have
recognized as one of those occasions when for the first time
congenial spirits understand each other—these and many
other beautiful novelties come to realization in the composi-

tions of Brahms.
*x x *

Speaking of the race of pianists capable of dealing with
the works of Brahms, it is time. We are nearing the end of
the century. At the middle of this century Liszt had reached
the zenith of his powers as pianist and as writer for the instru-
ment. He was alone. The talented boys by his side were able
to play here and there one of his works; but there was abso-
lutely no one who could reproduce the whole of the Liszt mas-
tery of the pianoforte. This mastery was greater and far high-
er upon the artistic side than is commonly supposed. Along
with the interlocking passages, so brilliant when well done,
and so inexpensive to the player, there are many moments
where a refined and sensitive tonal sense comes to the front.
The tours of force were to afford contrasts. But Liszt was not
a player who habitually played fortissimo. This is sure from
the works.

I suppose that Liszt must have been himself the inspirer
of all the advances since. Take for instance that astonishing
piece of musical condensation and fullness, Bulow’s piano-
forte score of Wagner’s “Mastersingers,” or Tausig’s still more
monumental condensation of that marvel of musical complica-
tion, Wagner’s “Tristan and Isolde.” Here the two masters
but followed the way which Liszt had long ago shown in his
transcriptions of Berlioz’s symphony and overture, and the lit-
tle known arrangement of the overture to “Tannhauser.” In
these arrangements, which are even now beyond the powers
of any but pianists of a very high order, the qualities which
are demanded are finesse of touch, illimitable technic, and an
exquisite sense of musical values. The same qualities come
to expression in Bulow’s transposition of the great quintet
from the “Mastersingers.” What he has done is to put the en-
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tire piece upon the keyboard, under the fingers of the player;
and when well done it is like a dream, full of refined and ex-
quisite sensibility, emotional, palpitating—the very soul-throbs
of Walter and Eva.

In this kind of playing the musical idea and the feeling
behind the musical idea are the sole objects of attention. Tech-
nic is taken for granted. The display of the artist lies in his
entirely sinking himself and his art, and of raising on high the
immortal creation of Wagner, the five parts of which sing
themselves with individual feeling under the quiet fingers of
the pianist. Never a moment for display, no climax, merely
an exquisite subsiding in the short coda—what could a vir-
tuoso have been thinking of to imagine that a piece of this
character could be mistaken for a “piano solo?” Yet it is to
precisely this sort of piano playing the world is coming. It
is the same art as that of Bach in his ever-fresh preludes and
fugues—pieces which under dry names cover a world of sen-
timent, imagination and free tonal fantasia. In these also a
like abstinence from display; a like exalting of the purely
musical expression.

It is time, I say, when the century is nearly closed, that this
new art of piano playing should become disseminated among

the masses.
* * *

Speaking of new things, I had the pleasure lately of hear-
ing Mr. Godowsky read the Concerto by Ludwig Schytte, in
which Mr. Rosenthal will make his appearance. The work is
very brilliant and musical. Schytte is a Danish composer, I
believe, and in the second movement of this work he is a little
like Grieg and Svensden. It is simple, naive, and effective.
The technic is very largely of the interlocking variety, in which
running passages, seemingly of extreme difficulty, are pro-
duced by the co-operation of the two hands and at compara-
tively little expense to the player. In point of brilliancy it re-
sembles the Liszt concerto in E flat, which, however, in its
third movement is more difficult than any part of this of
Schytte. The finale of the Schytte concerto is extremely bril-
liant, and I shall be very much surprised if it does not produce

a great effect.
gre * * *

I have been trying to get a quiet hour to talk with Mr.
Sherwood since his return from Chautauqua. As is generally
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known, he has a cottage there and for two months every sum-
mer does a great deal of teaching and lecturing and playing.
In the latter he covers his usual wide range, from extreme
classical to the most advanced modern works—not forgetting
the appealing American composers who have dedicated to him
some of their works.

Mr. Sherwood has been, during the past ten years, one of
the most potent factors in the general advance of this country
in taste for piano playing. Along about 1876 to 1886 Mme.
Rive King and the fascinating Carreno were in the foreground,
while Sherwood was ranked as a scholarly player of classical
principles. But the classification was unjust, Mr. Sherwood
being then, as now, a virtuoso of distinguished merits, whose
lot it has been to have to do pioneer wark. All of us who
know and admire his art regret that his opportunities for
playing with first-class orchestral surroundings have not been
more numerous. But this has been all the better for the coun-
try, for it has necessitated wide ranges of recital work, and ap-
pearances in many small towns where foreign artists are never
heard. In fact, upon the commercial side, Mr. Sherwood has
been in rather an unfortunate dilemma. To charge too much
was to limit his appearances to the small numbers of places
where conditions are already ripe for successfully handling
piano recitals of advanced quality; while to accept lower fig-
ures, when only these were practicable for the community, was
to impair his prestige—for prestige is a sort of artificial halo
shining with a radiance of sixteen to one of the real thing.

Sherwood took the best course for the country, and has
played and does play in all sorts of places, but always in selec-
tions such as an artist would take, and always I am sure with
essential mastery of his art. And now after so many years at
Chautauqua he finds there a summer public which is to a great
degree composed of delegates from his public in the country
at large. And so he enjoys himself and does good. These
two exercises, I am told, are the main occupations of heaven.
But the latter is a larger place than that by the lake at James-
town.

* ¥ *

I desire to drop a tear over the untimely demise of the new-
ly-organized Chicago festival orchestra, under the direction
of that excellent musician, Mr. Adolf Rosenbecker. After
two concerts in Chicago the confiding infant went upon the
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road. At latest accounts it was stranded somewhere in Kansas,
at a point so remote that the ties were too numerous to count.

I am sorry for Rosenbecker; and doubly sorry for the
sponsors of the enterprise. The time was not well selected.
When the great American public goes daft in a presidential
election, as it does every four years, artistic enterprises had
better stand from under. Nothing succeeds at such times but
certainty.

The slow music will now strike up.

* x %

Mr. Emil Liebling gave a very pleasant chamber concert
at Kimball Recital Hall, October 3d, with the assistance of
Mr. Adolf Weidig, violinist, and Mr. Franz Wagner, cellist.
The principal selection was the splendid Schumann trio, opus
63, which went musically and enjoyably, Mr. Liebling appear-

ing to peculiar advantage in it. He was also heard with great
pleasure in the Larghetto from the Henselt concerto and in a
mazurka of his own. I was not able to remain to hear the Men-
delssohn trio, opus 49, which concluded the concert. There
was a very fine and appreciative audience present. Mr. Liebling
is an artist who, like so many in America, suffers from want
of public encouragement. For, while he has a clientele which
is large and faithful, he is not heard with the Chicago orchestra,
nor is he encouraged to prepare new and important works.

* * B3

I have always suspected Mr. Liebling, the artist, of a con-
cealed fountain of enthusiasm far larger than one would im-
agine from the somewhat cynical terms in which he some-
times voices his thoughts. A man who for a long series of
vears remains true to his ideals and is always coming to the
front in tasks of artistic value, must have some motive; which
is the very natural one of liking certain music and of liking
to introduce it to the affection of others. Mr. Liebling likes to
put all this upon the commercial ground of demand and sup-
ply: I quite agree; the artist, however, has in his own indi-
viduality the demand and the supply; the public assists.

* * *
Artistic experiences are not always what they seem.

I remember that some years ago the pianist Neupert
plaved a chamber concert in Weber Hall, assisted by Rosen-
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becker and the cellist Eichheim. The main number was a trio
by Rubinstein, a work extremely well adapted to Neupert's
broad and musicianly style of playing, in which musical feel-
ing and rich emotionality came to expression with remarkable
clearness. Excited by the music, Neupert gave himself loose
rein, while the violinist and cellist kept up as well as they
could. Owing to the vigorous personality of Neupert and his
musical touch, this playing made a profound impression upon
all who heard it, and the newspaper critics were moved to the
point where they pronounced it a “revelation” in the playing
of chamber music. The next day Liebling, who had read the
notices but had not heard the concert, met Eichheim and asked
him about the playing. “What sort of playing was this?”
asked Liebling, “which the papers are calling a revelation?”
“Revelation,” said Eichheim, “we were out more than two-
thirds of the time.”

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

Aside from changes of this character, having no bearing
upon Chopin’s thought, but simply marking a part of the gain
which has been made in the manner of piano playing since
Chopin’s time, Tausig devoted his improvements mainly to the
orchestral parts. The very long orchestral passages have the
disadvantage for the player that they anticipate everything he
has to say; and the further disadvantage to the musician that
they are very badly done, the scoring being very meager and
barren. Tausig cuts them short, changing the modulatory
structure as much as necessary in order to bring around soon-
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er to the solo piano part, constructing his additions out of
Chopin material cleverly utilized. The accompaniments also
he improved materially, but not nearly so much as he might
well have done. In fact, notwithstanding all that is said about
meddling with the works of great masters, the musical effect of
the concerto might have been very greatly emphasized by still
further additions of thematic work to the orchestral accom-
paniment.

When Mr. Godowsky began to practice the work he im-
mediately saw that still further additions to the passage work
would be easy for him, and at the same time intensify the bril-
liant effect of the work without changing Chopin’s harmony
or original motives in any way. In some cases he doubles
passages with the left hand; in others he takes with the right
hand what Tausig had left for both, and doubles this total
again in the left hand. In other places he puts in a middle
voice, and in many places he enriches the accompaniment
which the left hand plays to melodic ideas in the right hand, in
places where Chopin left them in barren condition. The melo-
dies of the principal subjects, and their treatment he does not
touch. There Chopin’s treatment is sacred. It is simply a case
of putting a few yards of lace and braid upon an old gown,
and perhaps changing the cut slightly for an effect more “up-
to-date.”

Personally I became much interested in these changes,
which after repeated hearings seemed to me to improve the
effect very much, although enhancing the difficulty. I asked
Mr. Godowsky, “Why do you put yourself to all this trouble
in making these changes, which while they add enormously to
the difficulties of the work are nevertheless of such a char-
acter that the casual hearer will not observe them, and many
who know the concerto from piano study only will also fail to
notice the astonishing nature of these things you are doing?”
“Moreover,” I went on, “likely as not the critics will double
your dose for not giving them the Simon pure Chopin article.”
To which he answered, “I know very well that I shall not get
any credit for this, and may even be abused on general princi-
ples; but all these changes seem to me legitimate and musical,
and to bring out the Chopin idea in a more noble manner.
In short I think my additions make the work only more worthy
of the noble idea which Chopin had.” When a man chooses
to take some weeks of trouble with a purely altruistic motive
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of that sort, there is nothing to say but to give him his head.
But note the sequel.

The orchestra at Worcester was the Boston orchestra led
by Mr. Kneisel, Mr. Paur not being back from his vacation.
When Mr. Kneisel inquired in Boston about the Tausig or-
chestral parts of the Chopin E minor concerto, he was told
that they were quite the same as those of Chopin. Accordingly
when Mr. Godowsky landed in Worcester a few hours before
rehearsal, he found that there was no Tausig orchestration to
be had, nor was there time to have anything copied from the
score he had with him, which he had been diligently mastering
on the railway journey to Worcester. The situation then was
this: Godowsky was prepared for the Tausig version with his
own additions; in the process of learning this and working at
it, the Chopin version had measurably gone out of his memory.
The players had the original orchestral parts. There was only
one score, and that the Tausig score which Godowsky brought.
Add to these complications, the rehearsal was public. Ac-
cordingly it was with no small fear and trembling that Mr.
Godowsky began to play, but everything went on successfully,
and only two stops were made, in the last movement. This
was encouraging, and the applause was very gratifying; but
the pianist had not enjoyed the occasion, for in addition to
the effort to recall the original form of the concerto, there
was no end of care and anxiety lest the orchestra should fail to
come in at the moment. Hence great care for good time,
strong accent, and the like—to the impairment of spontaneity
of interpretation. At the concert Godowsky forgot the or-
chestra and played the concerto, using his additions where
they would answer, and the original where the additions made
slight conflicts with some inner voice of the original orches-
tration. By unexampled good luck everything went well, and
no misfortune occurred. But fancy the anxiety of Kneisel, who
for scores of measures of tutti had not a note in his part to
steer by and had to trust his men. At the end a great success,
from orchestra, conductor, and audience alike.

But how unlike the way one thinks of such a performance.
A

Some of the vicissitudes of the school book trade have lately
been amusingly illustrated in Indianapolis. Last year, after
the usual canvass of the merits of opposing systems, the Natural
Course of music readers was adopted, and was used all the
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year. It turned out, however, that the superintendent of the
music, who had had but one or two years’ previous experience
in the school room, herself a pupil of Mr. H. E. Holt, had
been bitterly opposed to the Natural Course from the first. For
some reason the progress in singing was not what had been
desired, and the supervisor naturally attributed the slow prog-
ress to the system. So, along in July, a communication ap-
peared in one of the Indianapolis newspapers citing examples
of the poetry in the Natural Course and holding it up to ridi-
cule as “tommyrot,” “drivel” and like soul-denying epithets.

In immediate connection, the proceedings of a session of
the board of education were published in which the supervisor
of music made a very tart attack upon the Natural Course and
tried to get it changed, upon the ground that it was unjust to
her to hamper her work with a set of books with which she was
not in sympathy. Her communication was mildly indorsed by
the superintendent of schools, on the ground that perhaps it
was not quite fair not to give her the material which she
claimed to need in order to perform good work, as she under-
stood it. Immediately other articles appeared concerning the
Natural Course, and the books were thrown out and others sub-
stituted.

The principal examples of faulty poetry cited turned out to
be from the child poems of the late Robert Louis Stevenson,
and the other material in the readers of the course embrace
perhaps more first class selections from a greater number of
celebrated poets than any other set of books before the public.
The other charges against the books were that they contained
very few interesting songs, were not well graded, were not
pleasant for the grade teachers, and so on—all of which were
left on mere assertion. Curiously enough the supervisors,
superintendents of schools, teachers and school authorities in
scores of cities have covered these points in the most liberal
manner, praising the Natural Course for just the qualities which
it was claimed to have lost in Indianapolis.

The Indianapolis fracas interested me very much as an
illustration of what Ruskin says, which is that the qualities
commonly denied concerning prominent men are generally
those in which they are strongest, and that the same principle
applies to books. The Natural Course of Music, for instance,
had its origin in the school room, and Mr. Ripley worked it
out during® many years' experience as principal of a public

6
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school in Boston. His associate in the work, Mr. Thomas
Tapper, is well known as a musician of taste and ability.
Hence wholesale condemnation of the books upon the ground
of school-room impracticability, or of musical barrenness,
stands discredited upon a priori grounds, if there were no
positive testimony from practical teachers upon these very
points, or the books themselves to examine.
* * %

The sole point in which the Indianapolis supervisor of
music advanced a positive principle was where she said that
children learned “tune more easily than rhythm.” \When I read
this remark I thought I must be dreaming; but I have since
learned that it is publicly taught by no less an authority than
Mr. H. E. Holt. Of course I hold the precise opposite of this,
all musical experience being to the effect that rhythm is the
fundamental source of musical delight, while tune and har-
mony come later. The highest appreciation of music, as an
expression of intense or characteristic moods, does indeed turn
more upon harmonic and tonal sensibility than upon rhythm,
although even in these altitudes rhythm and rate of movement
cut a very important figure. In instrumental music of the
highest class, such as the sonatas and symphonies of Bee-
thoven and other great masters, rhythm is a very strong ele-
ment of attraction and charm, and much of the characteristic
expression resides in the rhythm. Moreover, it is only in
rhythm that a musical idea assumes proportion and formal
beauty, and this which is true of the simple period is equally
true of large works in their entire development as a completed
musical discourse.

Rhythm is the one element of music which does not call
for the assistance of the musical imagination to complete the
sensc. All that there is in rhythm is either fully expressed or
consists of very simple relations, such as those of 2:4:8, etc.,
which are intuitively intelligible.  Whereas in tonality we
imagine with every phrase certain other tones of the scale
which we suppose are to be heard in the same connection, and
which are necessary for fully completing the sense. In folk
music this total content of the key consists of the plain diatonic
tones of the key only: in higher music the chromatic tones are
added, and in the most advanced enharmonic relations are very
prominent and important. It is noticcable that the most rudi-
mentary traces of musical delight consist of rhythm only, as
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when children or savages drum a single rhythmic motive over
and over, for hours together, without the slightest attempt to
develop it into a symmetry by associating it with some other
rthythm. If to this one or two tones of the scale be added,
for developing a slight meclodic cadence, the music has gone
higher, and so on by progressive additions of elements until the
full resources of the modern orchestra are reached.

Musical education, therefore, turns upon the education of
the tonal sense for harmony and melody, until the full extent of
the existing tonal system has been reached; but rhythm as
such will be present mainly as an agreeable incident of the
lessons, rather than as an element of training requiring distinct
mental application. There are, of course, a few elementary
points of proportion and exact mathematical division, which
have to be taught once for all; then the sense has to be formed
for the effeet’of différent kirids of measure—mainly a matter of
singing in these different measures with attention to the beat
and the movement and accent; and thus treated rhythm will

not prove a difficult element, but the reverse.
* *x %

To return to the Indianapolis fracas, after some weeks the
American Book Company had published in the Indianapolis
Journal an article defending their books from the unjust
charges. This communication was written and signed by the
superintendent of their musical department, Mr. Clarence C.
Birchard, a very experienced and far-seeing educator, number-
ing more friends among educators in this country than almost
any other individual. This re-opened the war, and Mr. Birch-
ard came in for a distinct share of the dose. With characteristic
regard for the law of libel no charges were formulated against
Mr. Birchard, but he was referred to in what was probably in-
tended as a very contemptuous manner as “one Birchard"—
which he is indeed, in fact the only one. 1 have received a
copy of this communication, but have no space at this moment
to go into Mr. Birchard’s history and many interesting quali-
ties. These we will leave for some pleasant moment in the
future. Meanwhile if it is any comfort to Mr. Birchard to
know it, any editor will-tell him that printer’s ink is one of the
most soothing of emollients to an abraided surface, provided
vour cause is just—which in his case it is. Mr. Birchard might
be referred to Virgil’s line—“Tantaene animis celestibus irae,”
“Is it possible that the gods lose their temper?”
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DR. WILLIAM MASON IN HIS STUDIO.

Everybody likes to know something of the surroundings of
an eminent man whose name they have heard for many years.
It is for the gratification of this taste, as well as for the interest
of the studio in itself, that I give here two views of Dr.Mason'’s
studio at Steinway hall, New York, one looking towards the
west, the other towards the east. The desk at the west side of
the room is where Dr. Mason is generally found when not
engaged in teaching. When he plays for a visitor he generally
does so upon the piano at that side. When engaged in a
lesson he is always seated at the piano upon the east, as shown
in the other view.

The studio is a front room in the third story, just over the
Fourteenth street entrance to Steinway hall. Many vears ago
Dr. Mason had the room below this, now required for ware-
room purposes. His place at Steinway hall has been occupied
ever since the hall was built, and aside from William Stein-
way himself or Mr. Nahum Stetson, the comfort of no per-
son about the house is more regarded.

The studio is well lighted by three large windows, towards
the south, and the walls are covered with pictures. Those
upon the east side are mainly portriats in sepia, which Dr.
Mason had painted expressly from the best available originals,
partly, no doubt, in order to assist a deserving artist in that
specialty. Among them is a reproduction of the formerly well-
known and interesting lithograph, entitled, *A Morning with
Liszt,” showing Liszt at the piano, surrounded by Czerny, Ber-
lioz and Kreutzer, the violinist. The pictures upon the west
side are more diversified, several excellent water colors by dis-
tinguished artists being among them.
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MUSIC IN MUNICH.

By Julius Klauser.

Yesterday evening I heard a memorable concert, the Ninth
Abend of the Second Beethoven Cycle, each of the two Cycles
comprising the nine symphonies. These concerts were given
at the Kaim Saal, a new and roomy, though, acoustically, not
entirely successful concert hall, equipped with a fine pipe or-
gan and built by Dr. Kaim, a public spirited and music-loving
citizen who opened his music temple to the public a year ago
with an excellent orchestra and choir, also bearing his name,
and founded by him. The establishing of this Kaim organiza-
tion was an important event in Munich, for besides its regular
popular symphony and oratorio concerts, the orchestra is
available for private choral societies and artists, that have
hitherto been entirely dependent upon the court orchestra,
with which it was extremely difficult to arrange dates, owing
to the busy season at the Royal Opera and Academy. A healthy
feeling of competition has sprung up between the two organ-
izations and of course music-loving Munichers are the gainers
thereby. Both the Kaim orchestra and choir are under the
training and leadership of Hermann Zumpe, formerly .court
conductor at Stuttgart, a middle-aged musician of high cul-
ture and unusual versatility, equally strong at rehearsal and
concert, and very popular both with the forces under him and
his audience.

The evening programme, devoted to Beethoven alone,
opened with a clear and vigorous reading of the Coriolanus
overture and was followed by a musicianly interpretation, by
Concert Master Rettich, of the Violin Concerto. I was in the
best mood for the ninth symphony, which concluded the pro-
grammie, but as usual, I had my fears for the choral finale. Re-
fraining from details, let me say that I never before heard the
finale in particular and the symphony as a whole so well given,
nor had I hitherto believed it possible to reproduce the vocal
parts with such flawless intonation, power and effectiveness as
was accomplished’last evening, without transposition of the
score to C minor, a departure of Mr. Thomas, which is sav-
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agely criticised here. The excellent quartette of singers were
as follows: Emma Hiller (soprano), Elizabeth Exter (alto).
Josef Kellerer (tenor), Emanuel Kroupe (bass).

My friend, Prof. M. E. Sachs, with whom I have made a
walking tour, tells me that this winter’s production of the great
Ninth by the court organization, under Court Conductor
Fisher, will be still better.

I arrived here in time to hear the fifth, sixth, seventh and
eighth concerts of this Beethoven Cycle also, the number of
each concert corresponding with the number of the symphony
played.

At these concerts I found more to praise than to criticise.
The Kaim orchestra is made up of the best material, the wind
instruments are remarkable; an oboeist, with a full, rich tone
of surpassing beauty; a French horn player and a clarionetist
are to be named in the same category of excellence. Zumpe
gets a good ensemble, phrases with care, makes for strong
lights and shades, inspires his players with enthusiasm and
often brings out a rhythmical swing and vigor that carries all
before it. Sometimes, as in the finales of the fifth, seventh
and eighth symphonies, he was too impetuous, and rushed the
tempi to the sacrifice of clearness. The first and third move-
ments of the fifth, usually taken too fast, were given in a slower
tempo. On the other hand, the allegretto of the seventh was
too fast; the allegretto scherzando of the eighth too slow. In
their entirety the fifth and eighth suited me best. It certainly
is difficult to satisfy everybody in the choice of Beethoven
tempi. A movement marked allegro by the master should not
be taken too fast; the additional con brio applies to the spirit
rather than the rapidity of the movement; but when the allegro
is followed by the words molto or vivace, there is no doubt that
Beethoven intends a very rapid movement. I take no great
interest in the sixth symphony and judging from the reading
of it by Zumpe it seemed as though he felt much the same
about it, yet I may be wrong.

Much as there was for me to enjoy in all these symphonies,
I frequently found wanting that loving attention to the min-
utest details in accent phrasing, embellishment, delicate shad-
ing and coloring to which Thomas and the Bostonians have
accustomed us. Of the remaining orchestra numbers of these
four programmes, Weber’s overtures to Eurvanthe and Ober-
on, and Liszt’s Tasso and Mezeppa. barring occasional weak-
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ness of strings in the latter, were played in fine style. The
inadequacy of the strings for modern works was uncomfortably
evident in Wagner’s overture to Tannhauser, Meistersinger
Vorspiel and Kaiser march, all of which works I have heard
better played in the United States.

The same is true of Beethoven’s Third Leonore Overture,
the only other orchestra number of which I have to speak, a
performance of which by the Boston orchestra, under Gericke,
I have never since heard surpassed.

Among the soloists on these occasions two excellent artists,
Organist Adolph Hempel (D minor Toccata and Fuge, Bach),
and Violoncellist H. Warnke (Handel's Largo and Schu-
mann’s Evening Song, with organ accompaniment), played
beautifully. These gentlemen were called in at the last mo-
ment to take the place of Miss Marie Geselschap, an American,
who was not permitted to play, owing to her failure with the
C Major Concerto of Beethoven at the general rehearsal. Fa-
vorable mention is also due to Miss Ottelie Hey, daughter
and pupil of the well-known Prof. Julius Hey, of Berlin, for
her intelligent singing of Lieder, by Beethoven, Schumann,
Schubert and Zumpe, and of the youthful pianist, Petzet, whose
playing of the X. Scharwenka Concerto exhibited great talent
and much promise for a brilliant future.

During my journeyings since July 3oth in Germany, Hol-
land, up the Rhine, in Switzerland and the Austrian Tyrol, I
experienced little that was of a musical nature; some bad play-
ing on the great organ at the Haarlemm Dom, a pilgrimage to
the Beethoven-Haus and Museum at Bonn, the satisfying of my
curiosity regarding the pitch of the fundamental tone and har-
monics emanating from the roar of the Rhine Falls, that is
all. Wagner heard this very distinct fundamental to be E flat,
in which key he has set the Rheingold music. Later observ-
ers have pointed out that the fundamental is F and this accords
with my own recent observation. Perhaps the voices of the
Rhein Daughters are growing sharp with age!
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MUSIC AT COLUMBIA.

The department of Music was established May 4th, 1896, upon
the Robert Center Fund for Instruction in Music, an endowment
presented to the University by the mother of the late Robert Center.
By the terms of the gift, the fund is to be used “to elevate the
standard of musical instruction in the United States, and to afford
the most favorable opportunity for acquiring musical instruction of
the highest order.”

The aim of the instruction will be two-fold. First, to teach music
scientifically and technically, with a view to training musicians who
shall be competent to teach and to compose. Second, to treat music
historically and aesthetically as an element of liberal culiure. The
several courses will have reference to the needs of the undergraduate,
to those of the university student who wish to specialize in music,
and to those of special students of music not otherwise connected
with the University.

Special students and auditors will be admitted to all the courses
in music under the usual regulations. Special students are examined
upon the work that they do, precisely as students who are candidates
for a degree. Auditors are not examined upon their work, neither
are they counted as students.

Women desiring to study music as candidates for the degree, or
as special students, must register through Barnard College. To do
this, address the Registrar of Barnard College, 343 Madison Avenue.

Women desiring to attend any of these courses as auditors may
register at Columbia University.

To obtain admission to any of the courses except Course VI, stu-
dents must be able to pass an examination to be conducted by the
Professor of Music. Auditors may be admitted to Courses I and Il
without examination. All persons may be admitted to Course VI
without examination.

All the courses in music will be given at the Carnegie Music Hall,
57th Street, corner Seventh Avenue. The rooms assigned for this
purpose are on the third floor of the Music Hall, facing on 57th Street,
and can be reached by elevator. During Professor MacDowell’s con-
sultation hours, which are given on page 8 of this circular, he can
be found at his office at Columbia University, Room 10 in the Library
Building.

The Faculty of Philosophy and the University Council will be
asked to assign to the courses in music their proper weight as part
of the requirements for the varfous university degrees. Collateral
subjects may be chosen with the approval of the Professor of Music.
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Literature, languages, physics (sound), and psychology, are appro-
priate minor subjects for students whose major subject is music.

COURSES IN MUSIC.

Course I—General Musical Course. Lectures and Private Reading,
with illustrations. Two hours weekly. Professor MacDowell.

This course is open to properly qualified Seniors in Columbia Col-
lege as an elective, and also to all properly qualified university stu-
dents; and, with the consent of the Dean of the College, to all prop-
erly qualified students of the College.

This course, while outlining the purely technical side of music,
aims at giving a general idea of music from its historical and
aesthetic side. In connection with Course II, which will be given in
1897-98, Courses I and II give a complete survey of the subject.

Course I treats of the beginnings of music, the Greek modes and
their evolution, systems of notation, the Troubadours and Minne-
singers, counterpoint and fugue, beginnings of opera, the clavecinists,
beginnings of programme music, harmony, beginnings of the modern
orchestra, evolution of forms, the symphony and opera up to Bee-
thoven,

Course II—Not given in 1896-97.

Course II treats of the development of forms, the song, romanti-
cism, instrumental development and the composers for piano-forte,
revolutionary influences, the virtuoso, modern orchestration and
symphonic forms, the music drama, impressionism versus absolute
music, and color versus form, the relationship of music to the other
arts, musical criticism.

Course III—Lectures and Class-work. Two hours weekly. Pro-
fessor MacDowell.

This course is open to all properly qualified university students,
and, with the consent of the Dean of the College, to all properly
qualified students of the College.

This course, in connection with Courses 1V and V, constitutes a
three-years’ study of the subject.

Course III treats of general theory, dictation, harmony, compris-
ing chords and their mutual significance, altered chords, suspensions,
modulation, imitation, analysis, and the commencement of composi-
tion in the smaller forms.

Course IV—Lectures and Class-work. Two hours weekly. Pro-
fessor MacDowell.

This course is open to all students who have taken Course III.
and to such persons, otherwise qualified, as can demonstrate to the
Professor of Music, by examination or otherwise, that they are com-
petent to profit by it.

This course treats in the first term of strict counterpoint, canon,
choral figuration and fugue. In the second term of free counterpoint,
canon and fugue, analysis, commencement of composition in the
larger forms. The first term is confined to vocal writing, and, with
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Course III, may be considered as a preparation for the second term,
which includes instrumental writing.

Course V—Lectures and Class-work, with practical illustrations.
Two hours weekly. Professor MacDowell.

This course is open to all students who have taken Courses III
and IV, and to all persons otherwise qualified who can demonstrate to
the Professor of Music, by examination or otherwise, that they are
competent to profit by it.

This course treats of free composition, analysis, instrumentation,
symphonic forms. In this course all the orchestral and other instru-
ments are considered individually and collectively, and their tech-
nique, possibilities, and limitations are demonstrated.

Course VI--The details of this course have not yet been arranged,
but it is intended to consist of a series of lectures by prominent men
on musical history, opera, modern orchestral composers, programme
music, folk-song and nationality in music, the virtuoso in art, piano
playing and methods of teaching, the psychological aspect of music,
‘Wagner and the music drama, color in music, acoustics, and the like.

This course should be taken by all students who are candidates
for degrees and who are taking any of the courses numbered I to V.

A small library (which will be gradually enlarged) of music and
books of reference will be placed at the disposal of students. It
includes orchestral scores by Haydn, Mozart, Beethoven, Weber,
Mendelssohn, Schumann, Raff, Liszt, Goldmark, St. Saens, Nicode,
Tschaikowsky, Wagner, the piano-forte classics and vocal music,
theoretical works by Riemann, Langhans, Rowbotham, Savard,
Bazin, Gavaert, and biographical works.

OHIO MUSIC TEACHERS' ASSOCIATION.

The next meeting of the Ohio Music Teachers: Assoctation will
be held at Delaware, O., December 29-30-31, 1896. No teacher who
desires to be abreast of the Profession can afford to turn lightly away
from the great annual session of the Teachers’ Association. Not only
the inspiration that is gathered from meeting so many teachers en-
gaged in the same line of work, but the great fund of knowledge
which will be brought to light in this meeting is of the greatest pos-
sible value to every live teacher. The discussions alone are richly
worth the sacrifice that will be required on the part of any teacher
in the state to be present, and the music which will be presented at
the coming session will certainly arrest the attention of every teacher
within the borders of our state, no matter what his attainment may
be. The plan of the programme this year is somewhat different
from what it has been in the past, and it is intended to be in the
highest sense educational. The committee has been planning for a
series of Analytical-biographical Concerts: that is, each program
to be made up of the work of a given composer. Preceding the ren-
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dition of the program. a paper will b¢ presented analysing the works
to be performed, pointing out the peculiarities regarding the The-
matic and Harmonic treatment of the same, as well as of the personal
characteristics of the composer and his influence upon art in general.
Such programs cannot fail to interest, not only the most proficient
teacher in our ranks, but teachers who work in smaller spheres, as
well as Lthe mere novice. A very large attendance is anticipated at the
coming meeting at Delaware. The Ohio Wesleyan University has
placed its buildings at the disposal of the Association, as well as the
great organ in Gray Chapel. Several of the most prominent organists
of the state have signified their willingness to be present, and to
appear on the organ programs. Everything points to a great meet-
ing, and we urge all teachers, especially those who are so located as
to rarely enjoy opportunities for hearing great music, to attend this
meeting. Watch the next issue of this paper for a complete program
of the week, and make your plans to come.
For circulars or other information address the President,
SAMUEL H. BLAKESLEE, Delaware, Ohio.

DEATH OF ANTON BRUCKNER.

A telegram from Vienna announces the death of the distinguished
contrapuntist and composer, Anton Bruckner, Oct. 12, 1896, in his

ANTON BRUCKNER.

teventy-second year. The Musical Courier gives the following par-
ticulars of his career:

Anton Bruckner was born at Ausfelden, in Upper Austria, Sept.
4. 1824, and received there his first instruction in music from his
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father, teacher in the village school. After his father’'s early death
he became a choir boy at St. Florian’s Church, and atterward school-
master at Windhag, near Freistadt, and later teacher and provisional
organist at St. Florian’s.

In spite of the very great poverty of his early life he formed him-
self, self taught, into a distinguished contrapuntist and excellent
organist, and in 1855 was victor in the competition for the post of
cathedral organist at Linz. He often during this period visited
Vienna to study counterpoint with Scchter, and from 1861 to 1863
studied composition with Otto Kitzler. At Herbeck's recommenda-
tion he succeeded Sechter as court organist and teacher of the organ,
counterpoint and composition at the Vienna Conservaiory, with
which functions he united that of reader in music at the university.
Bruckner was the author of nine symphonies, of which the second
(C minor), 1876, and the third (D minor), 1877, were performed at
Vienna without making much impression. It was by the seventh
E major, 1885, that he won his wide reputation.

The peculiarities of Bruckner’s music arise from his tendency to
transfer Wagner’s dramatic style to absolute music, and to the same
influence may be attributed his brilliant instrumentation. This
symphony was played in New York in the Seidl concerts during the
winter of 1887-8, when the Musical Courier published a careful analy-
sis of the work, to which we refer our readers. To the above works
are to be added a grand Te Deum, a string quartet, a plece for male
chorus, Germanenzug, some graduals and offertories and leaves in
manuscript, three grand masses and several male chorus works.

Bruckner had been sick for some months, and received the last
sacraments in July last. Since then reports varied, holding out little
hopes of recovery, till the final announcement arrived.

—_—— -

“Le Guide Musicale” gives the following as the numbers of pleces
of music published in France in the years named: 1890, 5,471; 1891,
4,943; 1892, 5,093; 1893, 5,126; 1894, 7,220: 1895, 6,446.

Dr. Henry G. Hanchett, of Brooklyn and New York, is making
quite a feature of lecture recitals from the Beethoven sonatas. The
works are studied rather than simply heard. In his directions to
those taking the course Dr. Hanchett invites each attendant to bring
his own copy of the announced sonata and to number in advance the
measures of the entire work, for ready reference. As illustrations of
the scope of treatment proposed note the following from the series
delivered at the Brooklyn Institute of Arts and Sciences in the early
part of the present year: “Rhythm,” Sonata in C, opus 2; “Melody,”
Sonata in B flat, opus 22; “Imitation,” op. 31, in C: “Harmony,” opus
7, in E flat; “Counterpoint,” opus 10, in D; “Development,” opus 28,
pastorale; ‘“Unity,” opus 31, No. 3, in E flat: “Punctuation,” opus 90,
in E minor; “Form,” opus 53, Waldstein; “Significance,” opus 13,

pathetique.
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Naturally the motive determining these selections for illustrating
the topics proposed will not appear equally obvious to scholars,
but there can be no doubt of the interest of such a mode of treatment,
especially if not made too technical—for it is as art works, after all,
that music must be appreciated. It i8 noteworthy in this program
that the later sonatas are all ignored. And 'with the exception of the
deeply impassioned largo of the opus 10 in D, the entire list con-
cerns itself mainly with the lighter aspects of Beethoven’s writing.

SONG RECITALS.

Quite in sympathy with the remarkable activity of composers in
the department of songs is8 the renewed attention being devoted to
song recitals. Among those engaged in giving such entertainments
may be mentioned Mr. Edward C. Kuss, formerly with the Carl Rosa
opera company, who, in a song recital at Des Moines, Iowa, lately,
included songs by Mozart, Schubert, Schumann, Wagner, Halevy,
Raff, Kjerulf, Clay, Rubinstein, Foote, and Kuss.

A different form of this kind of entertainment is offered by Mrs.
Jessie L. Gaynor, in a program composed entirely of songs of her
own compositions.

JUBILEE OF THE TONIC SOL-FA.

I have received from Mr. J. Spencer Curwen a pamphlet of congrat-
ulations upon the opening of the twenty-first annual holiday course
for teachers of the Tonic Sol-fa method. Beginning with the Queen,
who declined to be interviewed, the list embraces a splendid array
of eminent names, many of whom speak in terms showing positive
knowledge of the working of the Sol-fa movement and appreciation
of its astonishing working results. For instance:

The Lord Bishop of Wakefleld: “In this very musical region we
appreciate most highly the efforts of those who have so greatly en-
larged the area of musical attainment, and have made some knowl-
edge of music the happy possession of almost every household. It
seems to me impossible to overestimate the boon this has conferred
on the working classes. 1 am old enough to remember how very
rare it was to find any of them able to read music, and I remember
with thankfulness my own humble efforts to teach our Shropshire
National School children the meaning of musical notation. A coun-
try’s thanks are due to you.”

Canon Duckworth, of Westminster: ‘“There is no exaggerating
the effect of the Tonic Sol-fa system upon the musical education of
the masses throughout the country. The fact that there are now
three and three-quarter millions of children receiving instruction in
it speaks for itself, and shows the great importance of the holiday
courses by means of which the teachers in elementary schools are
enabled to maintain a high standard of efficiency, and to acquaint
themselves with the latest improvements of the system.”

Rev. Canon Benham, of St. Edmond’s R. Finsbury, Q. Square:
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“Let me tell you two facts. In 1845 I heard my dear old friend Jobn
Hullah give an address in which he poured ridicule on the ‘Movable
Doh.’ I was young then, and not able to answer him, and I rather
enjoyed his jokes, though he did not convince me even then. In 1869
he came and stayed a week with me at my Vicarage at Addington,
and when I brought up the subject I was rather amazed to find him
eloquent on behalf of the Movable Doh. His own system has passed
away now, and the Sol-fa lives and flourishes.”

Miss Weston, from the Royal Sailors’ Rest, Portsmouth: “To
have the power of teaching a nation to sing is a god-like power, able
to lead to the highest blessing. I know how our boys in the training
ships get on when taught by your system, and the power of singing
is a help and a cheer to them all through their time in the service.
May God spare you for many years to increase your great army of
singers, and by their means to bless the nation.”

Sir George Kekewich, Education Department, Whitehall: “There
is no doubt that the system has had a most beneficial effect upon the
music in our Public Elementary Schools, where it has been 8o largely
adopted. I am truly glad that the work is proceeding with unremit-
ting energy and vigor, and I send you a message of hearty goodwill
for your continued prosperity.”

Professor Fr. Niecks: “My opinion of the usefulness of the sys-
tem is so strong and so decided that if I had my way every learner
would have to begin with a course of Tonic Sol-fa.”

Antoinette Sterling: *“Kindest greetings and honor and blessings.

be upon you and yours as the benefactor of millions of dear little
children as well as big ones. The best singers and artists that I meet
are Tonic Sol-faists. Jean, my own little daughter, is a pupil of Mr.
McNaught—blessings on him, too! Power and glory are yours and
his now and forever. The best and truest singers have been Tonic
Sol-faists. Jean transposes Chopin into any key from her knowledge
of Tonic Sol-fa.”

Mrs. Mary Davies: ‘“When the history of the nineteenth century
comes to be written, the movement of which your father was the
founder and of which you are at present the acknowledged head,
will stand out as one of the most remarkable social and educational
forces of the time, for it has brought the refining influence of music
to the homes of the people.”

Rev. H. R. Haweis, M. A.: “You have my hearty congratulations.
The work you and your system have done is monumental and its
influence has been incalculable for good in popularizing musical
culture on a large scale.”

CARLOS GOMEZ.

The Brazilian composer Carlos Gomez had been in a very pre-
carious condition of health for some months, and several times re-
ports of his death were cabled to Europe and North America, only
to be contradicted in a few days. According to the last accounts his

condition was improving, but the disease, cancer in the throat, under-
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which he labored, took a sudden turn for the worse, and he died last
month at Para. :

He was born at Campinos, Brazil, July 11, 1839, and thus was in
his fifty-seventh year at the time of his death. His early studies
were at Rio de Janeiro, and his talents attracted the attention of the

CARLOS GOMEZ.

late Emperor, Dom P’edro 1I., who sent him to complete his musical
education at the Conservatory of Milan, under Lauro Rossi and Al-
berto Mazzacato, where he became one of the most distinguished
pupils. Before visiting Italy he had composed an opera, A Noite de
Castello, which was produced at the Lyric Theatre Fluminenses, at
Rio de Janeiro, in 18G1, and he made his debut at Milan in 1867 at
the Theatre FFossati with a little New Year’s day piece, Se sa Minga,
which was well received. One air, the Needlegun Song, as it is called,
became at once universally popular in Italy, which was then re-
joicing at the Prussian victory over the Austrians at Sadowa.

In March, 1870, the doors of La Scala were opened for him and
his Guarany had still greater success, the principal roles being sung
by Marie Sasse and Maurel. The work is very uneven, many beau-
ties, many platitudes, great originality and servile imitation of Verdi.
The same theatre produced February 16, 1873, on a text by Ghizlan-
20ni. La Fosca, which made a flasco. although it marked an advance
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on his previous work, especially in the instrumentation. His next
work, Salvator Rose, represented for the first time at the Carlo Felice
of Genoa, March 21, 1874, met with better fortune and was given
with success on many other Italian stages.

Maria Tudor, given at La Scala March 27, 1879, had a less favor-
able result, but it contains many admiraole passages and shows real
dramatic power. Lo Schiavo, however, had a success of enthusiasm
in Rio de Janeiro in 1889, while his last work, Condor, given at La
Scala in 1893, did not please the public.

Besides his operas Gomez wrote some romances and several
hymns, among them a hymn for the Centenary Celebration of the In-
dependence of the United States, at Philadelphia, July 4, 1876. The
piece was composed in obedience to a peremptory telegram from
Dom Pedro: *“l1 want a national hymn worthy of Brazil, of you, of
me. [ want it at once. Will take no excuse. I am waiting for it.”
The hymn was entitled Il saluto del Brasile. ‘““This elegant and ca-
pricious savage,” wrote Ghislanzoni in 1884,.“1s one of the most honest
and generous characters I have ever met. Take his hand with confi-
dence and affection. That which he extends to you is the hand of a
gentleman, and the heart which accompanies its pressure is a heart
overflowing with tenderness and every noble sentiment.”

Senor Gomez was in Chicago during the world’s fair, attached to
the Brazilian commission. On Brazilian day he conducted a program
of his own works, containing selections from several of his operas.
As composer he pleased greatly, not alone the Italians and Brazilians,
who naturally composed the body of the audience, but the Americans
and Germans as well. He was essentially an Italian composer. As
conductor he was impulsive, magnetic, and sensational. Of moderate
stature, his hair and moustache almost white and his clear olive skin,
he was a striking figure. The latest report of his death has been con-
tradicted at the moment of going to press.

WORK FOR THE GUILD OF ORGANISTS.

The Guild has nu small task before it if it is to attempt to save
church music from its friends. For one would hardly expect those
who lug music in where it does not belong, to do so in any unfriendly
spirit, yet they certainly act injuriously in so doing. While enjoying
a vacation in the country, the writer attended an Episcopal church
recently. The organ, although small, was not bad, and the chancel
choir of men and women, with two or three boys, sang decently.
But during the reading of the litany, and again during the adminis-
tration of the elements to the congregation (after choir and organist
had left the rail) the organ was constantly played. No attempt at
intoning either office was made, nor did the organist seem to be aim-
ing at musical illustration, emphasis or proper accompaniment—it
was simply a distracting noise consisting of musical sounds arranged
in crudely improvised progressions, generally very soft, but often
quite strong. Such an impertinence is not only out of place, but it
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inevitably draws attention from thec office which the minister is rcad-
ing—for it is hardly possible for one who knows the least of music
to avoid following the progressions and wondering how some of tnemn
are going to be linked to the attunement by the venturesome manipu-
lator of the keys. The writer once lost a considerable annual sal-
ary by refusing to make such a noise during a Sunday-school super-
intendent’s prayer once a week. How can the Guild educate clergy-
men and superintendents out of such unmusical yearnings after

music?
* & @

Another point upon which the Guild should make its influence felt
ie in opposing the organization of boy choirs where circumstances
make their musical success impossible. Many persons who pretend
i0 love music seem to hold that the mere existence of a boy choir
is in itself sufficient evidence that a church has good music; while
the truth, in a vast majority of instances, is exactly the other way.
The first essential of music is musical sounds, and the men who can
secure musical sounds from the throats of boys are few and far be-
tween. The expense of employing such men for time enough in each
week to secure this fundamental element of good music from boys,
makes the result simply impossible of attainment in most churches.
Mausic, in the structural and interpretative sense, must be built upon
this foundation of musical sounds by added labor, with its unavoid-
able expense. Were the ears of clergy and people really attuned to
musical art, and cultivated in listening, fewer of these abortive at-
tempts at display combined with music, through boy choirs, would
be made; but lacking the wide dissemination of musical ears and crit-
ical faculties, let us fall back upon authority and trust the Guild to
make its influence felt in behalf of true art and real beauty in the
musical offices of worship. Nothing in this paragraph is intended
to belittle the musical value of properly trained boy choirs—the fin-
est choir music ever heard by the writer was sung by boys and men.
—The Pianist and Organist.

MISS AMY FAY UPON THE PLAYING OF GODOWSKY.

As far as Godowsky is concerned, says Miss Amy Fay in the “Mu-
sical Courier,” I have followed his career with a great deal of interest,
and have been delighted with his success, as I have always thought
him a wonderful virtuoso and a most poetic artist. I shall never
forget his playing of the Tannhauser overture, arranged by Liszt for
the piano, for two hands, at a concert of Theodore Thomas's at the
Lenox Lyceum in New York, at which Godowsky was the solo artist.
He had played a concerto by Saint-Saens with the orchestra, was en-
cored, and played the overture to Tannhauser as his encore! I was
perfectly amazed at his making such a selection, with the orchestra
sitting by, and I must confess I listened to the opening measures of
it with a broad anticipation of what I was to sit through for twenty
minuies. *“Tannhauser on the piano with the Thomas orchestra duin?.
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close by!” I exclaimed to myself in dismay. But presently I became
interested in spite of myself. The prodigious genius which Liszt had
shown in the arrangement, the colossal difficulties of it technically,
and the extraordinary manner in which Godowsky surmounted them
made it a memorable performance. I marked it with a red letter and
decided that he would make a great career. He seems to be justify-
ing my expectations of him, and I hope he will continue to do so.

THE SELF-FORGETFUL RICHARD WAGNER.

Emile Ollivier, the French statesman and Academician, who mar-
ried one of Liszt's daughters, pictures Wagner as follows in an article
written for Le Correspondant:

The dual character of this powerful personality was to be read
in his face, the upper part beautiful, marked by lofty ideality, irrad-
fated by two thoughtful, deep eyes, whose glances were severe, gen-
tle or droil, according to circumstances; the lower part grinning and
sarcastic. A cold, calculating, pinched-up mouth lay between a
commanding nose and a protuberant chin like the threat of a con-
quering will. As the Olympian Jove and the clown were blended
in the face of Rossini, so in that of Wagner were united the singer,
seer, almost the prophet and the humorist. It amused him to ex-
pound his theories concerning opera and the drama, which were
and still are confused. Only one thing appeared plainly from all
that he said, namely, that he was the Messiah chosen by Providence
to close the musical cycle by an international synthesis in which
all ancient fame should be resolved. Already was he looking for the
“banquier” savior, whom he was finally destined to find in the royal
patron at Munich. Once he thought he had found him, but the
banker withdrew at the crucial moment. “The man has missed an
excellent opportunity to become famous,” said Wagner.—New York
Tribune.
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THE MODEL MUSIC COURSE FOR SCHOOLS. By John A. Brook-
hoven and A. J. Gantvoort. Cincinnati, 1895. The John
Church Company.

Manual.

Primer.

Second Reader.

Third Reader.

Fourth Reader.

When the history of the nineteenth century comes to be written
in a philosophic spirit, one phenomenon which must surely appeul
to the historian will be the high ideals of the authors of the differ-
ent music courses for public schools, as distinctively indicated in
the names affixed, which are always such as “normal,” “natural,”
“educational,” and now “model.” When such high merits as these
are the only options open to the selecting music teacher, his lot
must surely have fallen in very pleasant places.

The Model Music Course, of Messrs. Brookhoven and Gantvoort,
is an illustration of the thoroughness with which public school music
i8 now treated. The works cover the usual ground, from the pri-
mary grades to the end of the grammar school, or perhaps one year
in the high school. From the simplest rote songs the course leads
up to selections of more than average choir difficulty. Abundance
of technical examples are furnished, covering every new step in
rising grade.

The present writer finds himself out of sympathy with this course,
despite its very evident sincerity and the care with which it has
been executed, by reason of two classes of objections: First, he
objects to the form of many of the statements upon technical sub-
jects; and, second, he objects to the songs, for several reasons,
which will be brought up in due time.

Among the examples which might be mentioned of faulty presen-
tation of facts of notation are the following: In the Primer, p. 28,
it is stated, “Each loud tone is the beginning of a measure. In this
exercise there are two tones or parts in each measure, one loud and
one soft. We show the measures by placing a vertical line at ihe
end of each of them. The vertical lines which divide the numbers
into measures are called bars.”

To this I object, first, that accent is not a matter of loud and
soft, but of intensity; second, that the bar is not placed at the end
of a measure, but at the beginning, and its office is to mark the
place of the strong intensity, in other words, the accent. Just as
soon as the pupil understands that the bar shows the place of the
accent to be upon the time-place next following, just so soon he is
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in position to go about his rhythmic interpretation intelligently.
Moreover, since we are being so very particular, we do not “show thv
measures by placing a vertical line at the end of them,” but by
accenting—for measure is a matter of sound, hearing, feeling; and
only the signs of measure are presented to the eye. The matter at
issue here is not a small one; it is a question of presenting things
and signs in their proper position, so that the musical concept wiil
stand as the central object of thought, and the sign of the musical
concept in its proper place as sign. Everything in music has to be
defined in terms of sound.

The staff is spoken of as consisting of “five horizontal lines,”
which while true enough as the book is commonly held is by no
means essential. A staff is a staff whether it stands vertical, hori-
zontal, or at any angle. It is this disposition to intermingle appar-
ent things with essentials, that I object to in the Model Course. It
betokens careless pedagogy.

Again it says (Third Reader, p. 5): “When notes are placed on
these different staff degrees they take the names of the degree upon
which they are placed, as A, B, C, D, E, etc.” Without stopping
to run down the series of false presentations to which this state-
ment belongs, why not have made a distinction once for all between
signs of pitch and signs of duration. The staff degrees stand for
pitch. Notes indicate musical utterances, as many as there are notes,
of the pitch indicated by the staff degrees upon which they are
placed. This statement, that notes are characters indicating musical
utterances, belongs to Mr. J. Willlam Suffern, who promulgated
it very many years ago, when it was usual to say that notes indicated
the relative length of tones. The central and fundamental duty of
a note is to denote a musical utterance, as distinguished from any
other kind of utterance; i1ts secondary duty is to indicate relative
length: pitch the staff degrees indicate for it. A note upon a cer-
tain degree is still a half note, quarter, or what not, indicating a
musical utterance of the pitch of the staff degree. Between them
the note and the degree indicate the tone C, D, or what not, of
such and such metrical relation, according to the form of the note
and its relation to the bar. All these points, if properly made in
teaching, place the ideas in the children’s mind “right end to,” as
they used to say in New England, and in such form (properly con-
noted by the term “model”) they stand the best possible chance
of remaining part of the mind’s furnishing.

In these books, as in all others that I have examined, there 18
a great deal of unnecessary minuteness of gradation, by reason of
which a group of facts which are perfectly intelligible and easy to
remember, when taken together, become merely so many unrelated
statements when spread out over six months or several years. One
of these is the relative value of the note forms, and the principles
according to which measure is represented by means of them. The
entire table of note forms from wholes to sixteenths can be taught
children in the second grade in fifteen minutes; and the total of
the principles according to which different varieties of measure and
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different divisions within the measure are represented can be pre-
sented to a third-grade class in fifteen minutes more, in such 2
manner that they will never forget it. We used to get this in sing-
ing school in one lesson. As a boy of eleven I acquired this entire
matter in a single evening and have never forgotten it or been
mixed up concerning it since.

Important pedagogical and musical objections are liable to be
taken to the musical selections throughout the course. While they
are more musical than the original songs in many of the books
before the public, they are by far too uniformly composed by the
two authors of the system, and have therefore that element of having
been produced for the sake of a moral, which so invalidates the
interest of a story. Besides, the line between beautiful melody and
melody which just misses being beautiful is a very, very narrow
one; but the kingdoms it demarks are as far asunder as light and
darkness. One of the first duties of an elementary course in singing
ought to be to make selections of simple melodies, according to well
determined considerations of progressive difficulty, but all of them
tasteful and singable examples of melody, and as far as possible
from writers of genius. Mozart, Handel, Haydn, a little in Bee-
thoven, and so on all the way down through Abt, Kuecken,
and then up to Brahms, there are hundreds of charming melodie¢s
which the schools have not yet worn out—melodies having in them
the charm which belongs to a true master song, although very many
of them as simple as simple can be. What, for instance, could be
simpler than the melody of the “Hymn to Joy” in the last movement
of Beethoven’s ninth symphony?

It is evident that the authors of the Model Course are good
musicians and probably good, practical teachers. Their terminology
is still a little defective, and their regard for the thing before the sign
not yet an unbreakable principle of life. Pedagogically they might
learn quite a good deal from Lowell Mason’s ‘“The Music Teacher,”
a volume of instruction for teachers, issued fifty years ago. As
melodists both the authors occasionally show good powers, and in
“The Song of the Winds” (p. 25 of the Primer) Mr. Gantvoort has
produced a melody capable of sweet and true expression. Still it
remains true that the most childlike and singable pieces in the
Primer are by Mr. Jas. R. Murray.

Exception might be taken, and ought to be, to the use of slurred
tones in the primary grade, not so much on account of the difficulty
for small children, although this might have been enough to stop
them, but for the still more central principle that one syllable to
a tone is the beginning of true union between words and music.
When a composer finds himself with a surplus of tones for a true
association of this kind perhaps his best course is that of Handel,
wvho when he has gone as far as he can at the rate of one syllable
to a tone, stops for a moment and puts in a job lot of many tones
to one syllable, and then goes on with his remaining stock at the
natural and correct rate. A modern editor would simply have drawn
2 blue pencil through the superfluous notes.
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Typographically the books are well done, and it is certain thuat
excellent work can be done by means of them. The only question
is whether still more might not have been provided in the directions
above suggested.

EGBERT SWAYNE.

EDUCATIONAL MUSIC COURSE. By Luther W. Mason, Jas. M.
McLaughlin, Geo. A. Veazie, W. W. Gilchrist, and Nathan Has-
kell Dole. 1896, Ginn & Company. Boston.

First Reader.

Second Reader.

Third Reader.

This elegantly printed series of singing books for school use
mainly follows the lines of the former collection by the late L. W.
Mason, whose assistants and colleagues Messrs. Veazie and McLaugk-
lin for some time were. No criticism can be made upon the pedagogy
of the series since no statements are included in the present volumes.
They contain simply the musical material, leaving the system as
such for the teacher’s manual and the charts. The material here
included is of unexceptional quality. The order is substantially
that of the former Mason courses. Good work can be done in the
school room by means of these readers, provided the teacher and
the charts are equal to the demands. E. S.

HARMONY SIMPLIFIED. Or the Theory of the Tonal Functions
of Chords. By Dr. Hugo Riemann. Translated by Rev. H.
Bewerunge. Augener & Co., London. Cloth, 12mo. Pp. 200.

It is difficult to characterize this work without having given
it more study than the present writer has had time to
do. As is well known to experts, Dr. Riemann holds
that in like manner as over-klangs exist (the partials of
the major chord), there are also what he calls under-klangs, fol-
lowing a similar order in reverse direction, and that from
these under-klangs the minor series is derived. While the existence
of partial tones in the divisions of a vibrating string has been dem-
onstrated, the existence of these under-klangs has not been demon-
strated, and they remain merely a theory. Moreover, the theory of
these opposing major over-tone and minor under-tone series seems
too much like the principle of dualism, which is rather an {llustra-
tion of words and of finite ideas, than of anything appertaining
to the thing in itself. Nevertheless if this principle can be accepted
it results in affording plausible explanations for many phenomena
in harmony which our present masters not only do not explain but
which they pass over as if they did not exist. Only a few theorists
of rare perspicacity, like Moritz Hauptmann, for instance, feel
these inner and flner distinctions in tonal functions, which in fact
are at the Youndation of the harmonic novelties of Wagner.

The entire terminology of the Riemann system is new, and the
order of proceeding is revolutionary in the extreme. Still it looks
as if a diligent student could be carried through his exercises with-
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out losing flesh, and at the end, if doing them well, he would have ac-
quired not alone an excellent working knowledge of chord con-
nection, including the substance of counterpoint, but would also have
an explanation of the source of the strange effects which he would
come upon in the course of his work, and be by so much better
prepared for handling tonal functions practically in the expression
of musical ideas.

When he had compleled the exercises in this book, the student
would be able to add three other voices in simple counterpoint to
any given voice, and, knowing the underlying philosophy of modula-
tion and the actual implied force of every chord succession, would
be able to modulate with intelligence and perhaps with originality.
In short, if the course proves practicable in actual work, it will un-
doubtedly give the student a mastery of actual harmony entirely
unlike that resulting from the practice in Richter or any of his
successors, aided by a fairly good course of counterpoint besides.

In so far as the present writer is able to judge from an inspec-
tion of the work necessarily far from complete, the explanations
given of the essential influence of strange chords and dissonances
seem valid, musical and reasonable. They are, however, entirely
one side the practical treatment of chords as commonly carried ou.
I would very much like to see the work of a class carried through
this book by a good teacher. Dr. Riemann is undoubtedly a musician
of much depth of perception and sensitive in musical feeling. The
work is at least musical.

While this work of Dr. Riemann seems to admit of ‘being prac-
tically worked through by a class beginning at the very foundation
of harmony, it nevertheless has the intellectual scope of a college
text book, rather than of an available manual for the early stages.
This is the necessary result of so much care to explain remote
sources of musical effect. M:

PRACTICAL HARMONY. By Homer A. Norris. Part II. H. B.
Stevens & Co. Boston.

I have just been looking over again the very clever and clear
treatment of altered chords in Mr. Homer A. Norris’ work according
to the French aystem. It appears to me clear, handy, and satisfac-
tory. Whatever one may decide concerning under-klangs and thne
like, Mr. Norris has a neat and easy way of explaining the nature
of different chords and the proper manner of handling them. There
are teachers who would prize qualities of this kind in a text-book
of harmony. M.

(From The John Church Company:)
DANSE FANTASTIQUE. By Moritz Moszkowski.
MELODIE. By Moritz Moszkowski.
CAPRICCIETTO. By Moritz Moszkowski.
These three charming pieces by Moszkowski are of about the
fourth grade, and, like almost everything of this author, very musi-
cal and interesting and deserve to be widely known.
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DANCE OF THE SYLPHS. By Edouard Hesselberg.

A very bright and sprightly polka, available in the fourth grade.
Modern in siyle and very pleasing.

FIRST MAZURKA. By St. Saens.

A new edition of an old favorite. Very modern but not beyond
the fourth grade in point of difficulty.

ADDIO. Romance sans Paroles. By Charles Becker.

A song without words, the first melody of which is in nocturne
style, while the second subject is of a more agitated character.
Fourth grade.

VALSE JOYEUSE. By P. Wachs,

A sprightly waltz with running work in the right hand, very
pleasing and conducive to brilliant playing. Fourth grade.
GAVOTTE. By Baxter Johns.

A gavotte rather musical in character; not well adapted for teacl-
ing purposes and having also two peculiarities, one of which is that
it begins with the full measure instcad of the half measure, as i3
considered obligatory with a gavotte, and after the return of the
theme at the end a vocal part is added. This has probably seen
service in the music halls,

PETIT BOLERO. Op. 62. By H. Ravina.

A new edition of a favorite old teaching piece. Easy fourth
grade.

SECOND VALSE HUMORESQUE. By Charles Becker.

A very pleasing waltz involving a very free use of the hands
with a good deal of skipping about from place to place on the piano.
Light, pleasing and modern. Fourth grade.

RHAPSODIE. By Xavier Scharwenka.

This rhapsodie by Scharwenka is rhapsodical in the sense of being
freely composed from a musical point of view. The middle part has
a great deal of running work for the left hand and the entire work
has more the character of a study than a pianoforte solo. It is there-
fore perhaps all the better adapted for teachers’ use. Sixth grade.
THEN YOU'LL REMEMBER ME. Fantasia. By Anna T. Cramer.

A leaf out of the olden time. Some variations upon “Then You'll
Remember Me” in the style of Henry Herz, with scale and arpeggios
accompanying the melody, which is played most of the time in
the left hand. Later on the melody is treated with tremolo in the
right hand. A piece of this kind, while of no interest at all to the
nmusician, sometimes serves a very important use in teaching, appeal-
ing to a crude musical taste, which compositions of a modern school
have entirely failed to reach. Early fifth grade.

A METHOD OF SINGING. By Hans Seitz.

A very neat edition of the method of singing. apparently based
upon scientific principles; valuable.

PIANO STUDIES. By Daniel Steibelt. Edited by Wilson G. Smith.

These studies, by the long forgotten Steibelt, have very little 1o
do with modern piano playing, and it is difficult to account for
their having been reprinted in this very elegant style. Neverthe-
less, for those who like them, this edition, prepared with care by
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Mr. Wilson G. Smith, ought to be of a good deal of interest.
FIFTEEN SELECTED PIANO STUDIES. By Henry Herz. Ar-
ranged by Wilson G. Smith.

These selected studies from Henry Herz are even more old-fash-
ioned than those of Steibelt mentioned above. They are practically
exercises, some of them a little better than exercises, having a quasi-
musical value and if the pupil has time to spare for them they will
at least do no harm, and may possibly do some good.

THEMATIC OCTAVE STUDIES. By Wilson G. Smith.

These thematic octave studies by Mr. Wilson G. Smith are short,
clever, and deserve the attention of all teachers. They are very
modern in their style and will be useful through the fourth grade,
after the Mason simple octave studies have been practiced by the
pupil. It is difficult to see how a pianist capable of a series of exer-
cises like these should have found anything to interest him in the
studies of Steibelt and Herz.

CHROMATIC STUDIES. By Wilson G. Smith.

The Chromatic Studies by Mr. Smith are studies in passage work
entirely, and some of them are interesting and clever. Near the end
there are some good studies in octaves and also in double notes. The
last five works belong to the Edition Church, and are very elegantly
printed.

(From The Clayton F. Summy Company:)

AT SPRINGTIME. By Harmon H. Watt.

A rather pleasing waltz of moderate difficulty.

A NIGHT SONG. A Romance. By Harmon H. Watt.

A romance in minor, of no great substance but capable of being
played as if it meant a good deal.
PERDITA. By Harmon H. Watt.

A rather pleasing gavotte. All of these pieces have considerable
originality.

THIS LITTLE MAID OF MINE. By Louise Munday Ayres.

A pleasing tenor song, for light uses.

WHEN I SURVEY THE WONDROUS CROSS. By C. A. Havens.

A church song, somewhat in the style of an improvisation. Mez-
20-80prano voice.

THE MINER. By C. A. Havens.

Song for bass.

LET NOT YOUR HEART BE TROUBLED. By Hubbard W. Harris.

A song for church use; rather good.

HERE WHERE BLOOMS THE LOTUS. By Mrs. Allan Howard
Frazer.

CUPID IN THE GARDEN. By Mrs. Allan Howard Frazer.

HUSH THEE. By Mrs. Allan Howard Frazer.

The new woman is getting in her work in great shape in the line
of songs upon risque subjects. Mrs. Frazer, for example, is linger-
ing beneath a palm tree in the neighborhood of a lotus. where the
temple bells are ringing, desiring that her lover would come to her
that she might crown his head with roses red. The purely botanical
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circumstance of roses being out at the time the palm trees, the tem-
ple bells and lotus are getting in their work ought not to weigh
in a case of this sort. If a woman cannot dream, where are we at?
The second of these songs is a very sprightly one which might very
nicely be used by the better class of variety soubrette. All are cle\-
erly done and quite musical.

SERENADE. By Jessie L. Gaynor.

This rather hearty serenade has more musical life and go in it
than serenades usually have, and seems to indicate that the regret
to awaken her slumbers is to be taken in a purely Pickwickian
sense. It is a pleasing composition. We note in this connection
the fact that Mrs. Gaynor’s songs are having a constantly increasing
sale and are making friends in every direction—as well they may.
REVERIE FOR THE PIANO. By Jessie L. Gaynor.

Fourth grade.

STACCATO ETUDE IN B. By Elisa Mazzucato Young.

A very nice octave study, or more properly wrist study, embody-
ing some of the same principles as that of Rubinstein in C, but
with less difficulty. Sixth grade. Very cleverly done, and worth
knowing. The composer is a daughter of the famous Italian com-
poser and impressario of Milan.

SERENADE. For the organ. By K. Ockleston Lippa.

This serenade for the organ is a composition which every organist
ought to know, because it is a perfect example of what the organ
ought not to do, and what ought not to be permitted in church. It
is well written for a song and dance, and no doubt is very pleasing,
and perhaps might be used in concerts very nicely.



TEN EVENINGS WITH GREAT COMPOSERS.

BY W. 8. B. MATHEWS.

SECOND EVENING. HAYDN AND MOZART.

The selections from Bach in the program given last month were
intended to illustrate the lighter and, so to say, more superficial
characteristics of Bach’s music. Accordingly, the Inventions were
taken to show his manner of developing a piece from a single mo-
tive, which by many repetitions remains as a text all through the
movement. The same principle carried much farther will be found
later in Schumann.

The Sarabands illustrate Bach's method in slow movements.
These being written for the clavier, which in Bach’s time had little
tonal value, are rather meagre in their development, but when played
with a very sincere, melodic quality of tone, and treated exactly
like expressive singing, with the necessary rise and fall of the
phrase (varying intensity, as the idea advances or retrogrades) will
always please. Moreover, while very short, such is the cleverness
of their construction that they interest a musician very much.

The gavottes, being arranged from pieces which Bach wrote for
clavier with other instruments, are naturally more free; both be-
cause Bach had the berefit of a stringed instrument (violin or
‘cello) for intensifying the melody, and because they have been re-
cently arranged for piano solo, and hence manifest more of the
modern treatment of the piano.

The song, “My Heart Ever Faithful,” is really instrumental in
its character. In the second part the melody lies very badly for
the voice. It is practically an instrumental piece in which the
voice is the sole instrument.

Owing to the length of the program and the relatively greater
importance of Bach in the development of music, only one selection
was given from Handel—Dr. William Mason’s adaptation of the
words, “Hope in the Lord”’ to the Handel Larggo. This melody is
so well known as not to require further comment. In later pro-
grams other selections frem Bach will be given which will illustrate
the larger aspects of his style, and above all his intense emotional-
ity. This quality, which was once popularly denied concerning
Bach, is now recognized by all musical hearers, and it should be
brought out in the playing. Another essential characteristic of a
successful Bach interpretation is the due observance of the rhythm,
which is always admirably organized in Bach’s works. Rubato
must be introduced in a very sparing manner, and always in such
a way as not to destroy the rhythm of the period as a whole.
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If the class is disposed to undertake this work seriously, it will
be advantageous to enter into an analysis of one or more of the
Bach selections (or better, perhaps, assign each selection to one
member for study and report) in order to ascertain exactly in what
manner he uses motives to answer each other, when he continues
upon the same motive, and when he branches off with other materi-
al. The Inventions will be easiest for this purpose. It would be
an advantageous exercise to play the Inventions while the hearers
note the number of times which the leading idea occurs in each one.
The object of this exercise is to lead unaccustomed hearers to note
the actual musical idea, motive, instead of remaining passively at-
tentive, taking in the music by contemplation. The latter attitude
of hearing is the one best adapted for receiving whatever emotional
movement there may be in the music, but since the larger works
depend upon the development of musical ideas as such it is desir-
able to acquire the habit of attending to them. The passive con-
templation may be applied later to more emotional works. With
Bach the purely musical is the first object of his work.

PROGRAM FROM HAYDN AND MOZART.

Sonata in E flat (entire). No. 3, Schirmer edition. Haydn.
My Mother Bids Me Bind My Hair. Canzonetta. Haydn.
Sonata in C sharp minor (entire). No. 6, Schirmer edition.
Haydn.
4. Trio from “The Creation,” Most Beautiful Appear. Haydn.
Soprano, tenor and bass. .
5. Sonata in F major. No. 6, Peter’'s edition (first movement).
Mozart.
Air of Cherubino in ‘‘The Marriage of Figaro,” ‘“Vol Che
Sapete.” Mozart.
Sonata in E flat (first and second movements, only). Schirmer
edition, No. 1. Haydn.
8. Quintette, “Magic Flute,” Mozart. Scene X, Act I, Andante.
“Drei Knaben, Knaebchen jung.”
9. Aria of Countess from "The Marriage of Figaro,” “Dove sono.”
Mozart.
10. Fantasia and Sonata in C minor. Mozart.
11. Trio from “The Creation,” “On Thee Each Living Soul Awaits.”

Haydn.

@ 1o -
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NOTES UPON THIS PROGRAM.

The copies for this program are as follows: Haydn Sonatas, ed-
ition Schirmer, first volume, paper, 75 cents. This is a very ele-
gant and in every way satisfactory edition, for study or for the
library. Mozart, Sonatas, edition Peters, $1.50 (retail). The songs
are to be had separately. Copies of “The Creation’” and “The Magic
Flute’” will be necessary.

The selections above are made for the purpose of illustrating the
more prominent characteristics of the two composers mentioned.
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Haydn is now beginning to be undervalued, and in fact his works
are used mainly for purposes of instruction and comparatively lit-
tle for that. This is unjust, for while Haydn does not belong to the
class of composers whose music is conceived by them as a message
to mankind, but rather as an intelligent and reflned form of de-
light, he is nevertheless as musical as Bach himself, and consequent-
ly his music remains fresh and interesting despite the comparative-
ly small forms. This ‘will be noticed in every one of the sonatas
selected here. The sonata in E flat, No. 3, is the one oftenest selected
and studied, because it shows Haydn in his most genial mood.
The spirit is bright, pleasing, fresh and not a little vigorous.
Practically every single movement of a Haydn sonata is developed
mainly out of one leading motive. In the present instance there is
a second idea, of a quasi lyric importance, introduced in the thir-
teenth measure (counting each measure from the first bar). In
the forty-third measure a closing theme is introduced. The places
are marked in the Schirmer copies, so there will be no difficulty in
finding them. The second movement, if played in a very singing
but not dragging manner, will be found enjoyable, although by no
means sensational. The ideas are musical, and the spirit earnest.
The Finale, in tempo of a minuet, is very pleasing indeed. Here
also the purely musical idea rules everything. The problem with
the composer is to treat an idea which pleased him, and to carry
it threugh all the changes and modifications which occurred to him
as attractive.

The sonata in C sharp minor (No. 6, Schirmer), is more signifi-
cant and approximates the spirit of later works in the same key.
The principal subject has a great deal of vigor, and the musical
treatment is very fresh and original. The Scherzando which fél-
lows is a very light movement and needs to be played with great
delicacy and spirit. The whole concludes with a Menuetto, moderate
in movement, song-like.

To my mind the strongest of the Haydn sonatas is the one
which stands first in the Schirmer edition, also in E flat, a favorite
key with Haydn. The principal subject is very forcible, and the
treatment varied to a degree. The whole work is one which a mu-
sician can play many times through and always with enjoyment.

The second movement has the remarkable peculiarity of being
in the key of E major—a violent modulatory relation to that of
the first movement. I should say that this fact indicated that
Haydn did not conceive of the three movements of the sonata as
constituting a single whole, because if he had he could not have
followed a close in E flat major with an opening in E major, exact-
Iy a semitone higher, without the slightest modulation. This pro-
ceeding is inexplicable to me, if he expected the sonata to be played
through entire at a single hearing. The slow movement, however,
is a very strong one, the subject full of musical feeling, and the
treatment clever and interesting. All the melodic passages in this
movement need to be sung with great feeling. Then the contrast
with the lighter portions will produce their proper effect. The
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Finale, presto, is a very light and one might almost say insignificant
movement, relieved only by a few moments of something better.

The Mozart selections are calculated to show the peculiar and
womanly sweetness which Mozart introduced into music. In Haydn,
moments of sweetness do indeed occur, and in his “Creation’” they
are frequent; but in his instrumental works they are not so fre-
quent. The Sonata in F, of Mozart, is full of pleasing melodic
ideas, and the first and second periods, and the first episode are all
very attractive melodies. Note that each of these ideas comes in
the form of a fully completed melody, and not in the form of a
musical motive, of one or at most two phrases. Each of the Mozart
subjects is eight measures long. The characteristic tone of the
Mozart sonatas is this melodic sweetness, and the stronger parts
only intensify this fundamental tone. The slow movement is
rather meagre, but it is also pleasing and well made. The so-called
“Alberti” bass should be played in such a manner as to minimize
the motion of the sixteenths, and to entensify the chord feeling.
This will be done by playing softly with the left hand, bearing
down a little, and using the pedal with every chord, except where
it will mix up the melody.

The Fantasia and Sonata of Mozart, which concludes the pro-
gram, is a work which is well worth studying. The fantasia opens
with a very serious subject, which is carried through a variety of
delightful changes, in a manner indicating a poetic intention. The
expression must be carefully observed in the playing, and in the
elaboration where the subject occurs in several keys in connection
the first tone is taken rather strong and with a slight dwelling
upon it. The slow melody in D major, as well as the Adagio in
E flat, illustrate Mozart's faculty with sweet and rather deep
melodies which, while perfectly simple ir structure, nevertheless
have in them the soul of the artist. The tone has to be full,
round, singing, and never loud. There are parts of the fantasia
which do not come up to the level of the others; particularly, the
Allegro in G minor, which is disagreeable to play, and almost never
played in a musical manner. It has, however, to be gotten over the
best one can.

The vocal selections are of peculiar attractiveness. The Can-
zonetta of Haydn, “My Mother Bids Me Bind My Hair,” is a fresh,
girlish affair, which cannot fail to please. The trio, ‘“Most Beauti-
ful Appear,” is so sweet that Mozart might have written it.

Then in the Mozart selections the ‘‘Dove sono,” is an aria re-
quiring to be sung with a very pure tone and good style. All of
Mozart’s operatic arias were intended for well trained Italian
singers having refined and high bred style of singing. When so
done they are always delightful. The Cherubino air is very fresh.
and full of the charm of youth and love. The trio of girls from “The
Magic Flute,” is given because it is so taking, while involving a
succession of implied consecutive fifths. And the great trio “On
Thee Each Living Soul Awaits,” concludes the concert in a noble
manner. If the resources of the local society should happen to
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make it easy, it will afford an admirable close to glve along with
this trio the two choruses, “Achieved is the Glorious Work.”

It is to be understood that the selections here offered for these
two great masters illustrate but a small part of their individualities.
The selection has been determined by the convenience of copies and
the likellhood of the resources in every place being equal to their
acceptable performance. The next program will be devoted to
Beethoven.

Note.—It will be observed that these annotations and programs
are as well adapted for the study of private students as of clubs.
Any one desiring to understand the music of Haydn and Mozart
can scarcely do better than take these selections as here put to-
gether, and master them. This is the way in which one comes
eventually to feel the peculiarities and merits of a master.



ANSWERS TO CORRESPONDENTS.

“I am appointed a committee of one to secure a program for the
musical club of which I am a member, for the coming year. 1
was talking with Prof. Andrews yesterday of the best way to
secure information, and he advised me to write you. Will you
kindly send me a published program, if that is what you would
advise?”—MRS. W. H. L.

The program for the work of your musical club depends entirely
upon ‘what work you have been doing before, and should properly
be planned with reference to continuing it or advancing, so if you
will write me whether this is a new club freshly organized, or an
old one which has been doing business several years, I can give
you a more intelligent opinion. If it is a new club I should doubt
whether you could do better than the series of Ten Evenings with
Great Composers which began in MUSIC for October and is con-
tinued in the present number with a program of Haydn and
Mozart. The full list of the series was given in the October num-
ber, and every month will contain annotations in connection with
the programs. The desirable thing to be accomplished in a musical
club is to make the members more musical, more sensitive to
musical impressions and more intelligent in discriminating between
the musical ideas of one composer and another and the manner
of treating them. And this can better be accomplished through
assiduous and intelligent hearing, rather than through over much

talk. Historical incidents relating to composers have compara-
tively little bearing on this case.

* * =

Evanston, Ill.—Mrs. Wyman and others have formed a class to
meet Thursday evenings, this winter, and study together the num-
bers to be played at the orchestral concerts. She suggests that I
write and ask if you will kindly tell me where I may find an analysis
or other material referring to Beethoven’s second symphony, to be
studied in preparation of a little talk for the first program. Any-.
thing will be grist to our mill, as we are all amateurs and the
beginning of this class is necessarily an experiment. We do hope
to make the work profitable, and we are very much in earnest,
but the precise lines of method of conducting such a class will have
to develope with experience. I trust sincerely that I am not im-
posing upon your courtesy, if T am, do not hesitate to say so.

The reference made by Schindler to Beethoven's own interpre-
tation of the symphony in question is all I personally have to begin

a
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with. If I am not asking too much, your knowledge of authorities
would put me under great obligation. Yours truly,

MRS. CLARA L. WOODYATT.

The work which you propose to go over in advance programs of
the orchestral concerts is a very excellent and useful one, but you
will find it very difficult to carry out to your satisfaction. All the
Beethoven symphonies are treated with great fullness in Sir George
Grove’s Analyses. I have not read them and cannot say how satis-
factory I should find them, but he is at least an intelligent writer
with a certain amount of musical feeling. The new works which
are given from time to time on the program you will be utterly
unable to find anything about. The editor of the programs has
great difficulty in these cases to arrive at anything, and generally
has to make a complete analysis of the work on his own responsi-
bility and is often unable to obtain biographical particulars con-
cerning the composer, except of the most meagre character. In
fact when music is to be studied as literature, there is a remark-
able scarcity of available material to assist one. This kind of
work should properly be superimposed upon a foundation, which
foundation should consist of a study of the principal symphonies
and the great symphonic writers, carried on in connection with a
school education, I mean the college education. Then the new
writers could be added as they occurred, one by one, but as yet
we have nothing of this kind available.

* % =

“At what grade of your Graded Course of Studies should I intro-
duce the pupil to Czerny’s Book of Velocity, Book I.? I received in-
struction from a good teacher; she lives and teaches now in Chi-
cago; she gave me as studies, Czerny’s Book I. of Velocity, and then
Clementi, but I was not a beginner. I received your Graded Course,
Book I., from the Etude Publishing House, and I shall enjoy teach-
ing it very much.”—MRS. F. L. 8.

The intention of the Graded Course of Studies, and of my Graded
Materials as well, is to supply all the indispensable studies of the
different grades. I do not always feel sure that the Standard
Grades do this, and in certain places I am quite sure they do not,
but I am inclined to think the farther improvement of the pupil
could be accomplished by the judicious selection of pieces in con-
nection with good available exercises, ratter than by the addition

of more studies as such, until we arrive at Chopin, where the ambi-
tious pupil has to do the whole of them. Czerny’s Velocity studies
are classic for the piano. There is a disposition to relegate Czerny
to a place among the *“‘back numbers,” on the ground that he does
not represent modern piano playing. There is something in this,
but the Czerny studies are very clever, and if the pupil does not
bave enough to do in the Graded Studies and if there are no pieces
she ought to learn there would be no objection to introducing a
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number of them. I should consider it a great mistake, however,
to take an entire book of Czerny or even to take half a book.

“I have young pupils ranging from eight up. I am desirous to
use your methods and would appreciate any information you may
feel inclined to give me concerning them. I am specially anxious
to have a graded outline of work to follow in my teaching. Your
‘Twenty Lessons to a Beginner” I know to be excellent. Would
you advise me to begin a child of seven or eight years, who has no
knowledge at all of music upon the work? If not asking too great
a favor I would like to have an early reply from you. I am in
doubt and am anxious to begin aright.”—M. A. F.

I advise beginning with my Twenty Lessons. Follow this with
the first Standard Grade, Presser, or, if you like better, with Mr.
Landon’s School for Beginners, which is a very easy book to teach
from. From that point on I think you will do better with the
Graded Materials, beginning with Grade III. and using Mason’s
exercises in connection with that, especially the scales and arpeg-
gios, and two finger exercises through the fourth grade. Later,
you will have to dispense with a part of the exercises and you can
play arpeggios for a while, then scales and go on with the other
books of the Materials. The Materials are more satisfactory to me,
because they contain a considerably more numerous selection of the
great standard works of studies for the pupil, such as the Loesshorn
op. 66, Cramer and Clementi. The representation of these three
composers in the Grades seems to me insufficient. The modern
school of refined touch is also better prepared in the Materials, a
good deal of the materials by Jensen and other recent romantic
writers being therein included. The selection of pleces to com-
plete the work of the different grades I cannot enter upon at this
point, but at the earliest opportunity I will take it up with care.

M.
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NEW AND ITTPORTANT.

A Practical Text-Book in the Rudiments of Mus

A Primer of Mus

Covering the first steps toward Musclianship,
for students of the Planoforte,

By WILLIAM MASON, Mus. Doc., and W. S. B. MATHE
BOARDS, 75 Cents. CLOTH, $1.00.

This little work covers entlrely vew ground. It is not alone a primer of the pi
with information about the Keyboard, Notation and peculiaritiesof the instrument,
more. [tisa Primer of Musicianship, havingin it the foundations of Harmony
Form, the Form. the Principles of Phrasing. the correct way of playlng all the e
ments and ornaments, the Prineiples of Plunoforte Technic, and much other intere:
mind-swakening instruction.

Written in a direct and clear style, the Question and Answer form conduces t
fence in conducting recitations and to brevity and clearness of definitions. Profu
trated with musical examples, this little work Is precisely one which every teachs
place in the hands of beginners and students of the intermediate grade.

While Intended for the use of young pupils, the ground It covers is 80 much more !
than that usually covered by elementary piano lessons, thut puplils as far along ast
and fifth grades will ind here much matter which they had previously neglected
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Gradef—l‘Taterials for T’Eofo

By W. S. B. MATHEWS,
Eight Grados, Pour Volumes, Two Grados in Each.  Prioo of Ench Volame

In response to a demand which every year becomes more pressing, we have had
a new sifting of the Stundard Materlal for Plano Study. Out of the thousands of
goorl. bad. and indifferent, the best writers huve been retained; and out of the hu
studivs by the chief writers only the few very best are used. The result is & col
material offering to students and teachers the following advantages:

. 1. All the studies are musical in character and interesting.

2. They represent u great variety of styles, and therefore, while being more iv
tothe student, also diversity the playing und render it musical far more rap
when many studles by the sume writer are used.

3. Passage studles form only part of the work. Effect Studies, such as those
Jensen Grieg. and Sehumann, alternate with tie finger studies of the older form.
relieve the attention of the student and bring hin? into sympathy with the modern
writing for the Instrument.

4. These Graded Materials contain all the matter that a student needs except
and Pleces. Technical exereises need to go hand in hand\yith these materials; anc
then a popular piece should be taken up. In some instancnsit will be advisable to
larger percontage of lyrie studies for improving the mRlody playing. But fa
students It is helleved that the selection here offered will provy extremely p!
very Interesting.

The teacher will also note that the volurmes here offered )
and comprehensive as those of any other colleetion before the pul
VOLUME L. Grades Tand 11,
YOLUME L. Grades [TTand IV.
VOLUME I1I. Geades " and V1.
VOLUMEIV. Grades VI and VIII.
(The latter comprise selections from Craimer. Clementl. Chopin,
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The John Church Comj

CINCINNATIL NEW YORK.
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PUBLISHER'S NOTES.

Pour Carels for Christmas:
Hark, What Mean Those Holy Voices? By H. D. Sleeper.
Sing Out, Ring Out. By Katherine Howard.
A Song and a Carol for Christmas Tide. By Katherine Howard.
Softly the Echoes. By Perley Dunn Aldrich.
The four together in sheet form, 5 cents single: $3 per hundred; $25.00
per 1,000. Music Magazine Publishing Company.

$100 Prize for Music. Through the generosity of Hon. Henry M. Baker, the
trustees of Dartmouth College offera prize of one hundred dollars for the
best original music suitable for chorus or out-door singing. for the collewe
song entitled ‘‘Men of Dartmouth,” by Richard Hovey. Copies of the
words of the song will be mailed on application, by the undersigned, to
whom all music must besent by May 1, 1897. Charles P. Chase, Treasurcr
Dartmouth College, Hanover, N. H.

One Hundred Years of Music in' America. This handsomely gotten up and pro-
fusely illustrated work, begun by J. Harley Brock and finished by W. S.
B. Mathews, contains portraits and sketches of more than two hundred of
the leading musicians, artists and composers of America. Also sketches
of the principal events in American musical history. It is elegantly
printed and bound. Two bindings are to be had—half morocco and full
morocco at 87.00 and $8.00 respectfully. For the next thirty days we will
send MusicC one year and a copy of One Hundred Years of Music in America
in half morocco, for 85.50, the subscriber to pay the express charges upon
the book. No handsomer Christmas present is offered.

Ameng the Contributors to Music are most of the leading representatives of the
musical profession in this country. Read the partial list of contributors
during the past year, given on the third cover page.

Nusical Scholarship for Sale. We are prepared to award a musical scholarship
valued at twenty-five dollars, and good for lessons of any teacher in one of
the leading musical Colleges of Chicago, for jifteen subscribers to Music at
three dollars each. The subscribers will reccive the Album of Bee-
thoven, Chopin and Schubert selections gratis, besides their subscription.

(lasses in Mason’s Technics. Mr. W. S. B. Mathews will form every month, be-
ginning November 1st, a class in Mason's Pianoforte Technics, each class
to consist of not more than five, who will receive eight lessons of one hour
each in the practical application of Mason’s celebrated exercises. Each
pupil $10.00.

Wated. A copy of the issue of Music for December 1891, Will pay liberally
for it. Anyone having a copy to spare is requested to address the Editor
of Music, naming price.

Bound Volumes of Musie. We are prepared to furnish bound volumes of Mysic
from the beginning except Nos. 1, and 2, November and December 1891,
These numbers are out of stock and we cannot supply them. Each volume
contains about six hundred pages of interesting musical reading. Bound
inroan and half cloth. Each $2.00. Imperfect copies of volume I, com

plete from January, 1892, at %1.50.
A



Lol On Bethlehem’s Wond'ring Shepherds.

Christmas Carol.
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LO! ON BETHLEHEM'S WOND'RING SHEPHERDS.

i prince - ly gifts to greet Him, Trav-el from their homes a far.
heark -ens to the an -them That both earth and heav-en fills
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MUSIC

DECEMBER, 1896.

A VERMONT MUSICAL FAMILY.

BY EGBERT SWAYNE.

I have lately come into possession of information relating
to a remarkable musical family in Vermont, which for many
reasons I think worthy the interest of readers of MUSIC.
The Cheney family had a standing “upon the road” about
forty years ago, being traveling singers like “The Hutchinson
family,” “The Peak family,” and the McGibbeny family at
present, except that the Cheney family traveled before the
days when concert troupes went upon the road in a private
car. Two features of this account are interesting: First,
the vigorous personality which seems to have been handed
down through several generations; and, second, the active
musical force. They were a race of singers, delighting thou-
sands and acting as musical leaven in the communities where
they lived, as they still continue to do until this present,
for Chicago has two direct lineal descendants of the old
stock in the persons of Mr. John Vance Cheney, librarian of
the Newberry library, and his beautiul wife, Mrs. Cheney.
The account begins in 1776, the year of American independ-
ence, when a weakly child was born in an old garrison house
in Haverhill, Mass., Dec. 15th. His boyhood was passed in
sickness and poverty; yet this weakling became a very strong
man and a fit descendant of the famous Mrs. Hannah Dustin,
who killed ten Indians with her own hand. So feeble was the
child that he remained with his mother wkile his father and
brother were at work out of doors. He always saw the hand
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of Providence in his seclusion; for at the side of his mother he
became thoroughly familiar with the Dible. As a boy he
could repeat the most of Watts' psalms and hymns, and much
of the New Testament. In later life it was rare that he was
obliged to turn to the good book for a quotation. At about
twenty a great change was evident in his physical constitu-
tion; he stood six feet and an inch in his boots, a strong man,
who could fell two acres of heavy growth timber in two days,

ELDER MOSES CHENEY.

and so nimble withal that he could leap a line under which
he could walk erect with his hat on. At twenty-four he mar-
ried Abigail Leavitt and followed his trade of carpenter and
joiner. Soon a series of peculiar experiences brought him to
the ministry, and he began his career as a Freewill Baptist
preacher. He did not remain with the Freewill Baptists,
but he continued to preach the Bible as he understood it,
and few men have preached and prayed more for thirty con-
secutive years than did Elder Cheney in the New England
towns, especially of New Hampshire, Massachusetts and Ver-
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rnont. His striking appearance (he bore a strong resemblance
to Washington) and his native power of pathos and humor,
of logic and irony, made him a favorite speaker at all religious
gatherings in the territory named.

Many stories are told by old inhabitants illustrating his
varied powers as a preacher and a singer. After a long life
of fervent usefulness he passed away as became a tried war-
rior for the right. His son, Hon. Moses Ela Cheney, was with

HON. MOSES E. CHENEY.

him at the time of his death. “A few hours before he expired
(his speech having been many days gone) his son Moses
sang a portion of the ‘Dying Christian,” beginning, ‘The world
recedes and disappears.”’ Instantly his dying father seemed
to be inspired; he had known the music and words long be-
fore the son was born, and when he came to the line ‘Lend,
lend your wings; I mount, I fly,” he raised both hands, neither
of which he had been able to move for more than a week,
and beat the time throughout to the end, and when the last
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words, ‘O, death, where is thy sting? were sung, shouted
a loud and exultant ‘Amen.” That was his last word.”

Elder Cheney is of interest to the readers of this maga-
zine because of his musical ability and that of his immediate
family and of his direct descendants to this day. His son
Simeon writes in his diary of the singing of his father’s family
as follows:

“It was no uncommon thing at our house to have after-
noon and evening visitors; and nearly always before they left
the family were invited to sing. Our family singing was
considered very remarkable. As I look back upon it now
I see that it was remarkable. Not that we were musicians
of a high order, but because we were one and all born singers.
We sang the old fugue tunes with wonderful power and
spirit. We had the inspiration in us. It was always still the
moment we began to sing. We sang without notes. 'There
was not a poor or a common voice among us nine children.
Our father had a tenor voice, and nobody could excel him in
spirit; our mother had an excellent alto voice and was a very
sweet singer. My brother Nathaniel had the most startling
voice in the family. When I now think of it and what he
might have done with it I suffer in my feelings. I went
some miles not long since to hear the great German tenor,
Wachtel. I listened to him all one long evening, and, carefully
cemparing his voice with Nathaniel’s, I am confident that it
was in no respect superior to it. Nathaniel’s voice was not
only high and powerful, but it had a most interesting quality.
He could sing with ease and power high C, octave above
middle C, and with culture he must have easily sung E flat.

“Brother Nathan had a fine tenor voice and was a charm-
ing singer of old-fashioned songs. He, too, would have
made a fine solo singer.

“Moses, Joseph and myself had voices of about the.same
compass, but very different. My voice had a bass quality,
while it was easier for them to sing tenor, though they could
sing but a little higher than I. I was always called a bass
singer, though I could reach G above the tenor staff with
power and ease and could sing A flat. In our concerts I
always sang the basses. I have never known half a dozen
men who could sing half as much bass as I could. When
Professor Webb first heard me sing he told me that there
was no such bass voice in Boston. Dr. Lowell Mason went
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a little further. He said to me, ‘Mr. Cheney, you have the
best bass voice I ever heard in America.” A well-known
New York lawyer, who was a music lover and a concert-
goer, said to me that, from first to last, he had never heard
so good a voice as mine in New York. ‘Carl Formes, said
he, ‘has more voice, but it is not so good.” I have said that
we all had good voices, and that Nathaniel's was, to my
mind, the most unique and striking; but, all in all, Elizabeth’s

MR. SIMEON PEASE CHENEY.

voice and mine were probably the best voices in our family
of singers. Elizabeth’s voice was true to a hair, and I have
never heard tones of greater pathos; her voice was strong as
it was pure. I had no idea, when I lived at home, but that
there were plenty of families that could sing as we did, but
[ have never found them. Nor have I found, in all my teach-
ings, a single boy that had anything like the sing in him that
I had when a youngster.”

Elder Cheney's youngest brother, Israel Ela Cheney, had
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a beautiful voice, and an exquisite ear for music. His love
for music knew no bounds, and he was a constant singing-
teacher throughout his life; also a tuner and repairer of
organs, pianos and other instruments. His family of ten chil-
dren had many uncommon singers and players among them,
the best known of whom was Mrs. Abbey Cheney Crozer, for
many years organist and choir-director in Upland, a wealthy
suburb of Philadelphia.

The Cheney family, who began concerting in 1845, con-
sisted of five; four brothers and a sister, Moses, Nathaniel,
Simeon, Joseph and Elizabeth. Hon. Moses Ela Cheney is
the only one now living. Still active, in full possession of his
acute native powers, he lives with his sons in South Dakota,
faithful to the traditions of his life-long art and to the mem-
ory of his gifted family. He has been an original and most
useful teacher of the voice and of elementary music in gen-
eral, and has also won fame as a unique lecturer on musical
topics. A letter from him on musical conventions accom-
panies this sketch.

Nathaniel lived many years in Illinois. He came to the
State in 1844 and died at Pilot Grove, at 76 years of age. The
best known of his family is his daughter Ruth, the wife of
the distinguished surgeon, Dr. Gustave C. E. Weber, of Cleve-
land, Ohio.

Joseph Young Cheney lived his later years in New Hamp-
shire and died there, a lifelong teacher of singing. He it
was that carried the humor for which the Cheney family are
noted to its highest degree. The hundreds of people that
remember his power of mimicry and narration are united in
the sentiment that they will not see his like again.

Elizabeth Ela Cheney, the sister in the concert troupe,
received better musical advantages than some of her brothers.
She was a teacher of the piano as well as of the voice, and
one of the sweetest of singers. She died in Oakland, Cal.
a few years since. ler only surviving child is Mrs. John
Vance Cheney, now of Chicago, so well known as a teacher
of piano and a lecturer on musical subjects. Both Mrs.
Cheney's daughters arc musical, the youngest now bidding
fair to surpass all her ancestry as an instrumental executant.
Elder Cheney's musical gifts have descended straight to her,
not only undiminished but augmented.

It remains to say a word of Simeon Pease Cheney.
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Enough has been quoted from his diary to give a general
idea of the man. He was a lifelong teacher of singing classes
and a composer of sacred music. In the later part of his life
he became interested in the songs of the birds, and from sum-

MR. JOHN VANCE CHENEY.

mer to summer he reduced their songs to a musical nota-
tion. The result of his studies is a highly original volume en-
titled “Wood Notes Wild.” His striking personal presence,
his fire and limitless power of voice left an impression on audi-
ences never to be forgotten. Mr. Cheney lived the best part
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of his later life in Dorset, \'t. He died in Franklin, Mass.,
May 10, 1890, leaving two sons, both of whom are musical,
one of them a teacher of rare merit in Emerson College of
Oratory, Boston, Albert Baker Cheney. The other son is
John Vance Cheney, poet and essayist, and librarian of the
Newberry Library in Chicago.

Among the family papers are several which have his-
torical value. The first to be cited on this occasion is a
narrative written by Elder Moses Cheney in 1841 and printed
in the Musical Visitor for January, 1842 (Boston). It is
called:

LEARNING TO SING IN THE LONG AGO.

I do not remember when I began to sing for the first time,
but as long back as anything is recollected by me I was sing-
ing with my father and mother. To my mother, however,
I am much more indebted for the first impressions on my
mind in relation to music than to my father. Seven of the
first vears of my life were passed off, mostly with my mother,
who was constantly singing to her little ones. Nothing like
a pleasant, singing mother to learn little children to sing. I
thank God for a singing mother and a singing father, and as
little children are with their mother more than their father, I
am of a strong belief, both from my own cxperience and ob-
servation, that much more depends on the singing mother
than on the father. T cannot recollect of one case where a
sirging mother has failed of raising singing children. But
I can at once call to mind many singing fathers who have
raised large families without a single singer among them. I
mean if the mother did not sing at all. My mother raised up
nine children, four sons and five daughters, and not a single
failure of an casy singer among them all, and all have arrived
at the vears of manhood. My own family are the same in
number, with this difference, five are sons and four are daugh-
ters.  All are of age and all are singers, and 1 trust all are yvet
alive. The mother of my children has been as easy and as
natural a singer as any one of my acquaintances. I believe
it rare that she ever took a child in her arms without singing
to it. That was not all: singing was ahvayvs interwoven with
all her domestic labors in the house. I make this digression
of my narrative because it is what 1 personally know, both
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of my father’s family and of my own. I now pass to notice
my advantages in this science.

And it came to pass when I was about twelve years of age
that a singing school was got up, about two miles from my
father’s house. In much fear and trembling I went, with
the rest of the boys in our town. I was told, on the way
to the first school, that the master would try every voice
alone, to see if it was good. The thought of having my voice
tried in that way, by a singing master, too, brought a heavy
damp on my spirits. I said nothing, but traveled on to the
place to see what a singing school might be. When we came
to the house quite a number of young ladies and gentlemen
had come and were coming to the school. This was the first
school which I attended of any kind, with very little excep-
tion. I did not pay much attention to the scholars, but I
watched the master closely. We were soon paraded all round
the room, standing up to boards supported by old-fashioned
kitchen chairs. I being the youngest of the company, man-
aged to get the lowest seat, hoping thereby to be the last to
have my voice tried. The master took his place inside the
circle, took out of his pocket a paper manuscript, with rules
and tunes all written with pen and ink, read to me the rules,
and then said we must attend to the rising and falling of the
notes. I shall take the liberty now to call ladies and gentle-
men, and things, just as they were called in that school. And
I begin with the rules as they were called, first:

FLATS.

The natural place for mi is in B.
But if B be flat mi is in E.

If B and E be flat mi is in A.

If B, E. and A be flat mi is in D.

If B, E, A, and D be flat mi is in G.

SHARPS.

But if F be sharp mi is in F.

If F and C be sharp mi is in C.

If F, C and G be sharp mi is in G.

If F, C, G and D be sharp mi is in D.

These rules, as then called, were all that was presented in
that school. The books contained only one part each, bass
books—tenor books—counter books, and treble books. Such
as sung bass had a bass book—he that sung tenor had a tenor
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book—he who sung counter had a counter book, and the
gals, as then called, had treble books. I had no book. With
all these things before the school the good master began,
“Come boys, you must rise and fall the notes first and then
the gals must trv.” So he began with the oldest, who stood
at the head—“Now follow me right up and down; sound.”
So he sounded; then the boy sounded, and followed the master
up and down as it was called. Some more than one-half could
follow the master. Others would go up two or three notes
and then fall back lower than the first note. My feelings grew
acute. To see some of the large boys, full twenty years old,
make such dreadful work, what could I do! Great fits of
laughing, both with boys and gals, would often occur. This
scared me, and I was at my wits’ end. Now my eyes were
fixed on the master’s mouth, if possible, to learn the names of
the notes before he came to me. I saw all that was needed
was to make just the same sound that he made; and it came
. to my mind that I could mimic every beast, and bird, and
thing that I had ever heard make any noise, and it was no
more to mimic my master than it was anything else. And
then I had a firm belief I could do it. And I had only time
to draw in a long breath, and blow out the flutter of my heart
when the master came to me. “Well, my lad, will you try?”
“Yes, sir.” I looked him in the mouth, and as he spoke a note,
so did I, both up and down. I did not wait for him to call the
note first: I spoke with him. Now, by watching him so closely
and observing how he spoke the notes, I had not only
learned the names of the notes, but I had got also, by the
form of his mouth, what name would come to as to speak with
him. The master turned away, saying, “This boy will make
a singer.” I felt well enough. Then the gals had their turn
to rise and fall the notes. “Come, gals, now see if you can’t
beat the boys. So when he had gone through the gals’ side
of the school he seemed to think the gals had done rather the
best. Now the rules were left for tunes. Old Russia was
brought on first. The master sang it over several times, first
with the bass, then with the tenor, then with the counter, and
then with the treble. Such as had notes looked on, such as
had none listened to the rest. In this way the school went
on through the winter. A good number of tunes were learned
in this school and were sung well as we thought, but as to
the science of music very little was gained.
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At the close of the school, and after singing the last night,
we made a settlement with the master. He agreed “to keep,”
as then called, for one shilling and sixpence a night, and to
take his pay in Indian corn at three shillings a bushel. A
true dividend was made of the cost among the boys (the gals
found candles for their part), and it amounted to thirteen
quarts and one pint of corn apiece. After the master had
made some good wishes on us all we were dismissed and
all went home in harmony and good union.

Now, my benevolent father had given me a small plot of
ground, the summer before this school, on which I had raised
nearly two bushels of corn. Early the next morning I shelled
out the corn; my mother handed me a clean pillow case with
a smiling face and helped me measure up the corn, good meas-
ure. I took it on my shoulder and away I carried it, four
miles on foot, to my master. I knocked at the door, went
in, took off my hat in one hand, made a low bow, reached
out the pillow case with the other, saying, “here is your
corn, sir.” The master took it with sparkles in his eyes,
emptied it, and handed the cloth back to me. I made another
low bow, came out, and went on my way rejoicing, singing
along home. T should not mention how I took off my hat and
made bows if the practice among boys nowadays was not as
much out of fashion as old fa sol la.

In the eyes of singers at this time, with the advance of
the science of music for half a century past, this school
must appear very insignificant indeed. But suffer me to ex-
press some of my feelings at that time. To me the whole
movement of the school was of the brightest cast. Carrying
with it, all through, from first to last, the most striking and
affecting realities that I had ever been made to witness before,
and I expected it was all that could be done in regard to the
glorious work of singing for ages to come. A school! A
singing school! O those words! Every other word van-
ished at the sound. Think for a moment. A little boy at
twelve years of age, growing up in the shade of the deep and
dense forests of the mountains of New Hampshire, seldom
out of sight of his mother, or the hearing of her voice, never
saw a singing master or a musical note—seldom ever heard
the voice of any human being except his own domestic circle,
by the fireside of his father’s humble hearth. Think of it! Now
he is a member of a school—more, a singing school! Singing
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tunes by note! Singing “We live above!” Carrying any partall
in the same high boy’s voice. O, that winter’s work! The
foundation of many happy days for more than fifty years past.
The master too! Ah, that blessed form of a man. His bright
blue, sparkling eyes—his sweet, angelic voice—his manifest
care and love to his pupils—everything, combined to make
him one of a thousand. Not long after his school was closed
I heard that there were plenty of printed singing books
in Boston, and that our storekeeper would have some to sell
before the next winter. It was my whole concern to be ready,
by the time thev came up, to buy one. I would persuade
my father to give me a stent, to hoe by myself, to gain time
to peal red-oak bark, burn it, and 'save the ashes for the pur-
pose of buying a printed singing book. When the books
came I was ready to pay in ashes. This I did, and then I
owned a singing book. I looked at the rules with astonish-
ment. I do not remember the name of the book or the
author’s name: but this I perfectly remember, it was a singing
book. In my new book I had possessed myself of not far
from one hundred new tuncs. This was more than I ever
expected to see. Now I could read but very poorly indeed,
must spell all large words, and had it not been for singing
I should not have been able to read at all. Singing did more
for me by far in learning me to read than every other way of
teaching. So on I went, studying my new book, and when
I came to a hard name or word I would go to my mother,
and in this way I made some progress.

In my book I found that notes had another name—Semi-
breve, Minim, Crotchet, Quaver, Secmiquaver, and Demisemi-
quaver.

I learned also that the semibreve was the longest note in
singing, and that it was as long as two minim, four crotchet,
eight quavers, sixteen semiquavers, or thirty-two semidemi-
quavers. This put one link more into the chain of my under-
standing.

My new book taught me, likewise, more modes of time than
one. In my school without a book I had only learned to beat
up and down, but now I saw different ways, some two down
beats and one up, another two down and two up. Some were
slow and some fast. This swelled my mind a little larger
still. So I went on, committing to my memory all that came
in my way, until I had eaten that book up.
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I attended some kind of a singing school every winter
but two until I was twenty-one years old. Forty-three years .
ago, or the winter after I was twenty-one, I followed Mr.
Wm. Tenney, the best instructor that I had ever found. He
taught every afternoon and evening in the week, Sunday ex-
cepted. When he left us he gave me his singing book and
wooden pitch pipe and told me to believe I was the best
singer in the world and then I never should be afraid to sing
anywhere. He and myself could take any singing book that
we met with and sing through as easy as we could read many
other books. That was something then, and no small thing at
this day. After this last school, from the time of my age,
twenty-one, I have taught singing until I became fifty—that
is, more or less from time to time. I still sing, for the more part
of my strength lies in my voice. Twice in my lifetime have I
lost my voice. Two fevers destroyed my voice for some
months, but by constant trying to sing, brought it back with
usual strength as before. And now, without boasting, blessed
be the God of music, I have more strength of voice in sing-
ing than any man of my age that I have sung with for twenty
years past. A great means, in the hands of my Maker, of
preserving my voice, I am confident is simply this: I sing
more or less every day. It makes no odds, summer or win-
ter, rain or shine, cold or hot, by the fireside or on a journey,
whether wind blows high or low, I sing. In prosperity or in
adversity, joyful or sad, alone or in company, at home or
abroad, I sing. And in such meetings where there are many
singers, whether I know their tunes or not, I sing. This is
all the way that I know of to preserve the voice, either of young
or old. In this way I pray God I may keep on until “my
voice is lost in death.” And then,

‘“May praise employ my nobler powers,

‘While life, and thought, and being last
Or immortality endures.”

MOSES CHENEY.
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Another paper is from the pen of his son, Hon. Moses
Ela Cheney, now living at Troy, South Dakota, being part of
a letter to his nephew, Mr. John Vance Cheney.

THE ORIGIN OF MUSICAL CONVENTIONS.

You know, perhaps, that the singing conventions, or
“musical conventions,” had their beginning in Montpelier,
Vt., in May, 1839, and that your humble servant was the
projector, and that they were continued yearly until five very
successful conventions had been held. At every convention
a committee was appointed to fix upon a town within the
state for the next convention and give due notice in the news-
papers. The five conventions under the organization were
held at the following villages: Montpelier, 1839; Newberry,
1840; Windsor, 1841; Woodstock, 1842; Middlebury, 1843.
In 1843 we appointed a committee of good men, of which
Dr. Thomas E. Powers was chairman. I left the state in
1843 and the committee made no appointment for 1844. This
ended the organization. Seven years later, in 1850, when
I returned to Vermont to live, I found that musical conven-
tions had been going on some three or four years. Mason,
Baker, Woodbury, Root and others were holding them; it
was a new start. Plainly enough, they had all rooted from the
five conventions inaugurated at Montpelier in 1839.

I was then (in 1839) twenty-six years old. I con-
sulted with statesmen of Montpelier as to how I could bring
about the first convention. They told me a call must be sent
out, inviting the attention of all singers in Vermont to the
subject. I got E. P. Walton, Jr.,, to write the call, which
he printed in the “Watchman.” More than thirty men of
different professions and from different parts of the state
signed the call. I have now here, in South Dakota, “The
Vermont Watchman” of May, 1839, that contains said call
to the singers. Of the signers to the call I am, I believe, the
only one alive to-day.

While I am about it I will go a little farther back. E. K.
Prouty, a broken merchant in Waterford, then a traveling
peddler with a horse and wagon, came along with his cart
and took me to Coventry. As he was a singing teacher
there, we could meet some singers and have a great musical
time. Very good. Prouty was a fine singer and also a com-
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poser, ten years my senior. Afterward I used to meet Prouty
who kept me aroused to music, and soon I was teaching in
Montpelier and leading the brick-church choir. I was in
request as a teacher for all that I could do. Well, in 1836
Prouty was visiting his wife’s relation at the capitol. I chanced
to meet him, and he was very eloquent on the subject of music.
As we parted I said jocularly, “Prouty, we must have a mu-
sical convention.”

I soon found myself seriously in thought on the subject.
I spoke of it to Judge Redfield and other eminent persons,
all of whom gave their approval. Judge Howes said a call
must be issued, inviting the people to assemble for a conven-
tion. So I trained all my schools to the practice of unusual
tunes, anthems, quartets, male quartets, duets and solos for
both sexes. We used for secular music “The Boston Glee
Book” and Kingsley’s two volumes. We had more than 200
singers, half of them good and some very good. All could
read music. Every one, I think, knew his or her part. The
convention was held May 22 and 23, 1839. Thirteen clergy-
men were present and thirteen questions were discussed, inter-
spersed with anthems, tunes and glees. The singing came
from three sides of the gallery, the church organ being in
the center. The Vermont musical convention was then and
there organized by Vermonters. Lowell Mason knew noth-
ing of it; Henry E. Moore knew nothing of it. The musical
convention was begotten and born in Vermont, not in Massa-
chusetts; in Montpelier, not in Boston. It was suggested,
nursed and trained by Moses E. Cheney, not by Lowell Mason,
who stated at our third convention, held at Windsor in 1841,
that that was the first day that he ever stepped foot into Ver-
mont. Our committee invited him to come to lead our sing-
ing. He came, bringing 200 Carmina Sacras just from the
press, and the convention sang the new music. He said to me
that Vermont was the second state in the Union in point of
musical culture. He did not think it the equal of Massachu-
setts, but it surpassed all the other states.

(In a letter received from Mr. Cheney some years before
1890 he goes over a part of the same ground. The two
accounts taken together settle the point that he wishes to
make, namely, that he was the projecor of musical conven-
tions. He says:

“Nothing of the kind and name of similar character and
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pretensions ever occurred before my first convention at Mont-
pelier in May, 1839. The call was signed by more than a
score of professional and legal men of various towns of Ver-
mont. It was organized and officed by its own votes. Joshua
Bates, president of Middlebury College, was elected president;
E. P. Walton, Sr., vice president; E. P. Walton, Jr., secretary;
Solomon Durgin, treasurer; Moses E. Cheney, director; John
H. Paddock, organist. The convention held two days. Presi-
dent Bates gave a scientific address on the second day. On
the second evening the convention gave a concert, which put
$25.00 into the treasury. Thirteen resolutions were ably dis-
cussed by ministers, doctors, lawyers and musicians, and
passed. The conventions were to meet yearly at such time
and place as the committce appointed saw fit. In 1840 it was
held at Newbury, 1841 at Windsor, 1842 at Woodstock, 1843
at Middlebury. A committee was appointed to fix time and
place for 1844, but it never reported, and the organization was
not continued. I left the state immediately after the last con-
vention, held at Middlebury, and was five hundred miles
away, in Buffalo, N. Y. When I returned and re-established
myself in Vermont, in 1850, I found that musical conventions
were rife in the old Green Mountain state, held or directed
by Boston professors. My example of five annual conven-
tions was followed pretty soon, and since then they have been
perpetuated and have extended into all of the United States
and into most of the cities. When Lowell Mason died, Henry
Ward Beecher, or somebody, stated in the “Independent” that
Mason was the father of musical conventions. Twenty years
after our organization ceased Mason wrote me that the mu-
sical gatherings of Vermont, which we got him to direct, had
never been eclipsed since, but were not called conventions
then. MOSES E. CHENEY.”

The musical convention is as dead as the dodo; but the
history of the dodo would be of interest in any society of
paleontological naturalists, and in our scientific moments we
are nothing if not reminiscent.

The history of this remarkable family also illustrates an-
other point in which all of us Americans have great interest,
namely, the tendency of evolution. Here was a family as bent
upon musical experience as any harpist of ancient Israel or
minstrel of Greece. The best they had they sang. No doubt
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even in the early part of this century the Cheney ears would
have kindled to the spirited and incisive march of a Bach
fugue even more readily than to the rude continental paro-
dies thereupon, such as the fugue tunes of our forefathers.
And it is to be noted that the same missionary spirit for
music pervades the stock to this day, only it finds its exer-
cise in the higher forms of the art, about which Elder Moses
Cheney perhaps knew absolutely nothing. It is likely, how-
ever, that the musical conventions which Lowell Mason con-
ducted in 1850 sang at least one or more of the larger choruses
of Handel and possibly the “Heavens Are Telling” from “The
Creation,” for an admirable selection of such choruses had
been made by Mason at least ten years earlier—“The Boston
Academy’s Collection of Choruses.” From Vermont to Bos-
ton in those days was a long distance, although the “Professor
‘Webb” mentioned above told the writer that he himself had
traversed the entire length of the state of Massachusetts (200
miles) in a stage coach in winter in order to play an organ
concert in Albany, N. Y. With all his faults the American
has musical tendencies which some day or other will make
him a name in the world.
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BY ALFRED FOUILLEE.
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Society of Sociology.

In his very wise study, “Per l'arte Asritocratica,” M. P.
Giani has recalled the theory of Guyau, but he has given only
an incomplete idea. As this theory arrives at conclusions
very different from those which are preferred by M. Torchi
and M. Giani, I believe that the readers of “La Revista Mu-
sicale” will find it for their interest to know that better. I
will undertake and at the same time indicate the direc-
tion in which, in my opinion, the art of the future will develop
itself. I believe with Guyau that great art in music as else-
where will be neither democratic nor aristocratic, but in the
larger sense of the word social and even sociological, with-
out ceasing to be profound, individual and disinterested.

We know that Schiller, expressing the ideas of Kant in
language at the same time more poetic and more simple, said
that art is essentially a superior kind of play, which the supe-
rior faculties permit themselves. Spencer, struck with this
thought, which was familiar to the aesthetics of Germany,
developed it in showing the resemblance which exists be-
tween play and art. The animals at the foot of the scale, said
Spencer, do not play, do not sing; necessity absorbs them
entirely. Animals which have an excess of activity and of
endowment play. The cat and the lion play with a ball and
chase it, and they roll upon their sides as if they were rejoicing
in a prey; the dog runs after an imaginary rabbit or makes
believe to fight with other dogs; he irritates himself in imag-
ination, shows his teeth and pretends at the surface very much
more than he feels; the amusement degenerates into real strife,
so the struggle for existence simply simulated becomes play.

Without denying this part of play in art, one easily per-
ceives that it has been very much exaggerated. The true
aesthetic sentiment is serious par excellence. This is a point
upon which the English school has not enough insisted, and
which Guyau has put in full light. There is in the effect some-
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thing more precious still than such and such a result accom-
plished; for example, an obstacle overcome, a weight removed,
a problem resolved: it is the power itself which serves to
accomplish it. The effect is particular and passing; the power
is general and lasting, because it contains virtually an indefi-
nite number of other similar actions; it is life in action.

The apparent inutility of aesthetic sentiments, and their
seeming separation from vital functions, implies then a util-
ity more profound, a gymnastic which increases the intensity
of functions the most important. The aesthetic sentiment is
a maximum of power with a minimum of expense; it has the
power to express itself in view of itself, and at no more
expense than to enjoy it. The evolution school has not
pushed this principle to its end, which is life; it does not see
that art is a superior life, disengaged mainly from effort, and
of which play is only the first image; it is the fullness of dis-
embodied existence, the will enfranchised and mistress of
itself. The play itself, the simple play, is it also, as they say,
deprived of all finality? It is necessary to remark, on the
contrary, that for play to exercise its faculties and enjoy their
exercise one always gives himself an end. If one takes a walk
he says to himself very often, “I will go to such a point.” An
Alpine excursion is the more beautiful because it has for its
end a summit to attain. If an infant makes houses of cards
it is to realize a difficult equilibrium. Play, then, has its in-
terest and its serious side—the strongest reasan of art.

As the intensity of life is so much larger than the different
vital functions, principally the most active, carried on at the
same time in a concordant manner, one might, after scientific
research, define the beautiful as play: *‘this which gives us
the consciousness of a maximum of energy with a minimum
of effort at the same time in our sensibility, our intellect and
our will; consequently with an excess of vitality and a con-
scious joy.” Complete beauty is a foretzste of felicity, and
every fragment of beauty is a fragment of happiness real-
ized by means of it. But this first definition of the beautiful
is only biological; there is need to complete it from the social
point of view.

Art notably manifests not alone a need superior to vital
development, which raises itself when the inferior instincts of
self-preservation. have been satisfied; it manifests also a ten-
dency to express itself more fully and to cause others to par-



136 THE NATURE AND EVOLUTION Or ART.

ticipate in our own aesthetic sentiments, which in communi-
cating increase themselves. Art is then at the same
time individual and social, biological and sociological. The
Abbe Dubos has undertaken to explain the essence of the
beautiful and art by climate. Herder indicates similar
views. Auguste Comte thinks that art, religion and science
will finish by confounding themselves with each other. Taine
limits himself to such considerations as race, climate and en-
vironment. Henneqin has shown us how these facts, which
Taine mentions, are very little determinate and determinative.
Guyau has the honor of having proved that the social is not
alone an influence upon art, but constitutes its essence itself.
Since Guyau, the sociological point of view has been taken
in different manners, notably by M. Tarde in his “Logique
Sociale” and by M. Ernst Gosse (“Die Anfaenge der Kunst,”
1894), but it is always with the origin and the end of art that
they occupy themselves, rather than with its essence itself.
According to M. Gosse, for example, who has written an in-
teresting book upon the beginnings of art, the aesthetic prob-
lem has two forms: the one individual, the other sociological;
one might consider art at its origin, among primitive people,
in order the better to discern its essence and its laws. M.
Gosse studied the ornamentation of the body, the decoration
of the arms and utensils, figured representations of men and
animals, and then the dance, which is intermediate between
play and art; the dance, animated statuary, connected with
song, conducts to poetry and music. The first works of art
have had their origin in practical ends as much as in aesthet-
ics. It is this which M. Giani excellently demonstrates. The
means of production and the economic condition exercise a
great influence. Climate has had no influence upon produc-
tion, only through the intermediation of human labor. As
to the end and destiny of art, the ideas of Auguste Comte
have made their way. According to him the fine arts, above
all music and poetry, will gain very much with the prevalence
of positive ideas, which will incorporate them with the social
life to which they have hitherto remained strangers. The
preponderance of the human point of view and that of the
social spirit are favorable, according to him, to aesthetic dis-
positions. Auguste Comte remarks that the laborious and
peaceful activity peculiar to modern civilization, being with
pain evaded, has not yet been appreciated from the aesthetic
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point of view. Art, like science, like industry itself, in place of
having become aged is not yet formed, because it has not yet
disengaged itself from the type which antiquity has fixed for
it. Modern existence will find its own idealization, in which
its character will be distinctly marked. The double senti-
ments of the true and the good cannot develop themselves
without giving rise to the sentiment of the beautiful.

Comte admits on the whole the social and religious role of
art due to the idealization of realities discovered by science.
At the foundation these are the same sentiments which Spen-
cer assigned to the art of the future; his pages upon the
poetry of science are well known. Guyau in appreciating the
ideas of Spencer in his “Problems of Contemporary Aesthet-
ics” has added analogous views to those of Comte upon the
role of art and upon its harmony with science; he shows
that the ideal will be an epoch where all pleasure, outside
of the elements of sensation, will consist of intellectual and
moral elements, where pleasure will not alone be the satis-
faction of a certain organ, but everything will be agreeable
which begins and disappears, so to say, in the beautiful. Be-
yond this also, in place of being a play, art will have all
the seriousness of life, as life will have all the beauty of art.

But to attain this end it is necessary that art realize more
and more its essence; its sociological law. This law, accord-
ing to which it creates, is sympathy and sociability even;
every work of art has for its essence, according to this author,
the establishment of a relation of society between us and other
living beings in a manner to cause us to live their life. The
beauty of a work of art, for example of a musical work, meas-
ures itself in the profoundness and comprehensiveness of social
svmpathy, which it realizes and which it expresses. Music,
having for its material sound, the means of expression and
the propagation of sentiment between men, is like all lan-
guage social by its own definition. Also, like morals and reli-
gions, art has for its ultimate object to raise the individual to
himself and to identify him with all. This is what Comte
had already dreamed. Man will become religious, said Guyau,
when he superimposes upon the human society where
he lives another society more powerful and more elevated,
at first restricted, afterwards larger and larger than that, a
universal society, cosmic or supercosmic, with which he is in
relation as to thoughts and action; a mythical or mystic society
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is thus the foundation of all religions. Moreover, the socio-
logical idea is essential to art. To distinguish art from reli-
gion better than Comte was able to do, Guyau remarks that
religion has an end at the same time speculative and prac-
tical: it tends towards the true and the good; it does not love
all things solely to satisfy the imagination and the instinct
of sympathy and of universal sociability; it animates all for
explaining the great phenomena of the terrible and the sub-
lime of nature; or even better for explaining nature itself;
afterwards it causes us to wish and to do with the supposed
aid of superior beings and according to their laws. The end
of religion is that effective satisfaction practical to all desirous
of an ideal life, good and happy, at the same time a satisfaction
projected into the future time or into eternity. The essence
of art, on the contrary, is the immediate realization in thought
and imagination and the immediate experience of all our
dreams of an ideal life, of life intense and expansive, of life
good, passionate, happy, without other end or other law than
the intensity and harmony necessary to give us the actual
sentiment of the fullness in existence. Great music, sym-
phony, is a striking example. The religious society, the city,
more or less celestial, is the object of an intellectual convic-
tion accompanied with sentiments of seriousness or hope: the
city of art is the object of an intellectual representation, ac-
companied by sympathetic sentiments which do not result in
an effective action to turn away an evil or conquer a good
desire. Art is that actual and immediate realization of its
object by the representation itself; and this realization ought
to be sufficiently intense in the sum of its representation to
give us the serious and profound sentiment of an individual
life enriched by sympathetic relations which it has entered
into with the lives of others, with the social life, with the
universal life. It exists not less as a unity profound between
all the germs; life, morality, society, art, religion. Great
art is that which maintains and manifests this unity: the art
of the decadents and of the “desequilibres™ is that where this
unity disappears through the death of play of imagination
and style and of the exclusive cultivation of form. The unsane
art of the decadents has for characteristic the dissolution of
the social sentiments, the return to unsociability.

Renan thought that music, which dates from two or three
centuries, should be, above all, a completed thing; Guvau

P, 9
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objects t0 him that the language of sounds is inexhaustible.
The melodic or symphonic idea corresponds always to a cer-
tain moral and intellectual state of man, which changes with
the centuries; it will change still more and will make new
progress with man himself and with societv. Certain musi-
cians, as Chopin, Schumann, Berlioz, have expressed senti-
ments proper to the social state of our epoch, and correspond-
ing to a general state of the nervous system of which Handel,
Bach or Haydn would have had difficulty to form an idea.
As Spencer has shown, music is a development of the accent
which the voice takes under the influence of passion, be it
individual, be it collective; Guyau remarks that the variations
of tone, of modulations natural to the human voice, should
go on to refine themselves in the measure that the nervous
system augments in delicacy and that the social sympathy
augments in comprehensiveness. Compare the conversa-
tion of a peasant woman with that of a distinguished person;
you will find how the voice of the second has modulations
more fine and more complex. Musical melodies, following
the variations of human accent, ought to become more and
more expressive as the sentiments of the heart become finer.
The social life, more and more complex, will increase also
the complexity of sentiments. As to the dread that the com-
binations of the notes of music will finally be exhausted,
Guyau replies that there is no serious danger if one remem-
bers the mathematical laws of combinations. Thanks to
rhythm and to movement, melodies can be varied without
limit; on the other side harmony has still resources without
number. The English critic, Lord Maunt Edgaunbe, formerly
reproached Rossini of his ensemble pieces for different par-
ties, his chorus, his duos, composed of long solos in lively
time. He reproached him with the introduction of vulgar
rcles into the opera, the multiplicity of his melodic themes,
whereas he contended for one single theme followed with va-
riations. In fine, in the eyes of this critic of art, full of authority
in his time, the music of Rossini was very much too complex
and unintelligible. God knows, nevertheless, that it appears
to us excessively easy and relatively as little complicated in
karmony as in rhythm. It is not left for us any longer to con-
tend for a simple melody sustained by a simple accompani-
ment. May be, in some centuries, we will find ourselves be-
yond such melodies as we find in the symphonies of Beethoven
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and in the beautiful passages of Wagner. However this may
be, music is very much more in the process of evolution than
of dissolution.

On the whole, since Kant, Schiller, Comte and Spencer,
biological and sociological aesthetic has made incontestable
progress. To believe Kant and his continuators, art treats
reality as a spectacle, and real objects as if they were simple
images; the functions of life as if they were a simple play; the
opposite thesis appears today to prevail. Art treats spectacle
as a reality, images as objects, the play even of our faculties as
a life lived and experienced; in place of playing around the
heart of things it obliges itself to put a heart in all things, and,
more than that, to create. The incomplete life of nature can-
not satisfy man. Genius creates for itself a life superior in full-
ness and in productiveness; he sees it vividly and makes us
live it. This superior life, which has for its essence infinite
sociability, in place of being a simple play is a serious object
of enjoyment, to be loved and to be desired. The theory of
“art for art” is then broken down. Flaubert, in order to sus-
tain this theory, cites with admiration the words of Buffon:
“All the intellectual beauties which find themselves in a beau-
tiful style, all the relations of which it is composed, are as much
truths as utilities, and may be more precious for the public
spirit than those which lie at the foundation of the subject.”
Buffon’s remark was just for many subjects where form has
certainly more importance than the substance; but Buffon
could not forget that the beauties of a true style are intellectual
beauties residing in the relations of words with thoughts, of
thoughts between themselves, of words between themselves;
it is that harmony, that solidarity, accord, internal logic, iden-
tity of law and life which gives its value to a phrase well made,
to a musical phrase as to a literary phrase, and this value is in
itself an education for the spirit of the reader or the hearer, a
revelation of the relation of the chord with himself and oth-
ers, of the eurythmie (whence come two remarks in passing—
the importance of classic study as also of musical study). It
hence results neither that art can be indifferent to ideas, nor
that it can be indifferent to the moral or social consequences
of the ideas or sentiments which it expresses.

Is this to say that according to sociological aesthetics a
work of art ought to be a moral or social thesis? Not at all,
and the didactic is more often the enemy of art, of poetry, of
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music; but a relation of ideas and of sentiments upon nature,
humanity, society, or such a class of society, is not necessarily
a thesis, although a doctrine, a belief sometime powerful may
be therein contained. True art, without pursuing extensively
an end moral and social, as in the utilitarian theory of Comte,
has in its essence even its profound morality and its profound
sociability, which alone make its health and its immortal vi-
tality.

And this is principally why we are unable to comprehend
the evolution of art in the same manner as M. Giani. We
admit, with him, that art in its first period was collective and
still social; that in its second period it became more and more
individual and disengaged from all exterior end. But
we admit a third synthetic period of evolution, where art, with-
out ceasing to offer a profound individuality, essential to
genius, offers also at the same time another and not less essen-
tial quality—universality and the sociality of inspiration. This
is the ideal which Wagner proposed to music, and which he
did not flatter himself with having completely realized. But
great music, without ceasing to be individual by the genius of
the musician, and national by the influence of the environ-
ment, will become more and more international, human, uni-
versal. It will be, it is already, a foretaste of the union and the
peace which will ultimately prevail between nations. The
Frenchman will fill himself with the genius of Italy in ap-
plauding Palestrina or Verdi; he will penetrate the spirit of
Germany in understanding Beethoven or Wagner; Italy and
Germany, on their side, will put themselves in union with
France in applauding Berlioz and Gounod. Child of har-
mony, music is among the arts one of those which will contrib-
ute most to universal harmony. Wherefore, one might say
with Ibsen, “the strong man is not man by himself, but the
man united in his thought, in his heart to all other men, the
individuality in which lives an entire humanity.”
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BY W. S. B. MATHEWS.

Teresa Carreno is one of those richly endowed, fascinating
and satisfving women of whom it has been said that to know
them is culture, while to be in love with one of them is a liberal
education. Born of excellent stock in the South American
country—Venezuela—her early musical education she had
from her father, and when not more than six years of age one
of the periodical revolutions of that country made the family
exiles. Coming to New York, the United States has been her
home most of the time since.

As usual with geniuses she showed her talent for music at
the earliest possible age. (One might, when about three years
old, after she had been undressed for bed, she stole into the
drawing room a few minutes while the family were busy else-
where. She began to pick out chords, feel around for certain
melodies which she had heard, and showed in an unmistakable
manner that the art of music had a home in her heart. Her
father hearing her efforts watched them a while in silence,
then taking her in his arms he burst into tears, and said: “My
darling, you will be an artist.” From that time her training
began. Her father seems to have had excellent knowledge of
music, and his training was thorough and painstaking. At
the age of nine she appeared in a benefit concert in the New
York Academy of Music, which was crowded for the occasion,
but little benefit did the needy child get from it, for the mana-
ger decamped with the funds. This, however, was the begin-
ning of her career as concert pianist. As wonder child she
made appearances throughout the United States, and by the
time she was twelve she was in Europe. plaving everywhere.
in France, Germany, Spain. England—wherever music is
loved.

In London she made the acquaintance of Joachim, the
violinist, and she relates how they uscd to play the Kreutzer
sonata from memory, he a man, a great artist, she a girl of
about fourteen, playing it with abundant give and take—each
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following his own free inspiration in the variation where his
own part happened to lead.

The genial Colonel Mapleson was then at the zenith of his
influence and powers, manager of Her Majesty’s Theatre,
and an impressario who controlled the most desirable singers
in the world. The beauty of Carreno appealed to the Colonel
and likewise to the sympathetic Tietjens, and the girl was
much with them. She was then a woman grown, apparently
about twenty years of age, although in reality less than fifteen.
And a curious incident befell her. When she went to England
for her first grand tourney, after she had acquired unmistakable
standing on the continent, she began with the provinces, and
it happened that her tour ended at Edinboro, where Maple-
son was just giving a season of Italian opera. Having fin-
ished her playing for the moment Carreno was simply enjoy-
ing herself with the companionship of Tietjens—the Colonel
in the immediate background, like a guardian angel. Maple-
son had sold out the house for “The Huguenots” on the
Queen’s birthday. About a week in advance, or perhaps less,
the soprano billed for the role of the Queen got sick, and
Mapleson was at his wit’s end. He had perhaps not then ar-
rived at his later potency of nerve, in pursuance of which he
would have put on an inexperienced debutante, without com-
punction or even a rehearsal upon the stage. (I have known
of his putting on an Azucena in “Il Trovatore” who had not
only never had rehearsal with the company, but an American
girl who had never appeared upon the stage in a leading role
—put her on at a few hours’ notice, and this upon an important
occasion. The lady had been a pupil of mine, so I know what
I am saying.)

Mapleson telegraphed far and near, but nowhere within
three days’ travel was there a capable singer for the role free
to come. On Thursday Mapleson broke out: “Teresa, I have
an idea.” *‘What is it, uncle Mapleson?”’ asked the charming
girl. “You shall sing the role of the Queen in the ‘Huguenots’
next Monday night.” ‘“Me?” in dismay exclaimed Carreno;
“I have never been upon the stage; I cannot sing; I do not
know the part.” “Nonsense,” replied Mapleson; *“‘you have all
the qualifications. You have a beautiul voice, a delightful
stage presence, youth, beauty and musical genius. You are
just the person.” Naturally the idea appealed to the imagina-
tion of a voung girl. It was true, she did sing well, and she
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had all the other qualifications mentioned. Moreover, for
years she had been accustomed to public appearances and
really enjoyed the novelty of a new role. “But,” she said,
“you forget that I do not know the part.” “Know the part.”
exclaimed Mapleson; “you have four days. What more do
you want? The time is ample.”

Carreno was as quick-witted as she was handsome. She
thought a moment and answered: “I will attempt the part
on one condition.” “Name it,” said Mapleson. “You shall
give me the singers I want for my London concerts.” “Done,”
answered Mapleson; “name them.” So Carreno made out
her list. Grisi, Mario, Tietjens, Lablache, and two or three
others, the very cream of the world’s lyric stage at that mo-
ment, all were under contract with Mapleson and subject to her
demand. Her idea was to have such a brilliant concert for
opening in London that even if her critics should not happen
in all respects to like her playing, the concert would be a social
success.

As the days went on she experienced dread. It was a bold
venture. What if she should fail in singing, and then go up
to London hampered by the reputation of having made failure
in opera? So she appeared under a stage name; her success
was brilliant, and then she was sorry enough that she had not
sung under her own name.

Speaking of opera, she had another experience some years
later, equally interesting in its way. Some years ago Vene-
zuela celebrated the centennial of Bolivar and liberty. About
a year before, they sent over a national hymn to Carreno, ask-
ing her to compose the music for it, which she did. Then they
asked her and her husband, Tagliapietra, the baritone, to come
as guests of the state. So they were met at every railway sta-
tion with bands, military, the mayor with the freedom of the
city in a gold box, and all that sort of thing. Ceremonies,
functions, and social enjoyments intervened between the con-
certs—tickets for the latter being sold out at advance rates
weeks ahead. They desired opera the next year. So a sub-
vention of twenty thousand dollars was voted and “Tag” went
off to Italy to engage a company. The time came and the
opera opened brilliantly. But a revolution was impending.
One night the police exhumed some barrels of gunpowder
from under the opera house, intended to blow the president
and all the audience into *‘thin air,” as \irgil savs, when it
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should be quite sure that the president had appeared. Revo-
lution was in the ajr. Everybody quarreled with everybody
else. The first soprano quarreled with the first conductor, and
as conductors could be spared better than the dramatic so-
prano, he went. Two days later the soprano quarreled with
the second conductor, and insulted him so grossly that he
also left. Here was a box. There was not another conductor
competent for the place within some thousands of miles. To
stop—ruin. But how to go on?

It was a fiddler who solved it. He said: “Mme. Carreno,
why do you not direct the orchestra yourself?” She answered
that she could not direct. ‘“Nonsense,” said the musician.
“You have stage experience; you are an artist and know ex-
actly how the music ought to be done, and you are a singer
and know how an artist ought to be accompanied. You are
the very person, and the only person.” So, since it was sink
or swim, Mme. Carreno undertook the direction and con-
ducted the remaining three weeks of the opera with perfect
success. She said that the musicians were very polite to her
and did exactly as she desired them. She always spoke to
them politely and gently, and when things needed to be prac-
ticed they simply went over them again and again until the
effect was realized. But the work of beating! ‘“You cannot
imagine how arduous I found it. I had to have my arm rubbed
for hours every night after performance before I could sleep
at all; and towards the last I feared that I would be paralyzed
permanently.”

When I saw Mme. Carreno after her return from these two
exciting years in South America, I was delighted to find her
the same amiable, modest, interesting woman as before. In
fact she was more modest than before all these head-turning
experiences.

When you speak of the modesty of an artist you mean
practically what Dr. William Mason once said of a pupil, that
“he knew how to conceal his conceit.” An artist by so much
as she is an artist, is sure of her ground. I once criticised
Mme. Carreno upon some of her Schumann playing when I
discovered that I had better not. She had studied the works
in question with Mme. Schumann, and to her mind when the
Schumann and the Carreno agreed upon the artistic reading
of a certain work—it was not for a profane newspaper man
to intervene. The point was instructive. All the same, the
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reading was not good. I was right. I learned to admire the
Carreno Schumann playing later, for essentially Mme. Car-
reno has a good talent for the deep emotionality and sincere
musical qualities of Schumann.

There was a time once when I did not admire Carreno’s
piano playing on the whole so much as that of some other ar-
tists. But this was before I had heard so much of it. There
are certain specialties in which Carreno is immense. She can
play the Gottschalk tremolo study and make an astonishing
effect with it. She can do the same with any Liszt rhapsody
that she cares to do; and the like she can do in anything of
Chopin. You may dissent from her Chopin, if you like, but
somehow it interests the hearer and carries you along. Some-
times they criticise her Beethoven. I once sat upon the front
seat while she played the sonata appassionata of Beethoven.
She did it delightfully, and later we were speaking of it. I
asked some questions about a point or two, and then she said:
“When I play Beethoven I am as if I were in church. To me
every note is sacred, and I take the greatest possible care to
find out what he probably meant in every phrase and nuance.
It is a serious thing to me to play Beethoven.”

I am not sure whether there may not be such a thing as
over-piety concerning Beethoven’s sonatas; but at any rate
her playing is very strong. It is in a recital that Carreno is
at her best. About the time when an ordinary player is tired
out she is just come to good condition and is ready to play
an additional program for the mere enjoyment of it. I used
to advise her to go to Europe. She said that she was afraid
to try it; that Europe was a fine place for an artist if you did
not happen to want anything of it; but once you wanted some-
thing, perhaps you could not get it. She meant that when
public demand was created for an artist, then Europe is a fine
place; but when an artist has to make a living by his art, then
Europe is not so certain until after a name has been made.

I advised going to Europc hecause for several years it
seemed to me that she was not fully appreciated in this coun-
try. While she had plenty of concerts and hosts of friends,
her real rank as one of the greatest pianists of the period was
not understood. I think her the best lady pianist now before
the public; or at least I did think her that the last time I heard
her. She may not be so good; aind then she may be better.

Carreno owed a great deal to the late Albert Weber; and
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conversely Weber owed a great deal to her. For about fifteen
years, I think, Carreno played the Weber piano upon a guar-
antee of a certain salary. At first it was only five thousand
dollars a year. She had to stand up against the prestige of the
Steinway (a greater quantity than any but artists understand)
and upon an instrument not always quite what she would have
liked; tried to make her reputation as a player before audiences
disposed to take her as a sort of home folks, not to be taken
quite seriously as they would take an artist who had come
over fresh from Europe. The salary covered her entire in-
come. Weber got her the concerts, paid all expenses, sent the
piano, and made what he could out of them. Then, when five
vears had gone by, there was a new contract, with a larger and
regularly increasing salary. Weber offered her a choice to take
four thousand dollars a year in cash additional and pay her
own expenses, or he go on paying them; Carreno chose the
latter—wisely. Under this later contract her income rose to
ten thousand dollars a year, and having most of her expenses
paid, she became a woman with a bank account.

Thus it was she happened to go abroad. She intended to
remain in Europe about a year before doing much playing.
But she was so fortunate as to gain the good will of Hermann
Wolf, the great Berlin impressario, and he took hold of her at
once. In Berlin they called her the Brunhilde of the piano,
which she is; emotional, impetuous, divinely gifted, human.

The last time I met Mme. Carreno was in London in 18go0.
Arriving from the continent, on my way home, I found that
Carreno’s last recital would be given the next afternoon at St.
James' hall. So I started off to find it and to find Carreno.
Obtaining her address I called, but she sent word that she was
dressing for the concert and desired me kindly to go down to
the hall and wait for her—fifteen or twenty minutes, and on
no account to put up money at the box office. So I went down
to St. James’ hall and hunted around in that rather complicated
structure for the way to the artist’s room. In a dark passage-
way down stairs I discerned a man and asked him a direction.
He turned and suddenly threw his arms around me and kissed
me. It was Remenyi, the violinist, just back from four vears
in South Africa and a tour of the world. He also was waiting
for Carreno. Presently she came along, lighting up the
gloomy passageway with her beauty, as she leaned upon the
arm of her manager, the handsome Hugo Gorlitz. She greeted



148 PERSONAL GLIMPSES OF TERESA CARRENO.

us most warmly and Remenyi (I envied him his nerve) took
her head between his hands and drawing her down kissed her
upon the cheek.

The hall was full, and a delightful audience it was. Between
times and at the end we were in the green room, where at
last there was a reception, and Hope Glen, Antionette Sterling,
and many other celebrities came to call upon the fair artist.

The next day Remenyi, with his son, a very fine young
man of seventeen, the fiddle (the Strad. “Titan”), went in a cab
to call upon Carreno, this being her reception day. We were
almost the first. Then Remenyi played and she was delighted
with the improvement he had made during all that hard prac-
tice in South Africa, where he used to play Bach fugues, Paga-
nini capriccios and things by the hour to the little dark Olive
Schreiner, just then writing her “African Farm.” The violin
had a noble tone. I never found out how Remenyi got it. Any
day that I asked was too short for the story, and so I never got
to the end.

Then Remenyi said that his son, who had always lived in
Paris, had never heard a really great pianist and asked Carreno
to play, which she did delightfully, upon a very fine Bechstein
grand. At the end, the blazé young boulevardier, when
asked by his father how he liked it, replied, “Ne pas mal’—
“Not so bad.” Ye gods! I should say not.

It was a fascinating afternoon I staid through, for when
Remenyi went Mme. Carreno asked me to remain and let us
have our talk out. One very interesting incident happened.
Some cards were handed in, and the ladies followed. The
older was a large English blonde, sweet, pleasant, apparently
a little wanting in force, a woman about forty-five, with curls
down the sides of her face—just such a woman as you can read
about in Richardson’s novels. With her her daughter, a girl of
nineteen, well gowned, sweet, one of those faces which might
mean anything or nothing. One wonders what sort of a light
will shine out when the illumination once begins inside. The
older lady had a book of music, in which was Thalberg’s study
in A minor, a piece I suppose Carreno may have played scores
of times twenty years previously. The lady asked Mme. Car-
reno to include it in her programs because Rubinstein had
played it in London and it made a good effect. Carreno
thanked her in the sweetest manner for calling her attention
to it and promised to look it up and if she found it available
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would take the advice. I admired the neatness with which she
met what was unquestionably a piece of assumption on the part
of the visitor. '

Then Carreno said she desired the young lady to sing
something. “I am very anxious,” she said, “that Mr. M. shall
hear your daughter’s voice.” After considerable demurring
for want of notes, lack of practice and the like, the mother re-
moved her gloves and seating herself at the piano gave a very
spirited performance of the prelude to Schumann’s “Spring
Night,” which the daughter sang delightfully. The accompa-
niment was beautifully played, with plenty of spirit, warmth
and nuance. I would not have dreamed that it was in her.
Carreno afterwards told me that the lady was one of the best
amateur pianists in all London. And if I praise the mother,
what shall I say of the daughter? That girl lighted up with
inspiration and sang with one of the most beautiful voices I
have ever heard, sang in the way that makes the roots of your
hair creep, the thrills go down your spine, and awaken all
those unusual experiences which only very rare art has power
to stir up within one. Carreno said that never since Tietjens
had she heard such a voice. I can well believe her. Naturally
applause was not lacking, and after applause so evidently gen-
uine, more songs. All grand, inspiring, delightful. The young
lady belongs to a wealthy family and will never be heard upon
the stage. If she were to appear she would make a furore.
She sang with the fire and discrimination of an artist and with
the sympathetic insight and passion of a mature woman—a
poet.

Mme. Carreno told me much about D’Albert and Sarasate,
with the latter of whom she had had a difference only two days
before. Sarasarte, with the impudence of some European
artists, had been reviling America, saying all sorts of deroga-
tory things concerning it. Carreno took it up and gave him a
piece of her mind. She said that America was her country.
“You an American,” said Sarasate; “you are from South
America; you are one of us.” ‘“No,” answered Carreno, “I
am a yankee, if you like. I have lived in the United States
almost all my life. It is my country, and no man can say such
things against it in my presence. It is the greatest country in
the world and I love it.” Whereupon, for the moment, at least,
Sarasate subsided.

She told me an amusing anecdote. She said: “You know

]
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when I travel I am just like a child, always carrying on and
saying foolish things. Tag. used to be very much annoyed by
me, for he has a certain idea that a lady ought to be correct.
The other day I was coming from Paris to London for some
concerts, and as I had been ill for some time, my brother re-
solved to come over with me. So we came, and a right jolly
time we had. When we got into the English train after cross-
ing the channel, the only compartment where there was plenty
of room had already a large blonde gentleman in it, by whose
appearance I judged him to be German. So we entered.
When we had started it happened that there was some scenery
at the gentleman’s end of the compartment, so I went myself
over to that window and sat facing him, but without speaking
to him. Believing I had to do with one of those phlegmatic
Germans who know no language but their own, saving pos-
sibly a little English, I rattled on with my brother in French,
occasionally lapsing into Spanish for some particularly confi-
dential opinions. I said: ‘This splendid large gentleman will
think that I have come here because I was in love with
him; but I am not; I desire to see the scenery.” And so it went.
When we drew into the station in London I saw by the crowd
upon the platform that some person of importance was ex-
pected. Just as we were coming to a stop the gentleman put
his head out of his window and whistled Isolde’s motive, which
was immediately answered by the entire crowd, and alighting
the gentleman was carried off in high glee by a most enthu-
siastic gathering of his friends.

‘Who could this be?” I asked myself; ‘who should make
himself known in a London station by whistling the Isolde
motive? At once it flashed upon me; it must be Hans Rich-
ter. And it was. There I had been jabbering away all that
trip before one of the most eminent men in the musical world,
who probably understood every word I had said, and whose
good opinion I was most anxious to acquire, for I hoped to
play under his baton some day. When I see him next I am
going to step up to him and looking him straight in the eye
I will whistle the Isolde motive (which she did then and there)
and say, ‘Well, my friend, how do you like Carreno?

Carreno is an advocate of woman's rights. She believes
that women can do some things as well as others. Once while
she was crossing the continent to California with the late Dr.
Damrosch and his orchestra, they had many talks about
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woman’s power. Dr. Damrosch, who was a very interesting
man and a delightful converser, said: “Tell me this, Carreno,
why is it that when woman writes such good novels, plays
and sings music with such power, and distinguishes herself
in many professions formerly sacred to men, how is it that
with all her sympathy and musical feeling woman never com-
poses anything original?” “Do they not?” asked Carreno.

A few days later in a music store in Denver Dr. Damrosch
said, “Now, Carreno, please play me something; play me
one of the airs of your native land,” whereupon Carreno played
the hymn I mentioned that she had written for Venezuela.
“This,” she said, “is the national air of my native land.” Dr.
Damrosch heard it with delight. “That,” he said, “is not
American; it is an inspiration; it might have been composed
by any good German composer. It is wonderful. Who wrote
it?” Looking him straight in the eye Carreno answered, “I
wrote it,” and then she told the circumstances. Dr. Damrosch
drew a long breath and said, “Well, I don’t take back one
single word. It is one of the best things I have ever heard.”

Mme. Carreno has one of the most delightful dispositions
in the world. As a mother she is affectionate, thoughtful,
mindful of the claims of her. children, and of their future. In
this direction there is a romance in her history. At the age of
sixteen she married Sauret, the violinist. They came to New
York, but the new world was not ripe for him. He presently
grew tired of the country. They were in poverty almost, and
Sauret was homesick. Perhaps differences grew between
them. Carreno was €xpecting a baby very soon. In this
crisis Sauret left her with little money among strangers, for
her father was dead. She told him that if he left her then she
would never live with him another day in the world. He de-
parted, and in due time her daughter was born. Later the
child was taken by Sauret’s sister, most of his family thinking
that the young wife had been hardly dealt with. The condi-
tions under which Carreno allowed her child to leave her were
that the child should be taught that her mother was dead.
When she should be nineteen years old it was the mother’s
intention to see her daughter and set all the case before her,
leaving her free to go with either parent. When she told me
this I said: “Mme. Carreno, you have done very wrong.
When your daughter grows up without knowing her mother,

and you come to see her, you will be simply a stranger. You
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are unjust to the child, and the experiment can not possibly
turn out well” So one of the reasons why she wanted to live
in Europe was to see again this long-lost daughter, and per-
haps receive her again to herself. So she wrote to the aunt,
in charge of the daughter, but discovered that the aunt was
very fond of the girl and in mortal dread lest when she should
see her mother her heart should go out to her and the aunt
be left in her old age alone, for she is unmarried. The feeling
was very natural, but rather hard upon the mother’s heart.
Carreno begged and plead; she was willing to promise not
to make herself known to her daughter if only she could see
her and talk with her. And with a half concession of this kind
she came to Wiesbaden, where the aunt lives. The very day
that Carreno was coming in from one side the aunt and the
daughter went out upon the other, and when I saw Mme.
Carreno in London she had not yet seen her daughter.

I have no sympathy with the flings that are sometimes
made at Mme. Carreno with regard to her having been mar-
ried more than once. The Sauret case I have here explained.
The marriage with Tagliapietra, the Italian baritone, came
much later, and for several years was a happy marriage, blessed
with three children. Later the husband developed habits
which a wife could not be expected to tolerate, and one reason
of her going to Europe was to make a technical desertion
without making scandal against Mr. Tagliapietra, who, when
himself, was fond of his beautiful wife and her great admirer.
I remember how his eyes filled with tears a few months after
she had gone to Europe, when he had been showing me a
beautiful morocco portfolio containing photos of Carreno and
the children. “I tell you, Mr. Mat-u-a,” he said, “she is a
mighty fine girl.”

Speaking of the children, Carreno told me of the baby,
this little girl of six, who Tagliapietra told me could accom-
pany him at the piano while he sung the Bach-Gounod Ave
Maria. The little girl once asked her mother: “Mamma, I
have finished my exercises, may I now do my nonsense?” On
receiving permission, she went on to transpose a prelude of
Bach into as many keys as she could.

As for the D’Albert episode, I confess myself out of sym-
pathy with it. Carreno admired him very much, and I sup-
pose he must have been in love with her. I remember the air
of proprietorship with which he gave me her Dresden address,
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*“Mme. Teresa Carreno D’Albert” (great emphasis on the
dal-bairt) so-and-so. Probably it was a case of “two of a
trade,” no less than of another woman—for it will be remem-
bered that Mr. Herr D’Albert married the Dresden opera
singer before the ink on the decree of divorce was fairly dry.

I have no doubt we shall find Mme. Carreno improved in
her art, playing better than ever, with more finish and greater
depth. Greater brilliancy and virtuosity she could not have.
And whether playing well or badly, I am confident we shall
find her the same lovely, affectionate woman as of old, gifted
as few women have ever been.



A NEW SONG COMPCSER. MRS. GAYNOR.
BY MRS. CROSBY ADAMS.

Among the composers of the present day who are calling
forth decided recognition we must name Mrs. Jessie L. Gay-
nor of Chicago, whose creations are rapidly gaining ground
and claiming the interest they deserve. It is always a study
to observe the laws of expression which take shape in one

MRS. JESSIE L. GAYNOR.
(Composer and Planist.)

form or another during the carly vears of one’s life, so a
retrospect in this case is briefly outlined.

Mrs. Gaynor, née Jessie L. Smith, was born in St. Louis,
and as a child gave evidence of the music within by singing
correctly before she could talk. Her choice of melodies when
still struggling with “ecarlv English” was “Shout the glad
tidings, exultingly sing.” This sturdy selection was even then
indicative of her nature, which is always spontaneous and
keenly alive to all the issues of the day. In school she showed
a disposition to carry along all studics together, but evinced
a decided predilection for higher mathematics and abstruse,
knotty problems. She greatly enjoyed writing essays and the
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following incident is related of her in later jears when at
college: Among a list of subjects for compositions, which
included the usual high-sounding titles, was found that of
“Missouri.” All of the desirable themes had been chosen, so
this one fell to her lot. Having a tender feeling for the abused
state which was hers by birth and adoption, she studied over
the material at hand, turning all its beauties to the best light,
as does the artist his picture, and produced an essay which
carried off the prize, much to the amazement of all concerned.
It was simply because she kindled to her subject and endowed
it with life, and because she possesses a fine sense of justice
that would give even Missouri its due.

Her family moved to Iowa when she was quite a young girl
and for a time there was no piano in the house, so she inge-
niously contrived to secure the intervals of the scale with
glasses and teacups, completing the frame to her own satis-
faction, but to the consternation of the family, who had other
uses designed for their dishes. This inventive genius enabled
her later on to familiarize herself to a certain extent with the
mysteries of the double bass, cornet and violin—the latter in-
cidentally claiming two vears of study. When, therefore, an
amateur orchestra was formed in a school where she attended
she was in demand for these different positions. Later the
organ held sway, church music appealing to her nature, and
this fascinating path has always held her interest. The pedal
keyvboard was invaluable to her as to many another in sug-
gesting the ‘‘roots” of harmonies, and in helping her to hear
the different voices and “think” music. The study of the voice
two vears and the position of accompanist for a club of ladies
in St. Louis, when she was still in her teens, gave her an
unusual chance to become conversant with the art of vocal
expression, as well as to enlarge her acquaintance with much
good literature. Chamber music had also its place during
this formative period, a cultivating force that cannot be too
highly emphasized. Her piano lessons were most satisfactory
when under the direction of the late Dr. Louis Maas of Bos-
ton, to whom she feels indebted for much sound teaching and
inspiration. She began teaching the piano at an early age
and devoted much time to the instrument, frequently giving
recitals.

After her marriage and the forming of a new home in
the west at St. Joseph, Mo., the opportunity came to her to
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take the direction of a ladies’ chorus. This experience brought
its train of attendant blessings to her and others, through the
enlarging of musical possibilities. It was during this period,
some five years since, that her creative thought demanded
expression. It will be readily seen that the many-sided expe-
riences in different musical lines, as well as her versatility in
other branches of art and science, have all contributed to
that general culture which enables her to more keenly realize
the demands laid upon a composer for original and helpful
thinking. Therefore we find a modest woman who takes as
much interest in the best unfoldment of her musical ideas
as did the young girl who wrestled with the subject, *“Mis-
souri.” And it is because Mrs. Gaynor has something to
say and says it well that her music is making its way rapidly
to the front. The charm of spontaneity rests upon it. The
“Album of Seven Songs” first brought her to prom-
inent notice, and when she told us again that “The night hath
a thousand eyes,” we looked to see if any further light could
be thrown upon this subject and were delighted to find not
only an unusually rich harmonic accompaniment but a thrill-
ing melody borne aloft to add yet another lustre to these won-
derful words.

Here and there one finds a critic, especially among the
singers, who announces that Mrs. Gaynor’s songs are not
those of Schubert and Schumann, and therefore they, the
critics, will have none of them. Indeed, they will not have

- the patience to examine them, so conservative is their esti-
mate. It is not the intention of the writer to place these
songs beside the productions referred to, but they have their
place just as surely. It will be a new era in art when people
stop comparing things that were never intended for compari-
son, and also cease attempting to measure one composition
or one artist by another. Let these critics examine the
“Spring Song,” so full of bubbling life and vigor; the German
song, “Das Rithsel,” and others of that tvpe, which are not
only charming in themselves but show the truest and highest
use of counterpoint—i. e., the serving of a musical purpose.
Even those compositions “in lighter vein” are by no means
lacking in, subtle musical value. Much depends upon the in-
terpreter to give them an appreciative setting. People are
often inclined to take Mrs. Gaynor's songs too seriously.
They lose the sense of proportions. These musical aquarelles
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are only intended as the sketch or short story. They are
neither epigrammatic nor tragic, therefore exaggerated senti- -
ment could never be more out of place. The composer wisely.
claims that when she is through with what she has to say that
the subject is weakened by further reiteration of words or
music.

The “Album of Songs” paved the way for the “Rose
Songs,” which collection was accorded an instant welcome.
In this group “If I Knew,” “Because She Kissed It,” and “The
Wind Went Wooing the Rose” are rarely choice lyrics. An-
other volume just from press is “Songs to Little Folks.” These
are designed to be sung to the children, but artists will have to
sing and play them. Mrs. Julie P. Wyman has written to
Mrs. Gaynor’s publisher expressing the warmest appreciation
of her work and wishing to know more of the composer and
her creations. Mrs. Wyman sings them in her own delightful
way, and with true understanding of their musical values.
Mrs. Katherine Fisk and other artists write most enthusias-
tically about them.

A satisfactory piece for piano is found in the “Reverie,”
where the melody, ’cello-like, creeps up from the bass in rich,
sonorous tones.

To speak of Mrs. Gaynor’s musical work alone, valuable
as it is, is only to reflect one side of her nature. The far more
important side is that of motherhood. Mr. Gaynor has always
thoughtfully planned that she might have every opportunity
for the study of the music she so loves, and its highest fruition
is reflected in the two children, Rose and Dorothy, aged
ten and three respectively, that have come to bless the home.
Their sensitive little natures are so attuned to the harmony
of sweet sounds and their perceptions so acute and discrimi-
nating that it is a delight to come in touch with them. Their
mother is their constant companion and feels it her highest
privilege to help them to all true development. Nor are the
more practical things of life overlooked. The inventive fac-
ulty of Mrs. Gaynor, spoken of before, finds full play in the
duties and responsibilities of the home, and her indomitable
nature serves well its purpose here, also, as all home-keepers
know the worlds there are to conquer in the material realm.
It is a pleasure to speak of this phase of the composer’s nature,
for one meets many gifted people who are not practical in this
field and who do not realize the richness of the home life.
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We find some bits of family history in some of the com-
positions. A pretty little motive persistently kept ringing
in her head until a “Gavotte” for piano evolved itself
‘from the theme. So, too, in the “Songs to Little Folks”
we have the story of the dire mishaps of Rose’s first doll,
“Jerushy,” and the sadder fate of “The Sugar Dolly,” whose
utter annihilation is due to the elements. “The Discontented
Duckling” and “The Flower's Cradle Song,” as well as other
delightful songs, have come for the sweet sakes of these two
little home-critics, who are so responsive and intelligent in
their appreciation of their mother’s work. The musical evo-
lution of this trio will be watched with.interest.



MUSIC TEACHERS AND MUSIC TEACHING.

BY F. W. WODELL.

The music teacher has a mission—and it is not to give
ninety lessons per week for as many weeks in the season
as possible. The true teacher has at heart the well-rounded
development of his pupils.

Cardinal Gibbons says: “The teacher should take his
pupils as God made them and aid in bringing out the highest
powers of their soul. The professor should study, as far as
possible, the individual character of his pupils and adapt his
instructions and admonitions to the capacity and temperament
of each.”

Here is truth, but how shall one who has made no study -
of the philosophy and art of teaching fully understand and
obey it?

The music teacher may ask, “What have I, a'music teacher,
to do with the philosophy of teaching—with the soul develop-
ment of pupils? My business is to teach music.” The teacher
of music teaches more than music whether he will or no. The
relation between music teacher and pupil is a peculiarly per-
sonal one, and, whether for good or ill, the teacher’s personal
influence is a constant and important factor in the life of the
pupil. The just man will desire that his influence shall make
for the highest good of his pupil.

If the profession of music-teaching may properly be held
to stand for nothing more than a means of gaining a liveli-
hood, of ministering to selfish vanities and ambitions, of fur-
nishing to the world mere music-makers—men and women of
limited culture, erroneous and unstable views of social and
commercial morality, and of restricted sympathies—then an
intelligent, genuine man may well hesitate to adopt it.

Obviously the preparation of the music teacher for his
work should be comprehensive and thorough. He must
know what and how to teach. Take the vocal teacher for
example. He must know the powers and limitations of the
vocal instrument and the means whereby its possessor may
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become able to use without abusing it; to realize by and
through it all possible legitimate, expressive effects in sing-
ing. Next the teacher must have a wide acquaintance with
vocal music of time past and present, and musicianship suffi-
cient to make an intelligent choice from the mass of material
at hand and to guide the pupil to an adequate interpretation
of selections studied.

Such knowledge is fundamental—of primary importance—
and the reader might well be excused for taking it for granted
that practically all vocal teachers accepting fees for their work
possess it. Yet how many vocal teachers have had the prepa-
ration which insures such knowledge? What is the use of
pretense in this matter? Who is a greater fool than he who
deceives himself? No intelligent man but realizes, when he
stops to think about it, that good results cannot come from
inadequate causes; that highly educated, effective singers can-
not issue from the studio of half-educated teachers.

It is a common saying among instrumentalists and scien-
tific music men that “Vocalists are not musicians.” Now,
the narrow conceit of a merc specialist, be he orchestral player,
pianist, or the music maker who has eyes and ears for little
save his beloved music mathematics, or contrapuntal jug-
gleries, is as obnoxious to the truly cultivated musician as is
the conceit of the vocal “artist” who knows and cares to know
of but one “method,” one “style,” and one song. The vocal
ignoramus, however, is none the wiser for his instrumental
brother’s ignorance; what is needed is improvement—broader
knowledge, greater wisdom.

The vocal “artist” referred to has been credited with a
knowledge of one method. It is one thing to know about
a method and quite another thing to know it. Neither the
singing through a book of exercises labeled “——— s
Method,” nor taking lessons of a popular teacher will neces-
sarily give possession of a method of tone-production. There
must be definite instruction by the teacher as to the desired ton-
al result and the “way” or “ways” of bringing it about, and intel-
ligent, persistent practice of the “way” by the pupil. Then so
to do becomes to the student “second nature;” the response
to the will regarding a tone-concept is automatic and invaria-
bly according to the “method.” This is real teaching, real
education, the learner gaining knowledge of what and how.

Teachers are born—and made. There is a natural gift for
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teaching, varying in degree with the individual. There is also
an art of teaching to be acquired. Only when broad knowl-
edge of a particular subject is supplemented by knowledge
of the laws and processes of teaching can the teaching be
of the most effective order. .

“The distinction between good and bad teaching,” says
Arnold Tompkins,* “is sharply drawn; in one the means are
so used as to bring the mind into vital touch with the thought
in the object; in the other they are so used as to intercept
the free activity on the object.”

“Unless the teaching process economizes the pupil’s time
and fosters his growth,” says another writer, “no claim can
be made for it.”

Again: “The only economical use of time in teaching and
study is to do a thing fundamentally right.” Here we have
clear statements of far-reaching truth concerning teaching by
men who have made a special study of the subject. The music
teacher cannot hope to meet the requirements indicated with-
out study as to the laws and processes of teaching.

Suppose ane pupil appears to progress faster than another,
the amount of work done by the teacher being the same in
each case. It is easy to say that the difference is due to diver-
sity of natural gift, and stop at that. It is for the teacher,
however, to go further; to satisfy himself as to whether the
difference is real or merely apparent. If real, he may ask
himself whether the shortcoming is not due, at least in part,
to his own oversight, lack of knowledge of his subject, or want
of teaching power. In this connection the study of the phil-
osophy of teaching and “applied psychology” is urged upon
the music teacher.

Prof. Witner of the University of Pennsylvania has a sug-
gestive article upon this topic in the Citizen for July, 1896.
Pamphlets by Prof. Witner, the work by Tompkins already
referred to, and “Psycholegy Applied to Teaching,” by ]J.
Baldwin, are also suggested for early reading.

Finally a plea for breadth of culture and sympathy. This
means, for one thing, the absence of provincialism, that curse
of the ordinary musician and average musical community.
As a writer in the Outlook well says: “The villager, or pagan,
in the old sense, is always a provincial. He may know a few

*The Philosophy of Teaching.
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things thoroughly; he cannot know them in true relation to
each other, or to the larger order of which they form a part.
The essence of provincialism is the substitution of a part for
the whole; the acceptance of the local experience, knowledge,
and standards as possessing the authority of the universal ex-
perience, knowledge and standards. The local experience is
entirely true in its own sphere; it becomes misleading when it
is accepted as the experience of all time and all men. A band
of fresh and audacious practitioners of any of the arts, by dint
of insistence upon a certain manner, rapidly generate the con-
viction that art has no other manner. A wider survey of ex-
perience would make it clear that art has many manners and
that no manner is supreme and none final.”

The music-teacher must get out of his corner and away
from his mutual admiration society. Let him read good books
and music journals, and inform himself of the movement of
music-teaching, composition, and publication the world over.
Let him associate with men and women of culture, extend
his general knowledge, and interest himself in movements, not
musical, which have for their object the uplifting of human-
ity. Thus will he come to realize that there are excellent
ways of working other than his ways, worthy composers other
than those whose compositions he has favored, subjects other
than technique, style or even music itself, which rightfully de-
mand of him some attention. And thus will he become better
fitted for the effective performance of his duties as a true man
and music-teacher.



LEADING ORGANISTS OF FRANCE AND ITALY.
BY CLARENCE EDDY.

Apropos to the Saint-Saens festival, of which I wrote you
some months ago, that was only the beginning of quite a
number of festival performances, all commemorative of the
distinguished career of this great master. Among others there
was one at Eugene Gigout's house, when some of his organ
pupils played selections from the works of Saint-Saens. The
composer himself was there and took part in the program.
It was there that I heard this organ Fantasia, Op. 101, which
I am about to play with the Chicago orchestra. The flute
passage at the end, to which you objected, is very much liked
in Paris. When it was played at this recital I heard a French-
man say: “Isn’t that remarkably clever? Just like Saint-
Saens.” The fifth concerto for piano is immense; it vies with
the great one in G minor. It is now in print. I admired his
playing intensely. He says he will not play in public again;
that the composer has killed the pianist. His technique is per-
fectly remarkable, clear, clean, astonishing. He produced as
much effect as is possible to make on a French piano. He
has wonderful magnetism, fire and brilliancy; it is unequaled.
But you were asking me about organists in Paris and else-
where.

Naturally the name of Saint-Saens occurs at the head of
the list, but I did not happen to hear him upon the organ
this time; I heard him twenty-five years ago, when he was
stif organist at the Madeleine. 1 do not remember much
about his playing, except that it was distinguished in every
way and musicianly. But I do know that he is very fond of
the organ, and when he is in Paris he makes excursions around
to the different churches, and as he knows evervbody, he
often improvises or plays a portion of a service.

At the head of the organist profession in Paris I place
Guilmant, because he is more catholic in his taste, has a
broader scope, plays in all schools, and is an organ virtuoso
of the first rank. I have seen a great deal of him. He is not
only the leading organist, but he is also a great composer
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for organ and has done more for organ music than any one
else in France, to popularize the instrument and bring it be-
fore the public. Then he is a thoroughly charming man,
quite delightful in his own home. I am much in love with
him.

He also exercises a vast influence through his teach-
ing, of which he does a great deal. He has pupils from every
part of the world. He told me recently that he had one
pupil from Australia. By the way, he had for some time a
former pupil of your own, Mr. D. E. Crozier of Harrisburg,
Pa. He proved himself a very highly creditable pupil, very
conscientious and devoted to his work. He never allowed
anything to interfere with it. He seemed also a man of high
moral character, having only one object—his art. I had
exactly the same idea when I was a student. Crozier is a fel-
low who is very thorough and will make a good teacher. Guil-
mant thinks a great deal of him. He was always at church
at every service. You know you learn much in that way
watching a master like Guilmant. Another promising pupil
of Guilmant is Mr. Charles H. Galloway of St. Louis, a for-
mer pupil of mine, who has unusual talent. He is very tall,
which enables him to reach everywhere with ease. He wanted
to remain with me longer, but pecuniary circumstances pre-
vented. Later he sold some property in such a way that it
brought him an income, and, resolving to go to Europe,
where his studies would be less interrupted than nearer home,
I sent him to Guilmant. He has now been there quite a
while and expects to remain two or three years longer. He
is sure to make something far out of the ordinary.

Widor is a great man, a great organist and a remarkable
composer. He plays almost nothing but Bach and Widor;
the ill-disposed wickedly say it “Widor and Bach”—for it
is, perhaps, true that the compositions of the later master
figure more often upon his programs. He is an extraordinary
man and has many admirers. He is professor of the organ
at the conservatory. His motto on his symphonies is “Soar
above.” I sat upon the organ bench with him a number of
times at St. Sulpice. On one particular occasion I was in
the seventh heaven; his selection was his Toccata in F, which
he played wonderfully. He reduces the organ and builds it up
again in the most wonderful way; it cannot be done so suc-
cessfully upon any other organ. There are an immense num-
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ber of mechanical contrivances, quite original in design. He
combines all the different manuals (five manuals the organ
has, the great organ being lowest of all) by means of pedals,
which bring on or throw off the couplers. He can reduce the
organ to almost nothing without taking his hands off the keys
and builds it up again without interrupting the voice flow in
any respect. He makes a dimuendo which is something ex-
traordinary in that church, and a crescendo which will simply
lift you off your feet. He plays with a great deal of nerve,
is very rigid in his rhythm, and almost a crank on the subject
of rhythm and phrasing. He gives Bach a great deal in
teaching at the conservatory and founds everything upon this
greatest of masters. Every theme must be given out with
dignity and purpose. It is very impressive. This is the
strongest characteristic of his teaching.

In personal appearance he looks much younger than he
is. He has a strong face, with a clipped mustache, a strong
personality, and I should call him about fifty years old.

His organ symphonies have a rank peculiarly their own.
They are quite symphonic in character, very contrapuntal—
in fact, this element is perhaps too strong in his latest sym-
phony, the so-called *“Gothic.” He has overladen it with
contrapuntal design. It is full of canon and fugue and all
that sort of thing, exceedingly difficult and not particularly
interesting. Alfred Hollins, the celebrated blind organist of
London, calls this symphony *‘dry bones.”

Mr. Hollins, by the way, is one of the most remarkable
men I have met. He is entirely blind, and yet he is a great
virtuoso upon the organ as well as upon the piano. He plays
every large organ in England and has a repertory of more
than two hundred standard organ compositions which he is
prepared to play at any moment. He remembers the disposi-
tion and appointment of every organ he has ever played and
is able to make changes of stops and mechanical combina-
tions with astonishing facility and certainty. It is most won-
derful. The great organ in the Royal Albert Hall he knows,
I dare say, better than any other organist in England, and
when a new player prepares to attack it he first of all goes to
Hollins for advice and to learn what there is in the instru-
ment. Certainly he is a genius. for he not only plays the
organ extremely well, but he is also a piano virtuoso of dis-

tinction. He played with Thomas in New York and on one
4 :
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occasion in Germany he played the Beethoven fifth concerto,
Schumann’s concerto in A minor, and the Liszt concerto in
E flat in one evening.

He came over to Paris this fall to meet the leading organ-
ists and to play for them, and I arranged the affair. I got
him up to the conservatory to play for Widor, and one of the
things was a movement from one of Widor’s symphonies. I
think the old man opened his eyes a good deal at the bril-
liancy and fire of Hollins’ technique. Widor remarked after-
wards that he thought the movement might have been taken
a little slower. Then Hollins played something of Bach;
Widor remarked that it was not exactly Bach, but it was very
interesting. He thought there was rather too much freedom
in phrasing. Widor is very pedantic, very rigid and unyield-
ing.

M. Dubois, the present director of the conservatory, is
well known as an organist and composer for the instrument.
He succeeded Saint-Saens at the Madeleine, and it went to
his heart to give up the place for the sake of being the head
of the conservatory. The organ was the one thing which
he really enjoyed. He is a charming church player and his
improvisations are delightful, so sympathetic, so appropriate,
so melodious and so fresh. It is an inspiration to hear him
improvise. He is one of the finest musicians in France and is
respected by everybody. There is no one who speaks of him
other than in the highest terms. He is a charming man in
every way and his wife is also a very accomplished musician.

One of the greatest masters among the French organists
was Cesar Franck, who died in 18go. I heard him extempor-
ize the last time I was in Paris before, six years ago. He is
beginning to be appreciated now that he is dead. He was a
great man. I went with him to his house and he showed me
all his organ compositions. Ilc played the manual parts on
the piano while 1 took the pedal part on the lowest octaves.
1t was very delightful to have him explain his intentions and
what he had in mind. His improvisations were a marvel—
something unique.

Next after Guilmant and Widor in rank among the living
organists now practically engaged in organ work in Paris
1 think I would place Eugene Gigout. He has established
an organ school and has a very large class: he has superior
facilities for pupils to study the organ, having a fine studio
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with a good organ. He is probably forty-five years of age
or so and is a delightful improvisor. He has a great tech-
nique, contrapuntal knowledge, understands the old scales and
all that sort of thing, and introduces many novel effects in
his improvisations. He is organist of St. Augustine, which
is probably the most fashionable church in Paris, especially
for weddings. Hardly a day that there is not a wedding there
and sometimes three or four.

The musical appointment at some of these churches is
sometimes quite extensive. For example, every large church
has two organists, the organist of the large organ over the
vestibule, and the other to play upon the choir organ in
or near the chancel. They usually have a musical director
also. For instance, Salome was organist of Trinity church for
the last twenty-five years; he died last summer. He had
simply to play the accompaniments on the choir organ; there
was a conductor, and at the other end of the church Guilmant
was organist at the large organ. Hence salaries are divided
up, and these celebrated men, occupying positions which
make them the admiration of the world, receive salaries which
are merely nominal—according to American ideas. As this
information is curious and little known, and as no harm can
be done by making it public, when all are practically upon
the same level, I will venture to give a few figures, which I
sought for in order to satisfy my own curiosity. Men of the
first rank, like Guilmant and Gigout, receive only three thou-
sand francs, while Widor gets even less—twenty-four hun-
dred francs. Henri Dallier, the organist at St. Eustache,
where Batiste used to play, gets only two thousand francs
and Gabriel Pierne at St. Clotilde gets fifteen hundred
francs. The fees for extra services sometimes amount to nearly
asmuch as the salaries. The average fee for weddings is fifteen
francs (three dollars). Gabriel Pierne refused to play for this
sum because he would lose so much in lessons, and he now
gets twenty francs. Gigout has a great many weddings and
funerals. Sometimes he has an entire half day of this sort.
There will be a funeral and then a wedding, a funeral and then
a wedding, and so on all the afternoon. A funcral may be
over in ten minutes; it commonly lasts from fifteen minutes to
a half hour, and if a very prominent man it might last more
than an hour. Weddings run from fifteen minutes to an hour.
I played at a wedding in St. Ambroise church, playving the
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large organ while Georges MacMaster had the choral part.
It was a very swell affair and I played several pieces. Mac-
Master got his fee, but I got none.

This scale of fees looks quite absurd from an American
standpoint, considering the exceptional abilities of the gentle-
men whom I have mentioned. For instance, my fee for play-
ing at a wedding in Chicago was generally about fifty dollars,
the minimum being twenty-five. I have several times received
a fee of one hundred dollars for a wedding. If there were
enough I would like to give up concerting and confine myself
to this department of work. But to return to our Paris
organists.

There are several other organists of talent in Paris; for
instance, Henri Dallier, a man of a great deal of ability. He
plays extremely well and is especially fond of Bach, as all
the best organists in France are. He has done some compos-
ing and written some very clever things. He has a great
admiration for America and wants to come over and see the
Niagara falls, give one or two recitals, and go home wealthy.
Gigout also is very anxious to come over, and I for one would
be glad to do all I can for him; but he seems to think that
it would be a small matter to get the same fee as first-class
pianists, sav threce or four hundred dollars for each appear-
ance.

Another Parisian organist who ought to be mentioned is
Henri Des Ilayes (pronounced “Deh-Aye”—to rhyme with
eye, accent upon the last). He is organist of the church of the
Annunciation. IIe has done a great deal for the organ and
has written a great many charming things for the average
organist. He has written probably a hundred organ pieces
of the middle grade, and he plays very well indeed.

There is also Clement Loret, who has written a great deal
of organ music and an organ school which is used extensively.
He is professor of organ in the Niedermeyer school of church
music, just outside the limits of Paris, at Neuilly. This school,
which is well known in France, is after the general design of
the school of church music at Regensburg, in Germany. His
son, Victor Loret, married onc of the daughters of Guilmant.
He ought to have been a musician, but instead of this he
is professor of Sanskrit and things of that sort in the Uni-
versity of Lyons.

Another very strong man is Gabriel Pierne, who is one
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of the most talented young composers and organists in Paris.
He was a pupil of the late Cesar Franck and succeeded his
master as organist at the large organ at the Church of St.
Clothilde. I have three charming pieces of his which I am
going to play in my American tour. They are called Prelude,
(Cantilene and Scherzando. I also have something in manu-
script from Samuel Rousseau, choir master at St. Clothilde.
He is a man about forty years of age and was the teacher last
winter of Mr. Walter Spry of Chicago. He is a fine teacher of
harmony, counterpoint and instrumentation and stands among
the first in Paris. Last summer he wrote me a Double Theme
and Variations, which, however, is not carried out in the ordi-
nary way, but more like a fantasie. It is thoroughly French;
he sticks to his theme all the way through and the whole is very
strong and interesting. I think these two men, Pierne
and Rousseau, are among the strongest and most tal-
ented of the younger musicians of Paris. Mr. Georges Mac-
Master is an Englishman, but as he has been in Paris for
eighteen years he considers himself a Frenchman. He is
organist and choir master at St. Ambroise.

You ask about organists and organs in Italy. There are
just a few exceedingly good organists there and a very few
good organs. I think the best organ in Rome is at the Church
of St. John the Lateran, where Filippo Capocci plays. This
is an Italian instrument of three manuals, voiced very well
indeed; it is thoroughly modern, has combination pedals and
is quite convenient. Capocci was perfectly charming to me;
I took a letter from Guilmant, for whom he has the greatest
possible admiration. He was very nice and asked me to try
his organ, but as it was Holy week he did not know whether
he could get permission for a recital. He finally got permis-
sion and we went down there and played quite a program.
Among the things which Capocci played was his Toccata in
E flat. I also played at the St. Cecilia Academy, where
Enrico Bossi was professor of the organ, until five vears ago,
when he removed to Venice, where he is director of a con-
servatory. Bossi and Capocci are the two most important
organists in Italy. At my recital in the Academy of St. Ce-
cilia I had a most distinguished audience of musicians, in-
cluding Sgambati, Capocci and Renzi, the organist of St.
Peter’s.

At the great cathedral of St. Peter's they have two small
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instruments that can be wheeled around—you might say
portable organs—and what a shame! Capocci has worked
for years to bring about a grand organ for that marvelous
cathedral and has designed an organ which would be the
grandest in the world. He labored faithfully with all the
priests and even with the pope himself, and when he ap-
proached the latter and proposed to have an organ in St.
Peter’s the pope said: “Where would you place it?” Capocci
said: “Right over the main entrance.” The pope replied:
“I cannot do that. It would spoil those beautiful windows.
There is no place for it.” It would really be a magnificent
place, but music is at a very low ebb in Italy. The country in
the first place is bankrupt and they have no money to spend
for music.

My wife and I heard a few very interesting operas; the.
most interesting of all was in Florence, an opera called “La
Boheme,” by Puccini, a thoroughly modern grand opera; at
Milan we heard two new operas, one by Mascagni and also
one by Leoncavello, given for the first time there. I did not
like it nearly as well as *I Pagliaci;” it was an earlier work.
Leoncavello was called out about twenty times, but there were
as many hisses as cries of bravo. I met him on the stage and
Signor Carpi, formerly of Chicago, introduced me. We went
back on the stage and enjoyed a chat with him between the
acts. He was very agrecable and said he would like to come
to America.

I found Sgambati delightful. We talked in German, as
he speaks that language very well. He reminds me of Dr.
Louis Maas and stands at the head of musicians in Rome.
Undoubtedly the two greatest organists and composers for
the organ in Italy are Filippo Capocci and Enrico Bossi. The
latter is dircctor of the Benedetto Marcello Conservatory of
Music at Venice, having moved from Naples a few years ago
to accept that appointment.

A short time before leaving Paris I met the Count di San
Martino, who is the president of the St. Cecilia Academy, and
who speaks English remarkably well. He came to Paris and
brought a message from Her Majesty the Queen of Italy,
which was that she regretted very much her absence from
Rome when I was there, but as she had heard so much about
my recital in the St. Cecilia Academy she hoped I would
come again and give a series of recitals there.



MUSICAL TONE AND COLOR.

BY C. STANILAND WAKE.

Various reasons are assignable why we should expect to find,
not an actual identity, but at least a correspondence, between
the musical phenomena of sound and the color phenomena
of light, notwithstanding the enormous difference in the rates
of vibration and wave-lengths of sound and light. The human
mind receives both sonorous and luminous impressions, and
interprets them by the same organ, although at different brain
centers. It is true that in comparing musical tone and color,
we have to deal with phenomena of which one, color, is sup-
plied by nature, although it can be imitated by art, while the
other is usually traceable to a human source. Nevertheless,
there are natural sounds which are musical to the human ear,
and it must be remembered that a person by whom musical
sounds are produced forms part of external nature to the hear-
ers of them; as, in the ultimate analysis, indeed, does the
physical part of every man’s own individuality.

Moreover, there are reasons for believing that there is an
actual cerebral association between sound and color vibration.
In The American Journal of Psychology for October, 1892,
Dr. William O. Krohn treats of the curious phenomena of
pseudo-chromesthesia, in which sound gives rise to color sen-
sation, and he explains it by the nearness of the auditory and
visual centers in the brain cortex. Vocal sound especially oc-
casions sensations of color, and we may well suppose, therefore,
that the perception of color in nature may, when man was
more impressionable than at present, have given rise to vocal
sound. Language was originally the expression of the emo-
tions by social beings, and it became rational as soon as par-
ticular sounds were recognized as associated with particular
objects. Whether or not there was at first a rational agree-
ment between an object and the word by which it was denoted
we cannot say, but there is evidence that the quality of an
act, sometimes at least, may be traced in the pitch of the word
by which it is expressed. In English words having a bad or
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base scnse are usually pitched low, while words of a good or
noble sense are usually pitched high, or have a rising intona-
tion. The very words low and high exhibit the same char-
acteristic; which is also shown by such terms as dark or
sombre, on the one hand, and bright or light, on the other
hand. Love and hate are terms which present a similar con-
trast. Thus speech reflects both the moral and the physical as-
pects of nature and human nature, and as music is a phase of
language it may be expected to have a like correspondence.

These introductory remarks are intended to show that the
idea of the existence of a relation between musical tone and
color is not antecedently improbable. Various attempts have
been made to prove such a relation, especially by a comparison
of the tones and semitones of the gamut and the colors of the
solar spectrumn, but hitherto without success. The insufficiency
of the scheme proposed by Helmholtz is shown by its requiring
the visible spectrum to be equal in range to about an octave and
a quarter. The diatonic scale constitutes a unity as does the
spectrum,and therefore they must be compared as such. Itisa
curious fact that, while the audible musical tones extend over
eleven octaves, that is, have from twenty vibrations to thirty-
eight thousand vibrations per second, the full spectrum, visible
and invisible, is eleven times the length of the simple spectrum
of the visible rays from red to violet inclusive. The octave
comprises cight notes, but as the eighth is a replication of the
first note, the octave has only seven intervals. The visible
spectrum was also at one time regarded as comprising seven
intervals marked by seven colors, red, orange, vellow, green,
blue, indigo and violet; but indigo is not a simple color like
the other six, and it is now excluded. Moreover, the old dis-
tinction between primary and secondary colors is also aban-
doned, and although there is a real distinction between red,
vellow and blue, as forming a group of colors, and orange,
green and violet, as forming a separate group, thev are all
now properly regarded as simple colors.

But how can there be a correspondence between the beam
of light composed of six color rays and the diatonic scale of
seven intervals marked by cight notes? The answer to this
question depends on several considerations. In the first place,
if the semitones marked by sharps and flats be added, the
octave has really twelve notes, and as thus regarded it may be
represented by a circular figure. similar to those hereafter
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given. On such a figure the series of scales may be passed
through, in one direction by sharps and in the other direction
by flats, and it embodies, therefore, the principle of the tetra-
chord which enters into the composition of the octave, and
requires that there shall be a short interval between the third
and fourth notes and between the seventh and eighth notes
of the octave. But let it be noticed that every full musical tone
gives rise to a series of ascending tones which always succeed
each other in the order required by their vibration frequencies,
as follows:

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16
C ¢c g ¢ ¢ g bher av e 7 g” a” v e
66 132 198 264 S30 396 462 H28 0 DM C60 726 TY2 0 856 924 990 1056

It is evident that the existence of these overtones must cause
great overlapping and consequent interference of the vibra-
tions of the tones of the scale. 'We have a similar phenomenon
in connection with the solar spectrum, which is composed of a
number of overlapping discs of different colors. The principle
of continuity thus established is exhibited also in connection
with the musical scales, which are carried on through the
recurrence in a succeeding octave of the second tetrachord of
the octave immediately preceding. Thus in addition to the
persistence of vibration, which is essential to the existence of
sound as of light, there is a continuity in the perception of tone
and of color arising from the overlapping of the undulations
which give rise to tone and color sensations. Now, although
the semitones marked by sharps and flats, as shown in the dia-
gram given above, considered mechanically, may have the
same vibration frequencies, yet it may be that in a series of
chords arranged harmoniously there is a difference of shade
according to whether the arrangement is in a sharp or a flat
key. The colors and shades which give a scene visibility must
give it also a difference of appearance according to the point
of view from which it is observed. Similarly the semitones of
a musical octave may have a different aspect to the car, accord-
ing to whether they are presented to it under the forward
movement of the sharp scale or the backward movement of
the flat scale. This idea is exhibited in the following diagrams.
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A comparison of these diagrams shows that similar inter-
vals are passed through, if we go round one circle to the left
by sharps or round the other to the right by flats, and there
is a consideration, based on the vibration irequencies of the
notes of the scale, which gives support to the idea that there
is an actual difference of shade between the two series of tones.
The vibration frequencies of the several notes are proportional

to the following numbers:

%4
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9 3 4 3 5 15 2
—— i ———

S 1 3 2 3 8 ~
Do Re Mi Fa Sol La Si Do
2 x 30 32 36 40 40 48

If these numbers be multiplied by eleven, we shall have the
frequencies for the natural gamut in C, corresponding to the
standard recommended by the Stuttgard Congress of 1834, as
follows:

(N D E F G A B «
264 ) 207 (3 0 (22 552 (d) B96 ) 4H0 135 4 (o) a2

Between the vibration numbers of the several notes are
here marked the number of vibrations which distinguish them.
These are 264 altogether, and if this number be divided by
eleven we shall have twenty-four, which number may be taken
as the number of equal parts, each representing eleven vibra-
tions, into which the scale of middle C may be divided.

The intervals marked on this scale would be the same as
those given on the two circular figures represented above,
which if combined would assume the following character:
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As the numbers within the circle represent so many equal
divisions of the vibration number of middle C, it is easy to
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calculate the number of vibrations per second of each of the
other notes of the octave, according to the above scheme.

It is necessary now to refer to the applicability of this dia-
gram for the representation of the full series of musical scales.
When speaking of the development of nodal overtones, given
above at page 173, the author of the article “Music” in the ninth
edition of the Encyclopedia Britannica, states that “when the
8th or double of a note occurs, if there be any break in the
musical succession between such 8th and the note that would
by example of the lower octave, stand next below it, then
some new harmonic appears whose number adjusts the broken
order.” He adds: “No division of an interval is ever equal,
the lower portion being always the larger; the interval between
2 and 4 is divided into a 5th or 4th, that between 4 and 6 is
divided into a major 3rd and a minor, that between 6 and 8
by an interval less than a minor 3rd and a 2nd, and that be-
tween 8 and 10 by a major tone and a minor tone . . .
Beyond the 17th harmonic (the note known as the minor gth
when forming part of a chord) the series continues on the
same principle of ever lessening distance and ever finer grada-
tion, until the intervals become so small as to be almost impos-
sible of articulation and of perception.” The same principle
of continually decreasing interval, accompanied by constant
increase of vibration number, is exhibited by the octaves as we
ascend from the scale in C to the end of the series of major
scales in sharps, and as we descend the scales by flats; as
shown by the following diagram giving the first seven major
scales in sharps.

The scales beginning with that of C natural are dotted on
the lines connecting the center with the circumference of the
figure, which being spiral carries the reduplicated note of the
octave on to the circle next within that on which its opening
note occurs. The opening notes arc marked on the diagram
with numbers to denote the order in which their octaves come.
The vibration numbers of the notes of the gamut are given
in the outermost circle, commencing with C, 264; as are those
of the notes of the succeeding scales. The spiral arrangement
of the diagram brings together the notes of the several scales
in a similar manner to the co-ordination of the chemical ele-
ments in accordance with the law of periodicity. The highest
frequencies and the shortest intervals are nearest the center,
and the whole series of scales in sharps could be represented
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by increasing the number of circles in the diagram from five to
ten. The numbers outside of the spiral show the division of
the diagram in which any particular note occurs.

A similar arrangement of the six most simple major scales
in flats, which may be regarded as the first or the last of the
series, according to the order in which they are taken, may be
made as follows:
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The scales in this diagram could be written in sharps, of
which, however, thirteen would be required for the purpose,
and by the use of flats, therefore, the notation is much simpli-
fied. In like manner, the sharp scales given in the earlier
diagram can be regarded as a continuation of the above flat
scales with a simpler notation than the equivalent scales in
flats would have. In both cases, the increase of frequency with
decrease of interval proceeds from the circumference of the
sphere to the center, so that there is no real progress by one
route and return by another, e. g., progress by sharps and
return by flats, on the face of the above diagrams, although
there is a return to the natural gamut on a higher key. If,
however, the whole series of major scales in sharps were spi-
rally arranged on one diagram, and the whole series of major
scales in flats were so arranged on another diagram, such a
double progression would be possible, but the natural gamut
would form the first octave of the former series, and would
therefore appear at the circumference of the circle, whereas it
would be at the center of the diagram in the other case.

Let us now proceed to a consideration of the solar spectrum
which contains, in addition to the six simple colors and their
half tones, a number of shades and tints which occupy interme-
diate positions. These tints and shades give the gradual tran-
sitions which characterize the solar spectrum, and which are
supposed to be so distinctive as to render a comparison between
the spectrum and the octave useless. But the finest musical
instrument, the vocal organ of man, is capable of producing
equivalent shades of musical sound, being so formed that it
can be “mechanically and automatically adjusted to produce
from 100 to 1000 sound-waves per second, the adjustment
varying to increase or decrease the number even by a single
vibration per second.” Moreover, the spectrum itself if ana-
lyzed can be made to exhibit marked transitions. As we have
seen, the ordinary spectrum is composed of a number of over-
lapping discs of different colors, so that none of the colors are
pure. But if a convex lens be employed in the prism to further
refract the light, the overlapping of the rays is prevented and
the elementary rays are obtained distinct. This is analogous
to reducing a musical piece to its elementary tones, but it is
never seen in Nature, where not only are colors combined so as
to form other colors and the colorless beam of light, but beam
unites with beam so as to give the continuity which is one of
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the most characteristic features of light activity. There is an
overlapping not only of the color rays but of the beams of
light formed by such rays, as there is of the partials of particular
tones, and of the tetrachords of which the series of harmonic
scales are made up.

The relations which the principles above laid down would
require to subsist between the colors of the spectrum and the
notes of the octave may be exhibited by reference to the spec-
trum scale of Mr. Milton Bradley, as given in his “Color
Scheme,” as follows:

Spectrum Scale. Harmonic Scale. Spectrum Scale. Harmonic Scale.
Pl T LT DT C Green—Yellow ...........c..ceeene G-t
Red—Violet ..... Yellow—Green ... .
Violet—Red ..... Green .............

ged o Red vire.D glue—(}ﬁ?en .....

range—. reen—Blue ...

Red—Orange ..... Blue ............

Oorange ............ Violet—Blue ...

Yellow—Orange .. .. Blue—Violet ...
Orange—Yellow . . VHOLEt tviviiiiiie e
YelloWw .ovvvnniiieiiiiiiiiinininnnnns

There are obviously two features of this spectrum scale
which, as compared with the harmonic scale placed by its side,
require attention. The more important is the absence of any
color to correspond with C, but we will first consider the other
peculiarity—the want of any note answering to yellow-orange
or orange-yellow. It might be thought that C should be as-
signed to this position. Helmholtz gave C to yellow, but with-
out sufficient reason, and the explanation of the peculiarity is
to be found in the fact that the spectrum has no proper color
between orange and yellow, although there are yellow-orange
and orange-yellow tints or shades. The explanation of the
absence of any color answering to C would seem to be con-
nected with the existence of the so-called invisible rays of the
spectrum. These rays, which are highly refrangible, are said
to become visible when the rest of the spectrum is kept out
of sight, and they are described as being lavender gray or
bluish white. The rays in question are probably the concen-
trative expression of the principle of activity which appears
otherwise as light radiation, or rather they are the expression
of the concentrative principle which gives unity to the radia-
tive rays of light, and if they have any color in particular it
will be allied to violet rather than to red. The note C occupies
a similar position in relation to the diatonic scale, and it is,
therefore, properly assigned as the correspondent of what may
be termed the lavender ray; although this may as properly be
figured black.
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If lavender were placed at the head of the spectrum scale giv-
en above opposite to the note C,and if the yellow-orangeandor-
ange-yellow were excluded, then we should have a scale of sev-
enteen simple and compound colors answering to the seventeen
notes of the harmonic scale. But as there are twenty-four
divisions in the latter as shown in the diagrams already given,
the complete spectrum scale should have the same number
if it is to correspond. A color scheme exhibiting such a cor-
respondence would have the form of the diagram given at
page 174, and would be made up of the following colors, the
numbers placed before which mark the position they would
respectively occupy in the diagram.

TABLE 1L

1. Black. 13. Green.

2. Red-Violet. 14. Blue-Green.

3. Violet-Red. 15. Green-Blue (Shade 1).
4. Red. 16. Green-Blue.

5. Orange-Red. 17. Blue.

6. Red-Orange. 18. Violet-Blue.

7. Orange, 19. Violet-Blue (Shade 1).
8. Orange and Yellow. 20. Blue-Violet (Shade 1).
9. Yellow. 21. Blue-Violet.

10. Green-Yellow. 22. Violet.

11. Yellow-Green (Shade 1). 23. Violet (Shade 1).
12. Yellow-Green. 24. Violet (Shade 2).

To represent the increase in pitch of the musical tone, how-
ever, the different colors should increase in intensity from
the circumference to the center of the scheme, and to exhibit
this phase of the subject, and to show the difference between
the two subsidiary schemes of color answering to the difference
in shade between sharp and flat tonation, the following two
tables are given. Of these, the first may be termed the color
scheme in sharps, and the second the color scheme in flats.

TABLE II.
Masor Soares.—(SHarPS.)
Lav. Red Or. Yel. Gr. Blue Viol. Lav.
] d e f g a b )
Gr. Blue Viol. Lav. Red (1) Oor.(')  Y.Gr. Gr.(Y)
g a b c d [ f's g
Red(!) Or.(") Y.Gr. Gr.(') Blue(') Viol.(') V.Red Red (?)
d e f's g a b o's d
Blue (!) Viol.(') V.Red.Red(*) Or.(?) Y.Gr.(}) Gr.B. Blue 3
'y b c's d e f's g's a

Or.(*) Y.Gr.(') Gr.B. Blue (*) Viol(*) V.Red() R.Or. Or.(%
e f's g's a b c's d’s )
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Viol.(?) V.Red(') R.Or. Or.(}) Y.Gr.(?) Gr.BL(!) B.Viol. Vio.l(®)
b c’s d's e f's g’s a’s L
Y.Gr.(?) Gr.BL(!) B. Viol. Viol.(¥) V.R.(?) R.Or.(!) Yel(!) Y.Gr.(3)
f's g's a’s b o's d’s e’s f's
. The Numbers after the color names denote shades; as, Red (1) equivalent to +hade
of L

TABLE IIIL
Masor Soares.—(FrLaTs.)
R.Viol.(!) Or.Red.(*) Yel.(}) Gr.Yel. Bl Gr.(!) Vio.BL(?) Lav.}) R. Viol.
d-f o-f f g-f a-f b-f c d-f

B.Gr.(!) V.BL(®) Lav.(®) R.Viol. Or.R.(") Yel(?) Gr.(*) B.Gr.
a-f b-f [} a-f e-f f g a-f

Or.R.(}) Yel.()) Gr.()) B.Gr. V.B.(') Lav.(?) Red(!) Or. R.
f b c d

e-f g a-f -f c-f
V.B.() Lav.(®) Red(!) Or.R. Yel.(}) Gr.(!) Blue(!) V.B.
b-f c d e-f f g a b-f
Yal.(1) Gr.(!) Blue(!) V.B. Lav.(!) Red Or. Yel.
f g a b-f ] d e f
Lav.(?) Red Or. Yel. Gr. Blue Viol. Lav.
[ d e f g a b c

The letter f counected to a letter by a hyphen is equivalent to the word **‘ flut.”
The Numbers after the color names denote shades: as, Red Violet (1) equivalent to
rhade 1 of Red Violet.

It will be seen that the six simple colors appear in both these
Tables, as do the fundamental notes, in combination with one
set of compound colors in the one case and in the other case
with a different set. There is nothing to show that the inter-
mediate colors have any place in the spectrum apart from the
simple colors to which they are related, like the semitones
denoted by the terms sharp and flat, which, as shown in the
diagrams figured at page 174,are dependent on the fundamental
tones of the scale; and like these, the aspect they assume may
depend on the position from which they are perceived.

In treating of the establishment of the mathematical relations
of the tones of the scale Mr. W. S. B. Mathews [New Musical
Miscellanies, II, p. 137], refers to certain phenomena of sensa-
tion as having gradually asserted themselves. They are chiefly
“the coincidence of partial tones in different sounds, whereby
impressions of more or less complete equivalence were pro-
duced in the ear, and the coincidence of the resultant tones
with the apparent bases of the combination.” If we can sup-
pose the same thing to occur in connection with color, we
shall have an explanation of the relation between light and
sound phenomena. Their correspondence is traceable to the
fact that they are merely different phases of the vortex motion
which furnishes the key to the operations of Nature. The
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spiral figures given in this article are simply vortices, whose
motions are governed by certain numerical ratios.

Much more might be said on the subject here considered
and particularly the divisibility of the gamut into twenty-four
intervals covering eleven vibrations each has not yet been
explained. I was led to the knowledge of this fact by the
consideration of a series of relations associated with the light
beam which require such a division, and which, if space
allowed, could also be used to explain why certain colors are
connected by correspondence with particular harmonic tones.
Sunlight is the source of power operative on the earth’s sur-
face, and its manifestations as energy and force (potential
energy) are capable of presentation diagrammatically in like
manner as the harmonic and spectrum scales are above repre-
sented. The principles which underlie them all are the same,
and thus they must have a vibrational correspondence,
although the difference of the conditions on which they are
dependent render it difficult to demonstrate their ratio-nal
agreement.

Sound is an expression of Power, as we see by the creative
ideas associated by ancient philosophy with the spoken word.
The Logos, or Thought-Word, was the divine source of all
things, and therefore of the harmonies of Nature; and in music
we have an expression of the creative faculty of the human
mind. The mind is organic, and that which springs from it
must possess the organic principle. This is exhibited in musical
form, which assumes its characteristic shape, says Mr. Math-
ews, “through the operation of its individuality in Rhythm,
Melody, and Harmony.” That which distinguishes one organ-
ism from another is its individuality, but this is hardly observ-
able in the most primitive organisms. Nevertheless, the sim-
plest ameboid forms of protoplasm are endowed with all the
attributes which have become specialized into the functions of
the complex animal structure. The simple protoplasmic mass
may be regarded, therefore, as forming the basis of the struc-
ture of all the more highly developed organisms, and to it
may be likened the musical octave with its variations, from
which have been derived, by the observance of the laws of
unity, symmetry and contrast, the musical forms of different
periods. The principle of unity, the great importance of which
Mr. Mathews insists on, corresponds to the formal or organiz-
ing factor in the manifestations of Power as modes of motion,
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as well as in the beam of light itself which is the highest ex-
pression, if not the source, of that Power. The principles of
contrast and symmetry are no less essential to the operations
of physical Nature than they are to the development of musical
form. There can be no unity without diversity, and the rela-
tions of the opposing activities, which are always phases of
radiative energy, on the one hand, and of concentrative force
on the other hand, must be symmetrical if they are to have
organic expression. The beam of color rays furnishes an apt
illustration of this truth, which is exemplified no less by the
gamut of musical tone with which the spectrum is compared.
Both alike are manifestations of the divine harmony of Nature,
which, as taught by Pythagoras, has a ratio-nal basis, man
being the appointed medium for its interpretation, because he
is its highest rational expression.
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EDITORIAL BRIC-A-BRAC.

It is said that a movement is on foot for securing an endow-
ment for a music school, to be under the Chicago University
and to be located in the new musical center which Mr. C. C.
Curtis has been for some time trying to bring about on Mich-
igan avenue. It has been suggested that the Chicago Musical
College might be taken as the basis of the new school, with
Dr. Ziegfeld as executive head.

If this project means simply taking the Chicago Musical
College into the University, with a certain endowment, it can
be seen at once that the needs of a well-endowed music
school would not be subserved by the change unless accom-
panied by very important modifications of the present practice
of the school. The Chicago Musical College has been built
up by the efforts, persistence and good management of one
man, Dr. Florence Ziegfeld. From a beginning in one room
in the Crosby opera house it has grown to be one of the largest
and, it is believed, one of the most remunerative music
schools in the world. Practically it is a college mainly in
name and in intention. Not to mention the branches and the
sub-teachers who do primary and lower grammar grade work
(some of it at the houses of the pupils) the attendance at the
college is largely composed of students who are in grades cor-
responding to the upper grammar grades and lower high
school in education. Of strictly college study of music the per-
centage is very small, the attendance in this department prob-
ably not reaching two hundred. and possibly very much less.

Dr. Zicegfeld is carrving on an able school. He has a
large corps of teachers and is constantly on the lookout for
improvements. For graduation the examinations are quite
severe. Some elements of an advanced musical education are
not taught there at all; but then the same is true of all similar
schools. Music as literature and the principles of aesthetics
and taste are seldom taught in this country. General theory,
musical history, harmony, counterpoint, frce composition are
well taught and very good results are obtained. The school,
therefore, has in its vast clientele and high reputation a rea-

o
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son for being selected as basis of a new and higher endowed
school of music.

But to secure the endowment and then go on and apply
its income to reducing the expense of common music lessons
would be but a meager benefit to the public and none at all
to art. If we are to have an endowed music school let us aim
at what we really need. There is no use in having such
a school at all unless it can be made to stand for a higher
standard of attainments among professional musicians, and
opportunities for carrying on advanced studies in every impor-
tant professional direction. Along with all this we ought
to have a sort of proselyting apparatus for bringing intelli-
gent people not musicians into closer relations with music
as culture. Lectures, performances, and object-lesson classes
in important provinces of musical literature ought, in such a
school, to do the work which the pictures on the walls and
the art classes do in a well-directed art school. In this kind
of work all the income ought to be employed, leaving the
elementary and ordinary high school work to pay its own way,
as it does at present. To reduce the cost of this part of the
education and to have the fact generally known would at
once swamp the new college under a flood of primary work,
and by just so much tend to ruin the business of other schools
and perhaps of many private teachers. Later on the private
teacher will again have his day; music being so much a per-
sonal art that adaptation of temperament between teacher
and pupil forms a very necessary part of the conditions for
studying it easily and learning to enjoy it.

For placing such a school upon an adequate footing,
where it would be able to do the work properly belonging to
it and take its place among the other professional schools of
the university, an endowment of half a million dollars would
be needed, and a million would not be a cent too much. At
its head should be some musician of unquestioned ability and
devotion to art, and of so high a personal character as to leave
no doubt of the standards which the school under his man-
agement would represent, or the spirit in which its work
would be carried on. Preferably such a man should be a
native American. Unfortunately there are but few such of
national reputation, and there will be many who will think
that, all things considered, the man who would naturally be
Placed at the head would be Mr. Theodore Thomas. Against
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Mr. Thomas would lie the very serious objection that he is
not only German, but also very German, and not friendly
to the American musician. Personally I do not quite think
this would hold in a position of this kind. While Mr. Thomas
is by no means effusive in praise of American music, he cer-
tainly has great expectations of this country and recognizes
the fact that it has afforded him great opportunities. On the
other hand, Mr. Thomas has done wonders for music in Amer-
ica. While other conductors have failed and their enterprises
come to grief after short careers, he, for about thirty-three
years, has been conducting an unbroken series of first-class
orchestral performances, in the course of which he has played
over the whole repertory of orchestral music many times, and
in almost all parts of the country. And generally during all
this time his performances have been either absolutely the
best in the country or one of the two best. Since Gericke and
Nikisch in Boston it is all folly to claim for Mr. Thomas a
distinct and evident pre-eminence over them. It has occa-
sionally been a tie. Taking all this experience along with his
festival work, the American opera, world’s fair and the like,
and there is no other man who holds the esteem of the Amer-
jican people to anvthing like the same extent. His name at the
head of a school of this character would as<ure a high standard.

x X ok

I do not hold Mr. Thomas responsible for the low estima-
tion in which the American composer of orchestral works is
held. If the public would kindly hear and appreciate such
things I fancy Mr. Thomas would be glad to play liberal selec-
tions. Only he thinks that in a series of symphony concerts
the standard is important, and the principle is to represent the
very best that the art of music holds. This makes it an unwar-
rantable risk of time and opportunity to give new and untried
works by composers who not only have their reputations to
make, but in some cascs have the entire working technique of
their art to master. How can the American composer succeed
where for years he writes without ever hearing a note of what
he has written?

But in the natural order of things it is necessary for the
American composer to achicve in other dcpartments before
springing to the head of the symphonic profession, or even ac-
quiring an established place in the procession. Songs, salon

i

-
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pieces, chamber music, light operas, serious operas, and the
like are ways much nearer the present state of the American
composer than pure symphony, and in these he ought to gain
footing first. Here, however, he meets the impassive front of
our operatic public, which will not pay properly to hear opera
in their native tongue (in which alone it is possible to intelli-
gently enjoy it) nor to hear it sung by any kind of singers,
native or imported, except a limited number of very celebrated
names—most of them representing artists somewhat past their
prime. Here our position as a people is indefensible and un-
justifiable. We are in a transitional period, where we have
almost everything to learn.
* X X

Some of my readers will remember that Mr. Thomas talked
very incisively in these pages last year, taking the ground that
among the things which a well-endowed music school ought
to do would be having a model orchestra of students, and in
this playing regularly a succession of new works by American
composers, in order that the composers might hear what was
good and what was not successful; and the public gradually
learn to distinguish between the technique of a master with
something to say and the imitations of the master with only a
few of the noticeable tricks of the composer’s trade.

Perhaps the operatic field might be opened in like manner,
by student performances of important new works, with only
a conventional mounting, but with a complete reading of the
music and stage play. This, however, is a great way off.

* k%

In this matter of music schools there are very curious diffi-
culties to be encountered. Some years ago Mrs. Jeannette M.
Thurber, who is in some way responsible for a conscrvatory
in New York, imported Dr. Antonin Dvorak to act as its mu-
sical head and teach musical composition. Dr. Dvorak is one
of the first masters of the art of composition now living. The
entire musical technique is at his fingers ends, and he has pro-
duced works of singular merit—all alike eminent for superior
workmanship. Was this addition of a first-class composer to
American resources appreciated by the young students and
composers here? By no means. A very few took lessons;
most of them were content with imagining that because Dr.
Dvorak was willing to come to America, even upon the aston-
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ishingly liberal salary which Mrs. Thurber paid, he must there-
fore be somehow losing his hold in Europe. Such is the inner-
most regard of Americans for their own country. Not con-
tent with despising each other’s works from an aesthetic stand-
point, they unite in still more thoroughly undervaluing any
master of even the highest eminence when once he comes to
live among them. That most masterly of violinists, Adolph
Brodsky, experienced something of this sort when he lived in
New York. Look at our own citv. We have here several
pianists of a very high order—artists whom it is always a
pleasure to hear. Nevertlieless inasmuch as all of them have
to live mainly by tcaching, whenever they play a recital the
newspapers take it for granted that they are doing it for ad-
vertising purposes and award them but a beggarly space and
meager appreciation. Everybody knows this. Look for no-
tices of recitals by Liebling, Schiller, Sherwood, Godowsky,
Mme. Bloomfield-Zeisler. How much space do they get?
Yet they often do things which excite the admiration of every

connoisseur.
* k%

Hence if we had been able to get our proposed music
school into running operation soon enough to bring here and
place at the head of its composition department Johannes
Brahms himself, the most consummate master of musical
technique of the past fifty years, his halo would undoubtedly
have been ridiculously pared down if not ruined entirely. We
have yet to learn the grace of reverence. For it is as absurd
not to be reverent at the proper time as it is to be reverent at
an inopportune moment. Reverence is an art as well as a grace
and a religion. We need missionaries of it in America.

% B

Speaking of reverence reminds me of the playing of the lit-
tle Dutch violinist, Mr. Van Qordts, who appeared with the
Chicago orchestra in the Brahms concerto, and Wilhelmj’s
arrangement of the Paganini theme and variations. The young
man came fortified by a letter from his teacher, Cesar Thomp-
son—technically the greatest of living violinists. He said,
substantially: My pupil. Mr. Van Oordts, is an artist by the
grace of God. He has as much technique as I have, or more,
and more temperament than I ever had. I send him out as the
best living representative of my system.” Upon this recom-
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mendation (which I quote from hearsay) the youngster was
taken in the Chicago orchestra as an artist. His playing
turned out to be promising but immature, not at all strong in
technique; in fact not adequate to the merely mechanical diffi-
culties of the works in which he was put forward. Recalled
after the Brahm's concerto, which the orchestra played well,
he devoted twenty minutes to illustrating how much he had
practiced that pons asinorum of violinists, Bach's Chaconne—
a work which when well done is mighty; but feebly played it
sounds like a lot of rather disjointed exercises. When it came
to the Paganini variations the technical display was still less.

Mr. Cesar Thompson is evidently an amiable gentleman,
but in this case he was not under oath.

* x X

Chicago now enjoys a really first-class string quartette of
its own. The Spiering Quartette has now played two recitals
this season, and the last one, which included Dvorak’s string
Quartette in F major, opus g6, and Arthur Foote's piano Quar-
tet, opus 23, left no doubt in the minds of all intelligent hear-
ers. The players are excellent individually, musicians, artisti-
cally inclined, and are working hard. They played with una-
nimity, musical feeling, plenty of warmth of tone (without
degenerating into ranting) and good interpretation. Wherever
they are heard they are certain to please. Except the Kneisel
Quartet I doubt whether there is a better now in the country.
They have nothing to fear.

The Dvorak quartet in this program was one of those “new
world” works in which Dvorak was experimenting upon what
he thought to be ‘“American” themes, the same being crude
and striking themes from the five toned scale, in the negro
style. These themes become monotonous when treated, and it
is not possible to build up a completely enjoyable musical fan-
tasy by means of them. They are at once too pronounced and
not enough significant. It is the protuberousncss of conceit
and want of breeding. The Quartet by Mr. Arthur Foote, of
Boston, was much better in some ways, and was very enjoy-
able. The pianist was Mrs. dwin Lapham, a well-schooled
player. The singing was by Miss Sue Allin Harrington, who
has a very rich voice, but too sombre tone-quality.

The audience at the first Spiering concert was entirely un-
worthy the character of the playving and the music. While a
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considerable number of prominent musicians were there, the
audience as a whole perhaps numbered no more than one hun-
dred. Considering the attention which is paid to music study
in Chicago, and the patronage extended to our symphony and
other concerts, not to mention that which traveling virtuosi
sometimes draw, this seems rather meagre. I had the curiosity
to consult two of our most experienced concert-giving musi-
cians upon this point, asking why it was that when music study
had so enormously increased the patronage of chamber music
concerts had fallen off to such a fatal degree. One, the older,
had no theory to offer; the other spoke out boldly. He saidz
“It is the Chicago Amateur society, which affords its members
opportunities of hearing artists at no appreciable addition to
their annual dues, which has killed the concert business in
Chicago; the amatcur society and the schools. For you must
remember that most of the schools keep up a constant success—
ion of musical performances, numbering in all scores every
week. Several of the schools give at least one evening concert
every week, and occasionally a large ‘blow-out’ in some prom—
inent hall. These are practically free, and the playing and
singing is sometimes very good indeed (and sometimes far
from it). But as the main object is to attract attention, no stone
is left unturned to bring together as many hearers as possible.
Thus those who are fond of music fall into the habit of attend-
ing only such concerts as they have free tickets for. Moreover,
the amateur is very much ‘stuck’ upon himself. Any good
amateur would rather hear another amateur play than an artist.
There is in the amateur something which appeals to him with-
out discouraging him: by unfavorable comparisons. These
people entirely fail to remember that between the very best
amateur and the poorest artist there is a wide gap. The artist
does everything much better. DBut the amateur does not know
it. He follows his kind.”

The explanation seems to me one of those which fail to ex-
plain. The Chicago Amateur socicty is indeed a very large and
flourishing society, and in point of fact it does give (I am told)
several concerts every ycar, perhaps three, by artists. Mac-
Dowell played before the amateur club, I believe. But then
the five hundred attendants upon the largest possible concert
of the amateur club does not by any mecans comprise the to-
tality of the possible patronage for high class chamber con-
certs. Besides, if these people love music as they say they
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do, why do they not turn out to hear chamber concerts by ar-
tists? Many of them belong to the wealthy classes, and nearly
all to the well-to-do. :

And where is the law of the survival of the fittest? In this
kind of evolution, which we are speaking of, the survival seems
to have worked the other way. Why is this? How does it
happen that when a hungry music-lover has gone a few times
to school concerts, where he has heard one or two fairly good
performances in an entire evening, why, I ask, does he not
go next time to an artist concert where he would not have to
go through so much to get so little?

* * *

Another musician to whom I put this question said that in
his opinion the players had spoiled their attractiveness by the
want of tact displayed in their programs. “For instance,” said
he, “take the Spiering concert. Here were three long works
one after another. Two of them were masterpieces; the third
was long, tedious and without inspiration. If it had been pos-
sible to omit the third work entirely, and then to have some
really suitable songs sung between the other two numbers,
songs by such writers as Schubert, Franz or Brahms, one
might have regarded the evening as a pleasure. It was just
so last year. In spite of all we could do the programs of the
Summy concerts were altogether too long, and it always hap-
pened that you had to sit through a great deal that you did not
care for in order to come to a little that you did care for.”

*k ok *

A remarkably encouraging feature of the present musical
situation in the country at large is the number of orchestras
now established in the larger cities. Boston and Chicago nat-
urally stand at the head, by reason of the eminence of the con-
ductors and the strong business backing which keeps them
independent of momentary considerations of popularity. But
Cincinnati continues the strong work of Mr. Van der Stucken,
Pittsburg continues its orchestra (to which scveral Chicago
players have been added) under the conducting of Mr. Frederic
Archer; Buffalo has a symphony orchestra, and I know not
what cities beside. In New York the moss-grown Philhar-
monic still continues, and Mr. Walter Damrosch continues
his symphony society. All this is well.
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At the same time I am unable to imagine why we do not
have something rational in the direction of opera, which ap-
peals to a vastly larger following than plain instrumental mu-
sic, and up to a certain point is far more educational. In
Philadelphia Mr. Wolf is doing admirable work at the Acad-
emy of Music, giving a repertory of standard operas in Eng-
lish. From the different accounts that reach me I conclude
that the performances are more frequent than is advisable for
the voices, and the consequence is that the singing is not in-
frequently out of tune, through vocal fatigue. This is a mis-
take. It would be better to give fewer performances or enlarge
the company so as to afford every singer an alternate night off.
The voice inevitably deteriorates when it is worked too hard.
In Boston the Castle Square company has gone back to light
opera, and no longer occupy this field.

*x X X

The orchestral season opened auspiciously despite the po-
litical pre-occupation. The first four programs were these:

L

Fanfare Inaugural (new), Paul Gilson.

Symphony in D, No. 2, Beethoven.

Invitation to the Dance (Berlioz), Weber.
Symphonic Poem, “Thamar’ (first time), Balakirew.
Overture, ‘“Tannhauser,” Wagner.

II.

Cortege Solennel, opus 50 (new), Glazcunow.

Overture, Nahmensfeier, Beethoven.

Symphonic Poem, Wallenstein’'s Camp (new), Smetana.
Vorspiel, Lohengrin, Wagner.

Ride of the Valkyries, Wagner.

Prelude 3d Act of ““The Cricket on the Hearth"” (new), Goldmark.
Suite, les Erinnyes, Massenet. ’

III1.
(Mr. Clarence Eddy, Soloist.)

Symphony, No. 2, in C, Schumann.

Adoration, Allegro, for Organ and Orchestra (new), Guilmant.
Fantasia, Francesca di Riminl, op. 32, Tschalkowsky.
Fantasia, organ (new), Saint Saens.

Toccata, organ (new), Capoceci.

Vorspiel, The Mastersingers, Wagner.

Iv.

Overture, Corfolanus, Reethoven.

Suite, B minor, Bach.

Concerto for violin, op. 77. Rrahms.

Symphonic Poem, Leonore (new), Henri Duparec.
Violin solo, Paganini.

Valse de Concert, Glazounow.



EDITORIAL BRIC-A-BRAC. 193

Several changes appear in the orchestra, the well-known
concert-master, Mr. Max Bendix, having given place to a new
one, Mr. E. Wendel, a young man of twenty-one or there-
abouts, recommended by Joachim. The new concert-master
has not yet been here long enough for his strength to manifest
itself. He seems a well-schooled player. Mr. Spiering is no
longer among the first violins and there are changes elsewhere,
just as there are always. One man prefers to try it somewhere
else. Another comes. All the rivers run into the sea, yet is the
sea never full.

Another change which is not so clear is the arrangement of
the players. This year they are seated quite far back beyond
the curtain line, instead of being brought forward into the
house as formerly. The result appears to be a blending of
tone perhaps better, but a distinct impairment of the brilliancy
and sonority of the violins. Otherwise things remain as they
were. The excellent program notes are by the new assistant
conductor, Mr. Arthur Mees, who is perhaps as well qualified
for this kind of task as any person that could be named. While
by no means inexperienced upon the literary side, he has
been for many years so diligent a student of orchestral scores
as to give his observations upon the nature of works and their
handling an authority wholly unusual among makers of pro-
gram notes. Moreover, he has the inestimable advantage of
being an agreeable person to Mr. Thomas, and as assistant
conductor has practically free access to the scores. These to-
gether make up a sum of advantages which no maker of pro-
gram notes in Chicago formerly has possessed.

L I S

The novelties so far are of moderate value. The Gilson
work is a mere fanfare, brilliant, pleasing, shallow. Balaki-
rew’s “Thamar” is one of those extravagant orchestral fantasias
in which the writer seeks to out-berlioz Berlioz, and out-wagner
Wagner. He also out-musics Music. All these Russian
names ending in w are pronounced as it was a double-f (bal-
ak-a-reff), and the final consonant prolonged about sizes
them up.

The Glazounow piece is better, his work having a melodious
and pleasing character which commends it. The symphonic
poem of Smetana is rhapsodical, like a Liszt original work,
but effective and interesting. I doubt whether it will hold its
place, except in default of brilliant orchestral works not too
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often heard. Goldmark’s prelude is very pleasing indeed, and
is likely to hold a place where a sweet and sprightly act is
wanted.

Mr. Clarence Eddy appeared in a new concerted work for
organ and orchestra by Guilmant. It is very interesting and
well done, and was played beautifully. His solo numbers, the
Fantasia by Saint-Saens and the Toccata by Capocci, also nov-
elties, were interesting. The fantasia is Saint-Saens’ latest
composition for organ. It is very original, and very well done.
He has treated the organ like a living soul, instead of trying to
reduce it to a tradition. The result is musical, and Mr. Eddy
appeared to distinct advantage in it. The toccata by Capocci
1 did not care for. It is very rapid, and in many places the
organ failed to keep up with the player—which was brilliant
for the solo artist, but unprofitable for the audience.

The symphony playing in these concerts has been very
good indeed, particularly in the Schumann and Beethoven
works. Both went delightfully.

*x k%

Speaking of school concerts I attended lately one given
by the American Conservatory of Music, Mr. J. J. Hattsteadt
president, in which the program consisted of songs by Mme.
Linné and piano playing by Mr. Allan H. Spencer. Mme.
Linné sang extremely well and was worthy the admiration of
every one. Mr. Spencer, while showing many good qualities,
was not quite so well at his best as in his playing at Galesburg
last summer. The audience completely filled Kimball hall—-
four hundred or more—and everybody stayed until the last
note had been sounded. 1 do not believe that this large au-
dience was any detraction from proper audiences for such con-
certs as thosc of Spiering.

X Xk %

Apropos of piano recitals, a very interesting one was given
before the pupils of the Chicago conservatory by Mr. Godow-
sky. The program was this:

Theme and variations in F minor, Hadyn.
Carnival, Schumann.

St. Francis Preaching to the Birds, Liszt.
Ballade, Liszt.

Quintet from the Mastersingers, Wagner-Bulow.
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. The playing of the Schumann carnival was the best I have
ever heard. The treatment brought out a musical beauty and
a vigor of idea which I have never before realized as illustrated
in this often played work. The Liszt pieces, while rhapsodical,
are brilliant and worth hearing. The Ballade contains one or
two passages of a cheap character; but the remainder of the
work is strong. The Bulow transcription was delightful. The
playing as a whole belonged to a very high order of work—
masterly in point of technique and tone-production, as well as
musical conception, and poetic. It was simply artistic. When
a school concert appears in such guise as this it is an unmixed
blessing.

*x Xk X

Mr. David Blakely died suddenly at Carnegie Music Hall,
Saturday afternoon, Nov. 7. He had been dictating some let-
ters to his stenographer. She left the room a few minutes
and when she returned he was sitting in his chair—dead. It
was perhaps a case of heart failure. I had a letter from Mr.
Blakely only a few days previously, written from a town in
Vermont, where he had been staying several weeks recovering
from an accident. While riding a bicycle he had a collision
and was thrown off with such force as to break the collar bone
or shoulder blade. The death, I believe, had no necessary con-
nection with the accident.

Mr. Blakely was one of the.most remarkable men among
American managers. When I first knew him he was a news-
paper man, proprietor I believe of the Chicago Post. This
was before the fire. He was already interested in music and I
believe had made some tours as manager. Later he bought
an interest in a Minneapolis paper, which he edited for some
years. Then he made one or more tours with the Thomas
orchestra. A few years ago he saw that there was a field for
a band. He had the sagacity to foresee the tremendous possi-
bilities of John Phillip Sousa, and engaged him for a term
of years upon figures affording the great bandmaster a fair
chance. Sousa was directed to engage the best men attainable;
“get the best,” was Blakely’s direction. Then he was to train
them into finish. Meanwhile Blakely agreed to furnish the
funds—which he did. Then began the business of the band—
a business which has never been equaled anywhere in band
traveling. Sousa has played about every night and frequently
eight, ten, twelve times a week, every day for about two years,
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with hardly a single interruption. I suppose the Sousa band is
booked ahead solid every night from the date when it resumes
operations in January for a vear or more—Mr. Sousa being
just now upon a much-needed vacation.

I think Mr. Blakely had a hand in the very judicious and
valuable contract which the John Church Music Company
have made with Mr. Sousa, in pursuance of which his compo-
sitions have been so well handled for him and for them.

For several years Mr. Blakely conducted singing so-
cicties, and in many ways his interest in music as an art
was lively and practical. This magazine, also, has experi-
enced the benefit of his sympathy. Once when he happened
to be in Chicago I gave him a copy of MUSIC, which he
bad never before seen. A day or two later I happened
to meet him upon the street, and he stopped me and
subscribed, with much complimentary talk about the plan
and merit of the enterprise. Later on his svmpathy took
the verv practical turn of taking quite a liberal adver-
tising space. I found him one of the most intelli-
gent friends I had, and sympatheticc He was the
same to cvery musician deserving good at his hands.
Young aspirants for fame he heard, gave such opportunities as
he could, and sometimes assisted privately when there was no
room for them in public. In short Mr. Blakely was a great,
kind-hearted, American man—thoroughly “white” in western
parlance;: a man to know and to love. A business man oi
liberality, sagacity and broad views. He will be mourned bv
thousands and missed as a personal loss by thousands more.
He was like a brother or a father to Sousa, and I can well
imagine how he will feel the loss, for Mr. Sousa is also a man
of warm friendships and lasting affections. :
W.S. B. M.



A SHORT ESSAY ON BACH.*
BY EDOUARD REMENYI.

1i you want music for your own and music’s sake—Look up
to Bach. Do

If you want music which is as absolutely full of meaning as
an egg is full of meat—Look up to Bach.
s & o

If you want Rhythm, Melody, Harmony and Counterpoint
dropping down on you as easily as a tepid summer rain—
Look up to Bach.

* * =

If you want absolute music without any deviation from the
sublime line of beauty, and without any void—Look up to
Bach.

* % =

1f you want heavenly music sent down to Mother Earth—

Look up to Bach.
* % %
If you want four and five part writings with as much ease

as four or five angels ethereally breathing—ILook up to Bach.
* * *

If you want drama, if you want tragedy, comedy, sublime
farce, jollity, humor—Look up to Bach. He had the absolute
gamut of every human feeling, with the exception of satire,
which has no heavenly attribute.

: * % %

If you want to hear how they will or may sing in the scventh

heaven—Listen to his passion music.
* * =

If you want to hear a fugue written with the ease and natur-

alness of a legerdemain from the celestial abode—Look np to
Bach,

* * =

If you want to hear the endless melody—Look up to Bach.

*(Written in an observation car coming from Telluride to Rico, Col-
Orado, amongst the most glorious scenery imaginable, and impressed by
the sublime sights the following lines were written under the impulse of
the moment.]
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If you want to hear a concert such as might be ordere: by
the good Lord in High Heaven—the leader of that orchestrt
is sure to be John Sebastian Bach.

* ¥ =

If you want to hear so-called Catholic music or so-called

Protestant music—Look up to Bach.
* * *

If you want to discover all the genius music might possess—

Look up to Bach.

* * %

If you want absolute beauty and all that beauty may sug-
gest—Look up to Bach.

* * =

If you want to know who is the embodiment of a Musical
Archangel—point to Sebastian Bach, and the billions of
cherubs and seraphs in heaven will nod to you and the good

Lord will give his glorious patriarchal and universal consent.
* % =%

Children of tender age who learn music and after having
acquired the necessary and elementary rudiments and after
having somehow learned how to play the scales pretty smoothly
ought to be put at once to play the two-voiced pieces so wonder-
fully full of jollity and simon-pure invention by Sebastian
Bach. A child put to such a task in a playful way and endowed
with a little talent, would make astonishing progress, and thus
save a great deal of precious time and uinnecessary trouble in
after life; and would be thusly endowed through studying
Bach in his tender age, with an almost unerring judgment in
music, and especially such a musical child would never say in
after life “This is a good piece for an encore,” and “It takes with
the public,” and such encore picces would never see the light
of the day, trashily compiled (not composed) by so many
musical nincompoops all over the world.

* * *

Anyhow, Bach ought to be the daily bread. the Shibboleth,
the Talisman, the Panacea and the Vade Mecum of every
musician, and if that would or could be the case, then music
would be the art of arts, as being not yet rightly treated, it is
already an art and science combined, sent to us from heaven
as a consoling medium between here and there, of which the
Archangel is Bach.

October, 18g6.



THINGS HERE AND THERE.
A NEW SYMPHONY BY MRS. H. H. A. BEACH.

The prominent incident of the Boston orchestral concerts, Octo-
bLer 31 and November 1, was the performance of a new symphony
by the distinguished and accomplished Boston woman, Mrs. H. H. A.
Beach. Of the composer herself Mr. Apthorp writes in the program
notes as follows:

Mrs. H. H. A. Beach (born Amy Marcy Cheney) was born at
Henniker (Merrimack County), New Hampshire, on September 5,
1867. Her parents came of very old New England colonial stock;
Charlotte Cushman and Major-General Dearborn had the same an-
cestry.

Her musical talent showed itself very precociously; at the age
of four, musical ideas already began to take deflnite shape in her
mind, and she soon began
writing little compositions
out of her own head. Even
before she had taken any
theoretical instruction, her
writing was found to be
musically correct. She had
an accurate ear for absolute
- pitch by nature. Her musi-
cal education was begun by
her mother, who taught her
the pianoforte; and this
education was continued—
as far as regards the piano-
forte—under Junius W. Hill,
C. L. Capen, Ernst Perabo,
v and Carl Baermann. She
also studied harmony under
Prof. J. W. Hill of Wellesley
College. But, with this ex-
ception, she has been entire-
ly self-taught in musical
theory and composition. After leaving Prof. Hill’s care, she pursued
extended and systematic courses of study in counterpoint, fugue,
musical] form and instrumentation by herself, making translations
of the treatises by Berlioz and Gevaért to aid her in the last-named
study. For the last fourteen years she has made a systematic prac-
tice of studying analytically all the best works performed by the

ton Symphony Orchestra, before, during, and after the perform-
Abce; she was advised to this course by Mr. Wilhelm Gericke. In

MRS. H. H. A. BEACH.
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this an unusually accurate memory, as well as her keen ear for
absolute pitch, was of great aid to her.

Her first public appearance as a pianist was in the Boston Music
Hall on October 24, 1883, she being then sixteen; on this occasion
she played Moscheles’ G minor concerto, opus 60. with orchestra.
During the ensuing winter she gave several recitals. At the age
of seventeen she played Chopin s F minor concerto with the Boston
Symphony Orchestra under Mr. Gericke, and the Mendelssohn D
minor concerto with Mr. Theodore Thomas’ orchestra. Since then
she has appeared at concerts and given recitals in Boston and else-
where almost every season, the programs of some of her recitals
being made up wholly of her own works. With our Symphony
Orchestra she has plaved concertos by Beethoven, Mozart, Chopin,
and Saint-Saéns.

With the exception of a couple of songs, all her compositions have
been published since her marriage in 1885. The list includes a
Mass in E-flat major, brought out by the Handel and Haydn Society
in 1892; a scena and aria, ‘“Eilende Wolken,” with orchestra, sung
by Mrs. Alves at a concert of the New York Symphony Society,
under Mr. Walter Damrosch, in the same year; a Festival Jubilate
for chorus and orchestra, brought out under Mr. Theodore Thomas’
direction at the dedication of the Woman’s Building at the Colum-
bian Exposition in Chicago; besides over sixty shorter works for
pianoforte. one or more voices, violin, etc., also several cantatas.
Her latest conipleted composition is a sonata for pianoforte and
violin. .

Of the work itself the following description was given in advance:

Symphony in E Minor, *‘Gaelic” (MS.), Opus 32.
Mrs. H. H. A. Beach.

The first movement, allegro con fuoco in E minc;r (6-8 time),
opens pianissimo with a tremulous chromatic passage in the strings
which goes on gradually increasing in force and fullness of scoring
until it reaches the fortissimo of the full orchestra. This passage
may be regarded either as a first member of the first theme, or as
a sort of introduction to it. After sixteen measures of this chro-
matic whizzing, the first theme proper sets in, first in the trumpets,
then in the horns, then in the wood-wind against a pizzicato accom-
paniment in the strings; it is developed at some length by the full
orchestra (with a sparing use of the trombones, however) and makes
way, after a measure of ritardando (2-2 time), for a lighter first
subsidiary, in which the skipping rhythm of the ‘“dotted triplet’’
plays a prominent part. The second theme is, in its turn, briefly
developed — its tonality is very shifting, it beginning in G major,
then passing through B major, B minor, C minor, B-flat major, and
other keys until comes to a closing cadence in G major. It is
followed by a brisk little conclusion-theme of Gaelic folk-song char-
acter (in G major) which enters first in the oboe, then is answered
canonically by the flute, and dies away in the strings.

On a return to tempo primo, the free fantasia begins with the
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whizzing chromatic phrase of the strings, and is carried through
at great length and with much contrapuntal elaboration. It ends
with quite the Beethovenish “moment of exhaustiun,” after which
a recitative-like solo of the clarinet leads over to the third part of
the movement. This is developed pretty closely on the lines of the
first part, and is followed by an extended coda, with which the
movement ends.

The second movement opens with a graceful melody, Alla
Siciliana in F major (12-8 time), in which the characteristic rhythm
and tranquil, flowing grace of the Siciliano are strongly marked.
It begins in the horn and strings, and is then further developed by
the oboe, clarinets, and bassoons, the flute and horns coming in
at one time as the piano swells to forte. Then follows a brisk,
tricksy scherzo movement, allegro vivace in F major (2-4 time),
with nimbly scurrying violins, which is very fully developed, little
hints at the preceding Siciliano melody cropping up every now and
then. Then the slower Siciliano returns in its original shape and
is more extendedly developed than at first, a few measures of the
bright allegro coming back at the end to close the movement. This
movement is the one which corresponds to the scherzo in the tradi-
tional symphonic form. Considering the character of its two con-
trasted sections — the slow Siciliano and the brisk, sprightly allegro
vivace — one might almost call it a scherzo between two trios, in-
stead of two scherzos with a trio between them.

The third movement, lento con molto espressione in E minor
(6-# time), opens with some contrapuntal preluding in the wind
instruments, kettledrums, and basses pizzicati, after which a solo
violin leads over to the entrance of the first theme. This, a melody
of strongly-marked Gaelic character,— it has the characteristic
Celtic closing cadence, from the third degree of the scale to the
tonic,— is exposed in elaborate part-writing by the muted strings
with a solo violin and ’cello (the latter taking the melody). It

is followed by a more strenuous second theme, which opens as the
little prelude at the beginning of the movement did, and-is devel-
oped at considerable length. A third theme —- of well-marked folk-
song character — which appears after awhile in the strings is in
reality nothing else than a counter-theme to the first. The two
are much worked up in conjunction; when the counter-theme makes
Its first appearance in the first violins, the theme is in the ’celli
and basses; then theme and counter-theme appear together in the
two clarinets, etc. Still the counter-theme is at times treated entirely
by itself, and so may not inaptly be called a true third theme. The
development and working-out of this movement are extremely elab-
Orate,

The fourth movement, Finale, allegro molto in E minor (2-2 time),
18, lke the first, in the sonata form. It opens brilliantly with
the energetic first theme fortissimo in the full orchestra; the devel-
OPment of this theme is so protracted and elaborate that it has all

e character of actual working-out. The same may be said of the
development of the martial, folk-song-like second theme that follows
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it — appearing first in the violas, ’celli, and bassoons in the domi-
nant, B major — which is also worked out as soon as exposed. There
is no real conclusion-theme, and the free fantasia is comparatively
short, as is not infrequently found to be the case in movements
where the themes are very elaborately treated as soon as presented,
so that the working-out comes largely in the first and third parts,
instead of being confined to the free fantasia and coda. In the coda
an augmentation of the second theme returns fortissimo in all the
strings, except double-basses, in unison (not in octaves), reinforced
by the trumpets in unison or octaves, against full harmony in the
wind instruments; after which the movement comes to a free close
in E major.

This symphony is scored for two fiutes, two oboes, two clarinets,
two bassoons, four horns, two trumpets, three trombones, one bass-
tuba, a set of three kettledrums, and the usual strings. The score
bears no dedication.

Of the performance the following are brief characterizations:

Mr. Philip Hale, in the Boston Journal, says:

Four days have gone by since Mrs. Beach’s symphony was played
in Music Hall. Much of it is fresh in the memory. Of how many
new works can you say the same after one hearing? I admit that
the slow movement is too long, that the composer seems reluctant
to reach the final cadence, that there is more of elaboration than
spontaneity in the movement. I go so far as to say that she might
revise it with advantage. But how much there is to admire in the
other movements!

I do not know what Mrs. Beach had in mind when she was
writing the first movement. She was concerned chiefly, no doubt,
with writing music. And yet the treatment of themes. which in
themselves are of inconsiderable value, stimulated the imagination
of the hearer. There was thought of

“Old unhappy, far-off things,
And battles long ago.”

A definite mood was created. The imagination of the hearer was
quickened by the imagination of the composer. And in this sym-
phony Mrs. Beach displays generously a musical imagination that
I have not recognized in preceding works by her.

The scherzo is thoroughly admirable, a delight to the amateur
and the musician. And in the last movement there are passages
which proclaim loudly a breadth of conception, a skill in carrying
out a grand design, a mastery of climax that are not always found
in modern symphonies. Themes that arrest the attention are treated
in heroic spirit. The climax is sure, irresistible.

I have already spoken of the skill shown by Mrs. Beach in the
orchestratjon. It is not necessary now to enlarge upon this subject.
I admit that occasionally she is hoisterous. but the boisterousness
1s healthy. not merely vulgar. The only trace of woman that I find
in this symphony is this same boisterousness.

Saint-Saéns once wrote of Augusta Holmés, “Women are singular
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when they concern themselve: seriously with art: they seem first
of all preoccupied with the wish to make you forget they are women,
by showing an exuberant virility. They .do not stop to think that
it is this very preoccupation which betrays the woman. Like unto
children, women know no obstacles; their will breaks everything.
Miss Holmes is indeed a woman; she is an ‘extremist’ to the knife.”

Mrs. Beach has more artistic control. She is not an “extremist.”
She is a musician of genuine talent who by the imagination, tech-
nical skill, and sense of orchestration displayed in this symphony
has brought honor to herself and the city which is her dwelling
place.

Mr. Howard Ticknor, in the Boston Courier, says:

From the single hearing that we could have of this symphony
we derived great pleasure and content, and we are ready to award
to it a great meed of praise. Not because it is so considerable an
achievement for a woman that at the moment of our writing we
do not recall another; and again not because it is stronger, larger,
deeper and firmer than anything which the composer has written
before. These are perhaps good reasons for praise in themselves.
But we found our praise upon a broader ground — upon the personal
self-control, upon the freedom and range of thought, upon the con-
centration of power, upon the comprehension and mastery of means,
and upon the solidity and compactness of the construction. Nor
should there be ignored the energy, enthusiasm, warmth and deci-
sion which imbue those more external characteristics and make the
happy impression that only an artist — with no recognizable quality
of sex — has held the pencil and added the colors.

* * *

Perhaps the one thing which will chiefly impress in regard to
the symphony is its robustness. By this we do not mean noise,
although the scoring is constantly full, large and powerful, but
certainty of tension and grasp. One does not feel that there is any
danger of the score pulling apart, so to speak, or that the orchestra,
rushing on their several ways, will escape the controlling hand only
o he brought together at last in a confused heap like a team of
muaway horses. There is purpose and plan in all the stress and
speed, and when the exigency of the moment is passed, ease and
relif come and the convenient episode conducts naturally to the
next trial. The instrumentation is interesting and notable. It is
often dense, but we never found it cloudy: also there is fine con-
sideration for individual character. The wooden wind (now delight-
fully homogeneous and malleable) is most discreetly treated, and
Unusual prominence is given in obligato to the dignified bass clari-
et, while in the second movement there is quite a touch of inspira-
tion ip having the English horn revive near the close, the theme
originally set by the oboe. Some brilliant bits of introduction and
‘adenza gre assigned to the solo first violin, and the ‘cello has also
3 sweet passage for itself. The drums and bass have distinction
with reserve, and for once the piccolo adds its keen voice without
tﬂﬂa]ity to make a strange theme more incisive.
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The symphony was heard with close attention and there was
long and warm applause after each movement. Of this the orchestra
were entitled to a share, for they played with great care and an
almost affectionate enthusiasm.

A NEW FIRM.

Mr. Louis Francis Brown, of Steinway Hall, who has been identi-
fled with the bringing here of so many of the large visiting artists
during the past season, has taken as a partner in the managerial
business Mr. Arthur Cyril Gordon Weld, the well-known composer,
conductor and criticc Mr. Weld comes to Chicago in January from
Milwaukee, when he will become actively interested in the manage-
ment of the higher class artists and in concert direction. The firm
will be known as Concert-Direction, Brown and Weld.

SPIERING CHAMBER CONCERT.

One of the first important chamber concerts of the season was
that of the Spiering String Quartette, at Handel Hall, October 27.
The program consisted of Beethoven’s quartet in E minor, opus 59,
No. 2: Saint-Saéns’ trio for piano, violin and ’cello, in F major,
opus 18, and a new quartette in G major, by Herzogenberg, opus 42,
No. 3.

The Beethoven quartet in this program belongs to his best period,
having been composed in 1806, in proximity to “Fidelio,” the appas-
slonata sonata for piano and other very free and fanciful tone-
poems. The second number on the program was also interesting
and delightful, illustrating. moreover, the happy lightness of touch
characteristic of the Frenchman at his best. It is a work full of
beauty, imagination, and fancy, and it was played very enjovably
indeed. The pianist was Mr. Walter Spry, who has lately returned
from studies in Paris. He played nicely. The closing quartet
belongs to that vast literature of unknown tone-poetry of which
Germany is so full. Hundreds of men are working away in that
country, professors in conservatories and the like, diligently com-
posing in all sorts of styles; composing with a technic worthy of
attention, but not gifted with imagination and fancy in the degree
necessary for securing the ear of the world. The present work is
well-made and worth hearing. Coming after the very strong works
preceding, it naturally sounded rather weak. The working-out is
elaborate, but the inner sense of climax and expression was not
strong enough with the composer to impart to his creation the
master touch.

COMPOSITIONS OF AMERICAN COMPOSERS AVAILABLE FOR
CONCERT.

Several times a week the editor is written to for information
concerning American composers, and is desired to recommend a
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list of pieces suitable for musical evenings of this kind. As Mr.
Liebling has played more American compositions than almost any
other pianist (saving possibly Mr. Sherwood), I asked him to tell
me what he would use and he kindly gave the following list, every
plece of which he has himself played acceptably to the audiences.

Woodman—Romance in G-flat.
Blumenschein—Barcarolle, opus 31.
Mrs. H. H. A. Beach—Fire-flies.
Homer N. Bartlett—Crepuscule.

Gavotte de Concert.

Ballade.

Aeolian Murmurs.

Conrath—Menuet Moderne.
Capen—Gavotte, F minor.
Foerster—Exultation.
Arthur Foote—Prelude and Fugue in D minor, op. 15.
Suite, opus 27.
Concert Study, thirds.
Concert Study, double notes.
Richard Hoffman—Erl King.
Scherzo from Mendelssohn’s Scotch Symphony.
Geo. W. Hunt—Scherzo.
H. W. Harris—Melody and Spinnerlied.
Kroeger—Sonnets.
Joseffy—Polka Noble.

Etude in A-flat.

Arijetta from Gluck.

Gavotte in E, Bach, for left hand.
Vogrich—Staccato Etude.
Kaffenberger—Fugue in D minor.
Zelinski—Prelude to the Preceding.
Lambert—Etude in G.

Bruno Oscar Klein—Suite, op. 25.
VYalses, op. 32 and 39.

William Mason—Monody

MacDowell—-Czardas.

Hexentanz.

Suite, op. 10.
Mattoon—Spring Song.
Nevin—Barcarolle.

In My Neighbor’s Garden.
Gavotte.
Perabo—Etude in A minor op. 3.
Mrs. Samuels—Twilight.
Seeboeck—Portrait. No. 2.
Menuet Moderne.
Danse Norw-:gienne.

P
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Among the more attractive chamber music he mentions: Trios
by Foote, Chadwick, Foerster, Bruno Oscar Klein, and a trio by
S. B. Whitney. Additional lists will be given later on, from other
players.

MR. EMIL LIEBLING’S BACH COURSE.

In response to many inquiries Mr. Emil Liebling has indicated
the following as his usual course of Bach in the earlier grades: Of
the two-part inventions he gives in this order, Nos. 8, 13, 14, 6; then
4 and 3; then 1, 10, and 12 for the single mordent (with the note
below—-the character distinguished by a vertical stroke through it);
then 4 and 3 for trills upon dotted notes, in which the trill instead
of going entirely through stops at the dot: then 2 for the trill
beginning with the upper note.

Of the three-part inventions he uses Nos. 1, 10, 12, 2, 7. of the
Clavier Vol. I, prelude 20, prelude 6, 10th fugue, 3d prelude, 5th
prelude, 21st prelude. 15th prelude, 2d fugue, 5th fugue, 21st fugue,
15th fugue; and for melodic invention and delicate sentiment, pre-
Iudes 4 and 8.

Pursuing the classical course he then gives several pieces from
the Bulow-Scarlatti selections, and then Handel, giving of the
latter the Chaconne in F, Gavotte in G. Variations in E (Harmonious
Blacksmith), Theme and Variations in B-flat, D minor Suite (pre-
lude, air and presto). Gigue in F minor, Gigue in G minor, Fugue
in K minor. Of Rameau he gives the Gavotte in A minor with
variations. Also of the Scarlatti selections by Tausig he uses those
in G minor and F minor. The Bach course then proceeds to arrange-
ments, among which he particularly recommends the Toccata in
D minor arranged by Brassin.

CORRECTION FOR THE MUSICAL-LITERARY CLUBS.

A couple of months ago I happened to refer to the admirable
Federation of Musical-Literary Clubs. designed and promoted by
Mr. Wilber M. Derthick, in terms which in certain quarters were
understood in an unfavorable sense. It is not necessary to say to
any old reader of MUSIC that no such meaning was intended. For
aside from the well-known fact that some such plan was advocated in
these pages before the clubs were formed, and the further fact of the
important part which the writer took in preparing the literary
material, the entire intention of these clubs tallies completely with
my work and writing for many years. The idea of the Musical-
Literary Clubs is excellent, and 1 am told that they are having a
very successful progress the present season. In many places the
peculiarities of Mr. Derthick's system make the clubs practicable
where no organized effort, self-directed, would have a ghost of a
chance, owing to local rivalries. Morcover, there are many places
where there is not life enough and courage cnough in local musi-
cians to undertake anything apparently so hopeless as organizing
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a musical effort combining practically the entire musical ability of
the town or village. An outside person coming with good endorse-
ments is sometimes able to combine many elements habitually hos-
tile to each other.

There are other places, however, as mentioned before, where the
local forces are able to organize themselves, and where for one
reason or another they do not care to place themselves in the position
of hungry children to be fed by a father so distant. When
this happens I see no objection to local clubs running themselves;
and if they are able to do it more to their own satisfaction, or more
economically, this also is not a crime. I have received a communi-
cation from Louisville, Ky., relating to the Musical-Literary Club
there, which has now been established four years. But aside from
the general impression it conveys that they are doing well, it does
not descend to particulars of the work.

* * *

Mr. Derthick is also undertaking to furnish lectures and recitals
to his clubs upon terms more favorable than those commonly offered
by managers. Among the artists who are filling engagements in
these clubs are Messrs. Edward Baxter Perry, Mr. Sherwood, and
Mr. Francis Walker. Not long since I attended a song recital in-
tended for the same circulation, by Mr. J. J. Richards, a young
gentleman with a good bass voice. His list embraced represent-
ative songs of different schools. In this undertaking of furnishing
instructive musical entertainments Mr. Derthick takes a certain
amount of risk, the greatest of which lies in the danger of under-
estimating the capacity of the clubs for understanding and enjoying
music of a high order. When good music is 1o be performed before
audiences poorly prepared for enjoying it, it is of the utmost impor-
tance that the quality of performance be of the very best. And
this naturally costs money. Hence 1n the effort to offer entertain-
ments at prices possible in small communities, there will necessarily
be a tendency toward artists and combinations available for small
sums — whose mediocre performances must nocessarily be unsatis-
factory, and totally fail in awakening an artistic taste. It is a
good idea, but it is likely to prove a very dangerous idea in carrying
out. The president will nard all of his well-known diplomacy.

* * *

Speaking of small musical entertainments of distinguished merit,
I attended a song-recital by Mrs. Jessie 1. Gayvnor, assisted by Mr.
Bloom. tenor, and Miss Blanche Dingley, harpist, of which the follow-
ing was the program:

Introductory Remarks by Mrs, Gaynor.,
1. Rose-Song, a “If I Knew.”
b “The Wind Went Wooing the Rose.”
¢ “In the Corner of My Garden.'”
2. Song, ‘““Because She Kissed It.”
Mr. Bloom.
3. Harp, Fantasie, - B - Saint-Saens
Miss Dingley.
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4. Songs, with Harp Accompaniment,
a “Das Rathsel.”

b ““The Sunbeam’s Kiss.’

Mrs. Gaynor.

5. Songs, a ‘‘Mollie.”
b ‘‘Sleep-Song.”’
¢ ‘“Nocturne.'
d ‘“If Love Be Won."”
Mr. Bloom.
6. larp, a Consolation, - - Liszt-Schuecker

b Serenata, - - Moszkowski-Schuecker
¢ Mazurka, - - - - Schuecker
Miss Dingley.
7. Songs to the Little Folks,
a ‘‘The Rich Little Dolly.”
b *“Flower’s Cradle-Song.””
¢ ‘“‘The Sugar Dolly.”
d “Fire-flies.”
e ‘‘Sleep, My Beloved."”
t ‘“Jerushy.’”
Mrs. Gaynor.
8. Serenade, “Come Down to the River To-night.”
Mr. Bloom.

The compositions, excepting the harp solos, were all by Mrs. Gay-
nor, who gave an interesting preface to the concert. The impres-
sion of this entertainment was very pleasing indeed, some of the
songs being of considerable emotional and musical range. While
such a recital does not fulfill the intention of the clubs in extending
a knowledge of classical music, it nevertheless belongs in the cate-
gory of musical evenings which are at the same time agreeable to
experience and conducive to musical enlightenment. Mrs. Gaynor is
a very agreeable singer, a delightful player, and a “taking” per-
sonality. Mr. Bloom has a lyric tenor organ of rare beauty. Miss
Dingley is one of our hest harpists, and her selections represent the
instrument in its most varied capacities. M.

ORGAN PROGRAMME, BY MR. CLARENCE EDDY.

1—Prelude and Fugue in A minor.........c..oooi ittt iieniens J. 8. Bach
2—Fantasie, op. 101 (DeW)......overiinenennieraineannineerennomeneens .Saint-Saens
Note.—Camille Saint-Saens, one of the greatest of living composers,
was formerly organist at La Madeleine, Paris.
3—Sonata In C miNOr, No. 5..viiiiiiiin ittt ieiiiiieiieeneeanrnennn Guilmant
(Dedicated to Clarence Eddy.)
I—Allegro Appassionato. IT—Adagio. 111 --Scherzo. IV—Recitativo.
V—Choral et Fugue.
Note.—Alexandre Guilmant has been organist at the Church of La
Trinite, Paris, for the past twenty-five years,
4—(a) Sicillano (MeW)......viiiiininn it i e e M. Enrico Bossi
(In Ancient Style.)
Note.—M. Enrico Bossi, one of the foremost organists and composers
in Italy, is direztor of the Conservatory of Music, Benedetto Mar-
cello, at Venice.
(D) TOCCALA (MEW)...ecuununriernnans iierer e et ieeescianes Filippo Capocet
Note.—Filippo Capocci, one of the greatest organists and composers
of organ music in Italy, is organist at the Church of St. John the
Lateran in Rome.
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5—Double theme varie (Rew)........... R R T Rousseau
(Written expressly for and dedicated to Clarence Eddy.)

Note.—Samuel Rousseau is choirmaster of the Church of Ste.
Clotilde, Paris.
¢—Pastorale in E (DOW). eevveennreenneesonssssscsnssnsnsannansensosses. B H, Lemare
Note.—Edwin H. Lemare is organist and director of music at the
Holy Trinity Church, Sloane Square, London.
7—Marche Nuptiale (DeW) ...cooovuniieieeiinununiiieetiuniiencassteenonianies Salome
(Dedicated to Clarence Eddy.)
Note.—Theodore Salome, who dled in July last, was choir organist
at La Trinite, Paris, for upward of twenty-five years.
8—Question and Answer (DOW) e erceeerneeceeceasiaseassnssannnssnes ... WoOlStenholme
Note.—W. Wolstenholme, a blind organist and one of the most tal-
ented writers for the organ in England, is a Bachelor of Music
at Oxford.
9—(a) Andante In D (DEW)..ee.e.ieiieiieninniniieiioniiiietieiianneniaeeeienes Hollins
Note.—Alfred Hollins, the celebrated blind organist of London, fre-
quently plays at the Royal Albert Hall, and is at present organist
of a church in Upper Norwood.
(D) AlIEBTO, OP. 8L (MOW)..uuu ureenontueiannniereananieiosenaseononnneas Guilnfant

I

1-Fantasie and Fugue in G minor.............oo.oiiiiiiii i J. S. Bach

*—(8) Larghetto, | oy s Filippo Capoeel

(b) Finale, ‘.(new) et teaaeh e e ettt et eaaeaas ppo Capocc

3—Pastorale (MeW) ........c.ceiieiueeioneninneosierosnsnnonsaens eeeen Clarence Lucas
(Dedicated to Clarence Eddy.)

Note.—Mr. Lucas is a talented composer and musical critic living

in London.
+—Suite, Gothique, op. 28 (new)..... et eeeteatetataieaee ateeaaae L. Boellmann
I—Introduction—Choral. II—Menuet Gothique. III—Priere a Notre Dame.
IV—Toccata.
Note.—Mr. Boellmann is organist of the Church of St. Vincent de
Paul, Paris.
5—Three Pieces, op. 29 (new)........ eeevecsccersesosans cenees eesesenes Gebriel Plerne

I—Prelude. II—Cantilene. III—Scherzando.
Note.—Mr. Plerne is organist of Ste. Clotilde, Paris, where he suc-
ceeded his master, the late Cesar Franck.
6—(a) Romance, S
(b) Grand Choeur, y®"*"*"""**ereiiresiseseee s
Note.—Mr. Deshayes, a prolific composer for the organ, is organist at
the Church of the Annunciation, Paris.
i~(a) Communion, )
(b) Marche Nuptiale, y'*ttTiiiIrieteesessiees Georges MacMaster
Note.—Mr. MacMaster is organist and director of music at the Church
of St. Ambroise, Paris.
§—Minuet and Trlo (new)............... e W. Wolstenholme

Henri Deshayes

DR. WILLIAM MASON ON THE VALUE OF TOUCH.

Some time ago Dr. Mason wrote the following to the ‘“Musical
Courier” defending the thesis that a good touch is a more potent
factor for the pianist than even a fine instrument. That an instru-
ment of moderate qualities under a fine touch will sound better than
a fine instrument under a bad touch. He says:

Your editorial in The Musical Courier, called forth by a statement
in the Evening Post concerning good players and inferior pianos,
or vice versa, has caused me great surprise. Your words are: ‘“The
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worse a piano is, the worse it will sound the better the player is,”
etc. My experience in the musical profession, extending over a
period of 40 years, has led me to a precisely opposite conclusion,
and I wish to say a word by way of explanation.

While it is true, as the Scripture has it, that mecn do not ‘*‘gather
grapes of thorns or figs of thistles,” there is nevertheless a way of
getting a better or worse tone out of a piano—good, bad or indit-
ferent—according to manner of touch and general treatment. Were
it otherwise piano makers would not be so desirous of getting
salesmen who have a “lovely” touch. Moreover, an expert in the
art of touch can show off a piano to advantage or to disadvantage,
according to the manner of attacking the lieys which it is his pleas-
ure to adopt for the time being. The instrument is in some slight
sense like a human being. It resents a slap in the face, and gives
forth a discordant scund: but approach it gently—at the same time
firmly, if you like—and its friendly reciprocity is at once and easily
apparent. Illustrations of this fact are numerous within my ex-
perience, and come readily to mind.

One instance will suffice as representative of many others, and I
can vouch for the truth of my story, having been personally both
an eye and an ear witness. Many years ago a concert was given by
a choral society in a country town near New York. At the last
moment, the regular accompanist having been taken suddenly ill,
it became necessary to call in a substitute. The piano which the
gociety was in the habit of using—never a first-class instrument—
had long ago seen its best days. Notwithstanding this fact the sub-
stitute, who waa not without experience in emergencies, treated the
jnstrument tenderly and judiciously and with such effect that at
the conclusion of the concert a gentleman well known in the com-
munity, whose musical taste and judgment, as well as skill as a
violoncello player were universally conceded, approached him with
congratulations upon having had a new and flne instrument sup-
plied in place of the old “rattle trap” which was ordinarily used.
This gentleman, who had come somewhat late to the concert, had
taken a seat in the back part of the hall, which was crowded, and
had not observed the change of pianists until toward the end of the

evening.
A skillful mechanic with a poor set of tools will turn out better

work than a bungler with a good set. A good pianist on a poor
piano is preferable to a poor pianist on a good one, or, to quote the
statement of the Evening Post. referred to in the beginning of this
communication, “If Paderewski played on a second-rate piano
amateurs would still flock to hear him, knowing that under his
fingers a second-rate piano sounds better and more soulful than a
first-class instrument under most other fingers.”
WILLIAM MASON.
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O, HOLY NIGHT!

(A Christmas Carol.)
By Thos. C. Roney.
Oh, holy night! Oh, glorious light,
That shines on Bethlehem town!
Oh, music sweet, that from the skies
Comes floating softly down!
The echo of the angels’ song
Falls on our ears again:
“All glory be to God on high,
And peace, good will to men.”

The shepherds heard, like note of bird,
That midnight carol clear,

And to the manger and the babe
In awe and love drew near.

And, as they gazed, the heavenly strain
Rang in their hearts again:

“All glory be to God on high,
And peace, good will to men.”

'Twas service sweet, '‘twas homage meet
For lowly men to pay;

And we our hearts’ obeisance make
Upon this Christmas day.

We join ye, angel choristers,
As ye repeat again:

“All glory be to God on high,
And peace, good will to men.”

Oh, holy night! Oh, glorious light,
That shines on Bethlehem town!
Oh, music sweet, that from the skies

Comes softly floating down!
We catch the golden cadences
And fling them back again—
“All glory be to God on high,

And peace, good will to men.”



ANSWERS TO CORRESPONDENTS.

‘““Are the different keys distinct as to character? If a writer
wishes to describe certain moods, does he choose a certain key for
it? Is there a key which is in disfavor, or one favored more than
the others? If so please give a few illustrations.—E. M. B.”

If the instrument is perfectly tuned, or if the singing is perfectly
in tune, all keys are alike, in so far as concerns the pitch-relations
of the different tones to each other. The only difference is that one
is higher, another lower. One easier for average players or singers
to read; another more difficult, etc. Sensitive persons believe that
they experience a different impression from certain keys, and now
and then one goes so far as to claim that there is a different im-
pression derivable from the key of C sharp and from that of D
flat. Now since they are played upon the same piano keys, it fol-
lows that they must necessarily be precisely allke. The same is
true of C flat and B major, and F sharp and G flat. Even upon
stringed instruments there could hardly be any difference between
enharmonic keys, since the intonations would necessarily be made
upon the same strings and with the fingers at the same points of
the finger-board. There are differences in the psychological value
of keys, however, depending upon the general place of the tonic in
the scale of absolute pitch. Perhaps this is partly a difference of
impression due to the absolute pitch, and perhaps it might be re-
ferred to another cause. For instance, song-melodies in D major
and G major generally differ quite perceptibly. The tonic of the
latter is a fourth higher. Hence for singing purposes (soprano) the
melodies in G would generally pass around the tonic above and be-
low, while those in D would lie mainly between the tonic and its
octave. This would give the melody a different exptession. :

The absolute highness or lowness of a melody and its accom-
paniment is a much greater psychological element than is commonly
supposed. If such a song as Schubert’s “To be Sung upon the
Waters” be transposed for alto, a fourth lower, not alone is the
melody thickened by the lower range of female voice, but the ac-
companiment also shares in the trouble, and the effect is by no
means so ethereal as at the original pitch. An impression of this
kind is rather intangible, but careful observation shows that it forms
itself in all sensitive hearers. It is partly for this reason, in order
to derive from their voices the peculiar aesthetic quality, that basses
and altos run so much to s2rious songs, tragedy, grave-yard selec-
tions (“In Questa Tomba,” etc.), and the like. When a thick
voice tries to be agile, it is llke water trying to run itself up hill.
Much depends upon the enthusiasm of the water.
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The facility of reading is a very important matter in the circula-
tion of music. Sharp keys are not read so fluently by the generality
of readers. Hence flat keys are generally chosen. A very pretty
piece, “Wollenhaupt’s “Last Smile,” originally written in F sharp
major had to be transposed to F major, although the orig-
inal key brought the runs better under the fingers, and was
more appropriate to the spirit of the piece. Perhaps a tone higher
might have done as well. Bach seems to have had prejudices in
tavor of certain keys, part of which may have been due to the un-
even tuning prevalent in his time, to discourage which was one of
the intentions of his “Well Tempered Clavier.” His most expres-
sive melodies are in remote flat keys.



TEN EVENINGS WITH GREAT COMPOSERS.
BY W. S. B. MATHEWS.

(Copyright W. S. B. Mathews, 1896.)

THIRD PROGRAM—CHARACTERISTIC MOODS OF BEETHOVEN.

As generally stated, the characteristic point of difference between
what we call the classical and the romantic in the art of music lies
in the feeling actuating the composer, and consequently embodied
more or less successfully in his music. In the older practice. es-
pecially that of the Netherlandish contrapuntal composers of the
sixteenth century, the motive of composition was that of producing
a musical piece more elaborate, more imposing, or more sonorous
than previous works; or, perhaps, the more commonplace concep-
tion of producing a piece as good as previous works. The purely
musical (conceived from a technical standpoint) remained the mov-
ing principle with the composer. With the invention of opera, be-
tween A. D. 1600 and 1700, a new principle came into operation,
namely, the expression of dramatic contrasts and situations, and
so at length the expression of intense individuality, the working of
strong individualities under the clash of tragic situations.

Along with the invention and development of opera, during the
period here mentioned, the mastery of the violin was carried forward
with great results to the art of music. About 1685, Archangelo
Corelli published his first collection of pieces for the violin, and in
these are found what are practically about the first examples of a
well developed lyric melody, of the kind we now mean when we
speak of “bel canto”’—the type of melody made the very crux of the
art of Italian singing. This impassioned, sustained and expressive
melody took with wonderful rapidity and was almost immediately
adopted into opera, the ideal of which in the beginning had been
that of an artistic and dramatically expressive delivery of the text.
Now melody as such has little to do with the dramatic delivery of
a text. In a sustained melody (as in ‘*“Home, Sweet Home,” to
quote a simple type) it is first of all a question of sustained senti-
ment; whereas in a well determined declamation it is first of all
a matter of effective delivery of the words and phrases from an
elocutionary standpoint, allowing the voice all the stops, interrup-
tions, shocks, and variations of intensity requisite for effective de-
livery. But by the time this sustained melody had been introduced
into high art (it seems to have made a beginning earlier in folk song,
although we have no precise indications upon the subject) the mere
delivery of a text, somewhat after the manner of a liturgical in-
toning, no longer satisfled the demands of opera.
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Music grew by what it fed upon. The violin, which Monteverde
had placed in the position of honor at the head of the orchestra in
1608, had grown upon the ears of the people; and there was a need
felt for somethjpg more impassioned, but at the same time more
distinctively muysical, than the mere declamation of the first opera,
no matter how sing-song that delivery might be made. Hence arose
the aria, which practically is a prolongation of a single moment of
the dramatic ajtuation. The first arias, and for quite a long time
later, had very few words, and these were repeated over and over,
as we find sti]l in the well known arias from Handel’s “Messiah.”
Thus opera came into possession of a simple and sustained melody,
patterned after the':antllena of the violin, which was employed for
marking the guccessive points of the dramatic action. That is to
say, as the drama unfolded one new situation after another de-
veloped itsel, Each new entrance of a dramatic person made a
new complication and a new situation, brought to the attention of
the hearer by means of the lines and then enforced by the aria,
which the sipger of greatest momentary importance had to sing.
That these arjas very soon degenerated into show pieces for virtuoso
singers was an accident due to the popularity of the operatic stage,
the development of the new art of singing, and a delight in the
human voice as a musical instrument. It has no concern with our
present subject.

Moreover, it inevitably happened that as composers multiplied
and competed with each other for the favor of the public, they tried
more and mqre to bring out in their music the very innermost pas-
sions and passing feelings of the leading individuals in the play;
hence the art of expressive music was greatly developed, and the
ears of the public learned gradually to feel after and enjoy the
human heart-beat in the music. Thus music passed beyond the
stage of working for itself as a development of musical forms or
science of construction, and became more and more, in opera, the
expression of individualities and moods. At the same time that this
tendency wag working for making the music more expressive, the
necessity of pleasing the public tended also in the opposite direc-
tion of pleaging the hearer by means of agreeable combinations of
tone-colors, delightful symmetries of tone-forms, and the like. So
at the very time when composers of one class were laboring in opera
for the development of deep expression in opera, those of another
class were working no less effectually for making the music merely
shallow and pleasing. Light operas dealing with shallow situations,
comedy, farce, expressed by means of light and pleasing music, came
to occupy more and more the operatic stage, where after all the
question of amusement will always prevail.

All of these different tendencies came later on to their expression
in music purely instrumental. We have seen already how Bach
managed to compose truly expressive music which nevertheless is
first of all strong music yet highly humoristic and fanciful, as no-
ticed in a somewhat rhapsodical style by the great violinist, Mr.
Edouard Remenyli, in this issue of Music. Then Haydn and Mozart
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introduced various types of pleasing and simply expressive melody,
but it is only in occasional moments that their music touches the
deeper feelings of the heart. It is music to admire for its cleverness,
to enjoy at times for its sweetness and tenderness, and its fresh
melodic symmetry; but it is only in very rare moments that the
accent of emotional individuality is given.

In Beethoven we find this quality for the first time illustrated in
instrumental music; and along with this occasional accent of in-
tensity, we have also a great and inexhaustible variety of moods
and manners, appertaining to the different sides of the mighty in-
dividuality of this great tone-poet. Along with this variety of
moods, which in their inner nature must be regarded as represent-
ing different facets of individuality, we have also in Beethoven a cer-
tain comprehensive element. Everything that he says to us belongs
somehow to a larger whole, and that larger whole is the entire man
of the composer. It is like the conversation of some highly gifted
person, which while lasting perhaps for only a few minutes never-
theless affords us a glimpse into a remarkable personality, and ap-
pears in our memory as a chapter accidentally revealed out of the
entire soul of the talker.

Hence in trying to form an idea of the individuality of Bee-
thoven and the range and peculiar beauty of his music, we have to
learn his most characteristic moods in order to get the range of
his genius; and then to see how he combines these widely different
moods into a whole—as he does in his sonatas and symphonies.
Accordingly, this first program begins with several pieces compara-
tively small in compass, but directly illustrating the variety of his
humoristic tendencies. All of these little pieces, moreover, have that
accent of intense individuality mentioned above—an accent very
much more observable in Beethoven than in any of his predecessors,
and surpassed only by Schubert and Schumann later. The latter, it
may be anticipated, is the most humoristic of all composers of in-
strumental music.

There are certain conditions of largeness in a piece of music in-
tended to say something without words, and to work up to an im-
posing climax, which give it a different form from what is practic-
able in pieces having a text for doing a part of the talking. In order
to reach a great effect, an instrumental music piece has to last for
some time, and to continue quite a while in the same movement, as
to rate of pulsation and frequency of measure accent. It has to work
within a single tonality—remain in one key, or revolve around one
key in such a manner as to preserve its own unity as a single being.
Hence arise the long movements of the sonata and symphony. It
is not possible to arrive at like impressions upon hearers by the
use of shorter disjointed movements. Only by carrying a movement
on for some time, and so developing it as to impress some one idea
as central, and at the same time to arrive eventually at some kind
of a climax or goal, can a serious instrumental movement become
expressive and effective.

In Mozart these long movements have nothing like the unity of
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those of Beethoven. A beautiful variety prevalils, and the main ideas
are repeated a sufficient number of times; but it is for beauty rather
than for completing a cycle of moods, or a cycle of soul-exper-
fences. Or if a cycle, then a cycle of pleasant and youthful experi-
ences. In Beethoven this is not the case. When he is much in
earnest, he takes plenty of time for saying his say, and says it so
thoroughly that you are quite sure of what he is at. This will be
shown in the present program by means of the sonata pathetique,
and phases of the manner will appear in all the selections.

BEETHOVEN PROGRAM.

Selection of a quasi lyric character:
Menuetto in E flat. Op. 81, No. 8.
Menuetto in D major. Op. 10, No. 8.
Subject from Allegretto, from sonata opus 90. 32 measures.
Andante from sonata opus 27, No. 1.
Formal Variations:
Andante and Variations. Sonata in G major. Opus 14, No. 2.
Andante, from Sonata Appassionata. Opus 57.
Humoristic Variations and Moods:
Theme and Variations. Opus 26.
Scherzo in C, Sonata in C. Opus 2, No. 8.
Allegretto from ‘‘Moonlight’’ Sonata. Opus 27, No. 2.
Scherzo in A flat, Sonata. Op. 81, No. 2.
Sonata Plece:
Allegro (first movement) from Sonata in G. Opus 14, No. 2.
Allegro (irst movement) Sonata in F minor. Opus 2, No. 1.
Sonata Plece, Impassioned: .
Introduction.
Allegro (first . movement) Sonata Pathetique. Opus 13.

NOTES.

The minuet proper, in the first selection, is a simply expressive
folk song, throughout its first period. It is only at the beginning
of the second period, with the dissonant C flat, that something dif-
ferent comes to illustration. The distinction of the mood is further
illustrated in the Trio which follows, where the chords by their
skips and their delightful changes, afford a most agreeable and
charming contrast with the main subject. (It is upon this Trio that
Saint-Saéns has written his lovely variations for two pianos, 4 hds.)

The minuet in D, from the very strong sonata in D major, opus
10, affords very strong contrasts before we pass beyond the minuet
proper. The first period (eight measures repeated) is purely lyric
and very lovely. The second period starts out with an imitative
bit, quite in manner of fugue, one voice after another re-
sponding in a vigorous and spirited manner. When this is
completed by the delightful return of the principal subject, we
are led to a Trio in the related key of G major, which is in a
totally different style. It goes like a scherzo, and when it in turn
has been completed the main minuet returns with most agreeable
effect. At the end a short coda. Both these selections contain much
which is not purely lyric, but rather thematic. This occurs al-
ways in the trios, and in the second period of the minuet in D.
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The next selection is the beginning of the beautiful closing move-
ment of the sonata, opus 90. This movement takes the place of a
slow movement in this sonata, and it is entirely in lyric style, ex-
cept where the imperative need of relief has led to the introduction
of less connected and sustained matter. The melody itself is one
of the best of Beethoven. The illustration comprises the first thirty-
two measures.

In the next division of selections, we come upon the Beethoven
faculty of diversifying a musical theme in the form of variations.
The examples here given represent certain of the simpler phases
of this part of his art, and if the student is ambitious in this direc-
tion he might read for himself the variations upon the waltz in C,
or the famous thirty-two variations, in which endless varieties are
obtained from a very simple theme. Still more highly developed
an example of this art is found in the last sonata of all, Opus 111;
but these are too difficult for our present use.

The theme and variations in C, from the sonata in G, opus 14,
are easy and pleasing. The theme itself affords a very pretty con-
trast between the staccato of the first period and the close legato
of the second period. Then the sweetness of it is relieved by the
strong syncopations which break it up, towards the end. (Measures
17 and 18.) The first variation has the melody in the tenor, un-
changed excepting to make it legato. The right hand deals mainly
with syncopated repeated notes.

The second variation is much more broken. The left hand plays
the bass upon the beat, while the right hand comes in with a chord
containing the melody at the half beat. The third variation brings
the melody again in the bass, with an accompaniment figure in six-
teenths for the right hand. At the end there is a. lovely coda of six
measures. Throughout these variations the harmony has not been
changed, nor the melody. Only the place of the melody and the
rhythm of the accessory accompanying tigures have been changed.

A still more remarkable illustration of this phase of the Bee-
thoven genius is found in the Andante and Variations which forms
the second movement of the sonata appassionata, opus 57. Here the
variations are not indicated in the notation, but the player has to
find them for himself, which is easy enough, because the two periods
of theme, each of eight measures, are exactly repeated in the follow-
ing variations.

The theme itself has a church-like character, almost ‘“sacred.”
This is due to the first harmonic step, from tonic to subdominant
and back again, in the manner of the “‘Amen” cadence so well known
in anthems. In the second period there is an intense and almost
strained expression due to the chord of 4-2, the seventh low in the
bass. The first variation plays the melody in the same place as in
the theme, and in the same chords; but the bass enters a half beat
later and holds over, so that a restless and searching expression re-
sults. The second variation, again, is very reposeful. The melody is
only suggested in the upper tones of the right hand part, and the
gixteenth motion is intended to have a certain chord-like character;
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meanwhile the bass has a part somewhat like a melody suitable for
‘cello. The third variation brings the melody high in the treble
(later changing again to the left hand in the middle range of the
piano) while the left hand performs an arpeggio figure in thirty-
seconds. At the end a lovely coda of sixteen measures, recalling
the theme in its original form. Throughout these variations not
only is the harmony and melody of the theme never varied, ex-
cepting in time of coming in, but the spirit of the theme is every-
where retained. Observe that the coda is not concluded, but inter-
rupted by the entrance of a diminished chord, leading into the key
of F minor. In place of this chord, end with a chord of D flat, di-
rectly after the dominant chord preceding the diminished chord.
Quite different from the foregoing are the highly humoristic var-
iations of the sonata opus 26. These being designated in the copy
require only mention and characterization. The theme is three periods
in length, the second opening with a syncopation. The first varia-
tion follows the harmony of the theme, but in a broken manner, not
alone in the cutting up into sixteenth notes, but also in changes of
position upon the key-board. This tendency to excitement continues
in the second variation, where the melody is in the bass, in octaves
broken into sixteenth notes. The third variation changes the mode
to minor, and the musical treatment contains strong syncopations,
implying much suppressed passion. The fourth variation is like a
scherzo, bounding from one point of the key-board to another, like
a musical Ariel. The fifth variation returns the harmony and
manner of the theme, but in the first eight measures the melody is
held in reserve, suggested rather than fully brought out, in order
that the complete appearance of the melody, legato, in the ninth
measure shall be more effective. The whole closes with a beautiful

coda of fifteen measures. (Count back from the end, if you do not
find it at first.)

Still more humoristic is the Scherzo from the sonata in C, opus 2,
No. 3. Here the principal subject is quite in fugue style, excepting
the order of keys. In place of answering in the fifth it answers in
the octave.

It is unnecessary to add that this is a pure fancy piece, the imita-
tions being purely fanciful and capricious, and never for the sake
of completing a pattern or form. The Trio is a complete contrast
and very free and effective upon the key-board. Then after the re-
turn of the Scherzo we have a delightful coda of twenty-three meas-
ures.

Less pronounced, but very beautiful is the Allegretto from the
so-called ‘‘moonlight” sonata, opus 27, No. 2. This is gentle, and
designed to mediate between the intense sadness of the first move-
ment and the equally intense and impassioned sorrow and longing
of the finale.

The length to which these annotations have been extended pre-
clude at this time the minute analysis of the sonata piece, which
stands as the model not alone of the serious compositions of Bee-
thoven, but of the entire serious movements of symphony, overtures,
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and instrumental music in general. For the present the following
observations must remain sufficient. The term sonata is employed
in music in two senses: (1) as an exact and particular designation of
the plan of musical material forming the chief movement of a sonata;
and (2) as a general name for the cycle of three or four pieces form-
ing the sonata as a whole. In order to remove this ambiguity I am
in the habit of reserving the term sonata for the entire work, and
calling the sonata movement by an English adaptation of its German
name, ‘“sonatesatz’ or “sonata-piece.” The sonata piece is a complex
movement, of which the first peculiarity is a double bar at the end of
the first of its three large divisions. The part preceding this double
bar contains all the material of the entire piece. This first part
consists in turn of thr2e elements, with more or less padding of mod-
ulating passages between. These elements are first the Principal,
the subject with which the sonata opens; then the Second, the reliev-
ing subject, generally of a lyric character, which enters after from
twenty to forty or fifty measures; finally the partial conclusion,
which enters a very short time before the double bar is reached. Of
these we will speak more in connection with the examples follow-
ing. But first, of the remainder of the sonata-piece, the part follow-
ing the double bar. The middle division, immediately following the
double bar is called the Elaboration, and consisting of a free fantasy
upon the main themes of the leading subjects, carried out in var-
ious strange keys, and mixed up together “regardless,” as boys say.
When the Elaboration has been carried out as far as the composer
cares to do it, the Principal comes back, and the entire first part of
the sonata-piece is repeated, excepting that the second and con-
clusion are in different keys from what they were at beginning.
The sonata-piece is the most serious and diversified movement known
to music, and while continuous and characterized by great unity, it
is also rather complicated. Hence it will not be properly ap-
preciated except by those who observe the leading ideas as they
enter and recall them when they turn up again in the course of the
treatment and development. When a sonata is written for orchestra
it becomes a symphony, in which form the different ideas are more
easily followed because they derive a certain individuality from the
tone-color of the instrument first announcing them. When an artist
plays a sonata he seeks Lo intensify the individuality of the leading
ideas and thus aid the hearer in recognizing and remembering them.

The first example of sonata-piece is the rather light and pleasing
Allegro which begins the sonata in G. opus 14, No. 2. The Principal
lasts through twenty-four measures, the Second entering in the key
of D with the beginning of the twenty-fifth measure. The Conclu-
sion begins with the forty-seventh measure. Counting from the
double bar, the Elaboration lasts, including the pedal point upon the
dominant which prepares for bringing back the Principal, sixty-one
measures. There begins the first part over again.

The first movement of the sonata in F minor, Opus 2, No. 1, is
shorter and the subjects less marked than in any other sonata of
Beethoven. It also has less “stuffing,” the ideas following with
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very little passage work between them. The Principal lasts twenty
measures, the Second beginning with the F flat in the soprano at
the end of the twentieth measure. The Conclusion begins with the C
flat in the soprano, in measure forty-one. The Elaboration lasts
sixty-two measures.

The Sonata Pathetique begins with a slow Introduction, lasting
ten measures of very slow time. Then enters the headlong Allegro,
of which the Principal, with its retinue of modulating sequences,
lasts forty measures. The Second enters in measure forty-one; and
the Conclusion in measure seventy-nine. The Elaboration lasts
sixty-two measures, beginning with a few measures of the introduc-
tion.

Time will not be wasted if before playing each of these movements
the subjects themselves be played through separately.

REVIEWS AND NOTICES.

CHEERFUL PHILOSOPHY FOR THOUGHTFUL INVALIDS. By
William Horatio Clark. E. T. Clarke & Company, Reading,
Mass.

This little volume (12mo., limp cloth, 50 cts.) consists of a
serfes of short essays upon subjects designed to lead confirmed in-
valids out of themselves and into healthful ways of considering the
world from a standpoint of enforced repose, in contradistinction from
the standpoint of personal activity—which is the one usual to man.

THE YOUNG FOLK’S MUSICAL HISTORY CLUB. A story by C.
H. Rowe. Cloth, 12mo., 148 pages. The John Church Com-
pany.

In form of a narrative of the proceedings of the Club mentioned
in the title, the author intends to give the salient facts of musical
history—its great landmarks, etc. It is one of the first attempts of
the kind and seems to have been fairly well executed. To say
whether in fact he has been fully successful one would need to have
the opinion of a number of children who had begun to read the book
and had not been able to stop until its pages were finished.

NOTES AND HALF NOTES. By Frank E. Sawyer. G. P. Put-
nam’s Sons. A. C. McClurg & Co. Ciloth, 16mo., 108 pages.
Elegantly printed, $1.00.

This charming little volume consists of the best poems by the
late unfortunate young author, Frank E. Sawyer, who dying at the
age of twenty-two left a distinct impression of literary abilities of
uncommon power. The poems are nearly all upon musical subjects.

The following; upon a Nocturne of Chopin, may be taken as an
example:
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“Murmur, Soft Winds,
Over the slumbrous sea, whose velvet waves
Wash with low lapping sound in rocky caves,
Where dreaming mermaids rest,
Rocked on the ocean's breast,
By white foam-fingers caressed:
Murmur, Soft Winds.

Shine, Silver Moon,
(GGleam through the branches on the ice-bound brook,
Which hides itself in many a forest nook,
Where first spring violets grow,
Blood purple on the snow,
That the heart of winter may know
That summer’'s heart beats helow:
Shine, Silver Moon.

Love, Youthful Hearts,
Now, while thy halcyon days are long and bright,
While ne'er a cloud bedims the glowing light:
The eager years rush on,
Life’s springtide soon is gone.
Love Youthful Heart!”

(From Arthur P. Schmidt.)
ROMANZA. For organ (with 'cello ad lib.). John Hyatt Brewer.
A very pleasing romanza suitalle for church or concert use. Well
arranged for organ. The ‘cello is not essential. Likely to have ex-
tended use. Of medium difficulty.
(From the John Church Company.)
SPRING SONG. For the piano. Emil Liebling.
A pleasing piece for salon or concert use, or for teaching. Fifth
grade.
TO-DAY, MOST HIGH AND HOLY. Solo and chorus, with harp and
organ. By Baxter Johns.
A pleasing and effective piece of moderate difficulty, for church
use. (Christmastide.)
NOW LET ALIL CHRISTIAN MEN REJOICE. Sacred song for
Christmas. Andrew J. Boex. (Alto or baritone.)
Pleasing; worked up with triplet motion, in the well known style.
BENDING O'ER A CRADLE LOW. Christmas song, with violin
obligato. Eduardo Marzo.
Effective for church use. Italian in style.
NEW SONGS BY TRINDELLI:
Always Lov».
My Flower.
Darkness and Light.
Singing.
In the Ballroom.
An April Idyl.
A Soul's Longing.






TO PIANO TEACHERS.

MATHEWS’

Studies in Phrasing

Have You Ever Used These Valuable and Standard Works?

{. FIRST LESSONS IN PHRASING. $1.60 “Net” (book discount, mot
shest music).

For use in the SECOND GRADE. This work consists of little
pieces by the very best writers for children, such as Gurlitt, Lichner,
Schumann, Reinecke, Kullak, Reinhold, Gayrhos, Al. Foerster, and
others. There is an introduction, with directions as to method of
study, principles of phrasing, etc. All the pieces are carefully anno-
tateg. This selection covers the entire poetic and lyric side of the
:cla!ing after the very first lessons up to the end of the second grade.
and. perhaps, the beginning of the third.

2. STUDIES IN PHRASING, MEMORIZING AND INTERPRETATION. $1.50
Order ‘'Mathews’ Phrasing, Book L.”

For use 1n the LI'HIRD GRADE. This is the book which has been
longest before the public, making so great a success as to lead to the
other two books. It consists of selections from Heller, Haydn,
Mozart, Schumann and Moszkowski. It covers the poetic and lyric
side of the playing from the beginning of the third grade to about
the middle of the fourth. The most difficult pieces in it are the
Moszkowski Serenata, and two from Schumann’s ‘‘Forest Scenes.” It
begins very easily. Throughout, pieces in legato style are contrasted
with those in light, staccato style, in order that the wrist may be
kept light and flexible, and the playing not degenerate into the heavy
and tedious style so usual when only legato cantabile playing is prac-
ticed for some time. All the pieces are carefully annotated, and the
selections are made for the purpose of educating the pupil’s musical
taste through their unconscious influence. Experience shows that
these results invariably follow the study of this work in the mabner
indicated by the author.

3. STUDIES IN PHRASING. Book II. $1.60 ‘“‘net.”

, FOURTH GRADE AND BEGINNING OF THE FirTn. This work is
a continuation of the preceding. beginning with selections from the
Mendelssohn *- Songs without Words,™ and including such pieces as
the Bach Loure in G, Chopin Nocturne in E flat, pieces by Schumann,
Rubinstein Melody in F. Schubert Menuette. and others by tic
writers. All these are well annotated. and the order is arranged with
reference to the due balance of good qualities in the playing. This
is the best collection of poetic pieces by the best writers that has
ever been made for teaching purposes. he lyric type predominates,
bhut all styles of poetie playing are included. e

MUSIC MAGAZINE PUBLISHING COMPANY,

1402-5 AUDITORIUM TOWER, CHICAGO. - o7im
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A CELEBRATED AMERICAN TENOR—CHARLES
R. ADAMS.

BY JOSEPHA CLIFFORD.

For nearly twenty years Mr. Charles R. Adams held posi-
tions as first tenor in the leading opera houses of Europe,
those of Berlin and Vienna being naturally the best known.
In this career he created many important roles, and from a
beginning as lyric tenor of the Italian school he came at
length to be the most distinguished exponent of the Wag-
nerian roles, being celebrated alike for the rare beauty of his
voice, his magnificent dramatic ability, and the consummate
taste and splendor of his dressing. A career like this is full
of romantic incidents, which his countrymen might read with
pleasure and pride; but for the present we have to do with
the singer’s life alone.

Mr. Adams is of genuine New England family, born in
Charlestown, Mass., in 1834. His first teacher of singing was
Mr. Edwin Bruce, for many years a prominent organist and
choir-master in Boston. He continued his studies with Mme.
Arnoult, a celebrated French teacher, then resident in Bos-
ton. During several years he sustained the tenor roles in the
oratorio performances of the Handel and Haydn Society,
and always to the satisfaction of the musical public, upon
which his hold became very strong. He sang not only to
Boston audiences, but was also heard in concert and oratorio
in all the principal cities throughout this country.

Having determined to make music his profession, Mr.
Adams studied and traveled with Prof. Mulder, formerly one
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of the professors of the Royal Opera, Paris, and accompanied
him and his wife, Mme. Fabbri-Mulder, to Europe, in 1861.
Sailing from St. John, New Brunswick, for Barbadoes,
West Indies, they gave concerts and opera at the islands
when opportunity offered. Here Mr. Adams doubtless laid
the foundation of his operatic career. Prof. Mulder gave him
constant help and encouragement, and Mr. Adams displayed

As Lohengrin.

surprising histrionic ability. To his noble singing was added
dramatic action of wonderful grace and sincerity.

Arriving in London, Mr. Adams called upon Balfe. Dur-
ing the visit he sang some of that composer’s own songs,
much to his delight. Upon his advice Mr. Adams called
upon Louisa Pyne, who was then giving opera at Covent Gar-
den. She immediately offered him an engagement, which he
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was obliged to decline, being under covenant to rejoin the
Mulders in Holland for a musical tour. During this tour he
received from Vienna an invitation to go to the Austrian cap-
ital to sing “Elvino” in “La Sonambula,” with Mme. Artot,
at very short notice. After some misgivings, he went to work,
learned the opera in three days and scored a great success.
To timid singers such a thing seems almost incredible. It

As Don Jose.

was really his first important operatic engagement. But all
who know the man agree that he has ever been devoid of
Seli-consciousness, and this has been a great part of the secret
of his success. His art was everything to him, and every
thought and faculty existed only as a glorification of the
Same.

After this engagement he accompanied the Mulders on a
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three months’ tour in Russia. Upon his return he accep
a three years’ engagement at Pesth, Hungary. Here he
for an instructor the celebrated Barbieri. Before the expi
tion of his contract he was released in order to accept a higl
call to the Royal Opera in Berlin, where he sang with brilli:
success for three years. In response to solicitations of t
management of the Imperial Opera House, Vienna, acco

As Tannhauser.

panied by munificent pecuniary inducements, he left Berl
and signed a three years’ contract at the capital of Austri
where he duplicated his successes at the German capital. F
afterward sang in “La Scala” in Milan. During his residen
in Italy he zealously pursued his studies, under Lamperti.
Later he returned to Vienna, and so great was the sati
faction he gave that he sang there for more than nine co:
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secutive years the heroic tenor roles, and was the leading
favorite of the audiences at the Hofoper. During this time he
sang two seasons at Covent Garden, London, one season at
La Scala, Milan, and one at the Royal Opera, Madrid, as
well as at all the principal houses of Germany. Such perfec-
tion of singing and action combined provoked thc most in-

As Raoul.

tense enthusiasm everywhere. This modest and simple-heart-
ed man (as all his friends knew him to be) was the recipient
of the highest honors and attentions. He had the great ad-
vantage of singing the principal works of Wagner, Meyer-
beer, Gounod, Verdi, under the personal supervision of those
conductors. His repertoire was remarkable, including over
sixty roles. Perhaps the most conspicuously successful were
Lohengrin, Tannhauser, Raoul in “Les Huguenots,” Ma-
saniello, Don Jose in ‘“Carmen,” Rienzi, Vasco di Gama in
“L’Africaine,” Arnold in “William Tell,” and Manrico in
“Trovatore.”

In response to a call from the Handel and Haydn Society,
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Mr. Adams returned to America to sing at the festival in
Boston, May, 1877, sixteen years since he had set foot in his
native land. His appearance was, of course, the cause of a
great ovation. His countrymen were proud of him, and their
welcome, combined with his own sensations at finding him-
self once more before his old friends, overcame the artist, and
it was some minutes before he could begin. John S. Dwight
writes: “Mr. Adams was most warmly greeted, as he pre-
sented himself with a quiet, manly bearing and an air of ex-
perience and distinction such as one might look for in the
American singer who had held the place of leading tenor for
nine years in the Imperial Opera at Vienna. There was the
stamp of the artist manifest ere he had sung three measures.
His was the robust kind of a tenor, of large compass, evenly
developed, under complete control, and intrinsically very
sweet in quality. He sang superbly, in a frank, large, mas-
terlv dramatic style, each tone fraught with meaning and in-
tention. The high B flat was splendid and his baritone notes
were musical and solid. Nothing could be finer than his mu-
sical declamation or his enunciation, for which this impas-
sioned “Ingemisco,” from Verdi’'s Requiem, affected as the
composition is and over-strained, afforded him considerable
scope. Recalled with hearty plaudits, he sang it even better
than before.” Of Mr. Adams’ singing of Handel’s “Samson,”
Mr. Dwight says: “Never, unless it were in Braham’s time,
have we heard so beautiful, so refined, so touchingly eloquent
a rendering of “Total Eclipse”; had he been blind, as Milton
and Handel were, he could hardly have conveyed the spirit
of the poetry and music more imaginatively.”

For this one society (the Handel and Haydn) Mr. Adams
has sung some thirty or forty times. He sang one tour in
this country in German opera with Mme. Pappenheim, and
two in Italian with Max Strakosch. In addition to this he
has done any amount of church, oratorio and concert work
since he settled down to teaching, some thirteen or fifteen
years ago.

During the tour with Pappenheim they gave the first pro-
duction of “Rienzi” in this country at New York. Mr. Ad-
ams put the entire opera in scene and sang the title role. The
performance was a great success, the opera being warmiy re-
ceived.
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In the nature of the case it is impossible in a mere sketch like
the present to do justice to the artistic record of an artist so
brilliant, so diversified in gifts, and so fortunate in all his under-
taking. Meanwhile as teacher of singing and lyric interpreta-
tion of every grade, Mr. Adams devotes his later days to the
artistic development of his pupils. But of the striking prin-
ciples of his art and his keen analysis of art-problems, another
occasion must speak.



MUSIC AND THE CEREBRAL CIRCULATION OF
MAN.—FIRST EXPERIMENTS.

Adapted from the Italian of Professor M. L. Patrici.

The third issue of 1896 of the remarkable musical maga-
zine, La Revista Musicale (Turin), contains a detailed account
of an interesting series of experiments by Professor M. L. Pa-
trici, upon the influence of different kinds of music upon the
circulation of blood in the brain of man. These experiments
belong to the same category as those so well known in the

Emanuele Favre, Aged 13.

annals of physiology upon the digestive processes, where ob-
servations were carried on by means of a convenient wound
in the stomach. A boy named Emanuel Favre, aged thirteen,
of Bramans in Savoy, while acting as assistant to his employ-
er, a wood-cutter, was severely wounded in the head by a
glancing blow of an axe. Through careful treatment in the
hospital he was restored to health, although the wound was
more than three inches in length, cleaving the bones of the
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skull for the entire distance. When the wound was healed
the bone did not fully cover the exposed brain, in conse-
quence of which the changes of circulation in the brain could
be determined accurately. The boy himself was of a docile,
bright and intelligent disposition, probably rather more than
normally sensitive to the action of music. The points to be
determined were, first, whether the circulation of the blood
in general is influenced by music; then, whether that of the
brain is more or less influenced than that of the remainder
of the body—for, as is well known to physiologists, the cir-
culation of the blood is by no means alike in all parts of the
body.

Above is a portrait of the boy as he appeared after the
wound had healed. For determining the progress of the circula-
tion an apparatus was adapted from one formerly in use called
the Pletismograph (measure of volume), consisting of a closed
cylinder of glass for holding the arm in water, and a register-
ing apparatus connected with the needle of the galvanometer.
For registering the pulse in the brain a cap of gutta percha
was made, with an electric connection capable of showing
the slightest modification in volume and pulsation. The en-
tire apparatus is here shown.

Apparatus for Measuring the Pulse.

The record of cerebral pulsations assumed the form here
shown, in which ecach beat appears as a line about seven mili-
meters in length, and through the natural rhythm of the pulse
they fall into groups containing each one from five to six
pulsations, corresponding to a complete inspiration and ex-
piration. Any sudden change in the volume of blood takes
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the form of a large oscillation in the path of the lines. The
diagram below has two such, one occasioned by a sonorous
excitation, the other by a physical act. The former, as will
be seen, is much more normal in the regularity of its devia-
tion from the undisturbed current than the second, where a
physical act made sudden demands for blood for other parts

Fig. I.—Cerebral pulse of Emanuele Favre. The volume has two great os-
cillations; the one by a sonorous incitation, the other by a physical act.

of the system. Great care was taken to discriminate between
changes of the current due to other causes than those of
music, and to this end careful preliminary observations were
made. For example, it was observed that the pulsation took
a higher range after a musical note, and that the same result
followed the very near repetition of the same note. Figure 3
shows this.

Fig. II.—Increase of pulse by a musical stimulus and repetition of same after
a brief interval.

It was also found that the increase in the current was great-
er with a high note than with one of lower pitch. For in-
stance, C (third space of the treble) produced the changes
shown in diagram Figure 2; while from middle C a much less
disturbance was created, as shown in Figure 3.
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It had also been claimed by former observers that any ex-
citation of the brain by musical sounds increasing the cere-
bral pulse must necessarily be accompanied by. similar de-

Fg. IIL—Showing less increase of pulse by C, an octave lower than in previ-
ous example.
crease of the pulse in other parts of the body. Accordingly
the figures following bear two tracings, made simultaneously,
the one of the cerebral pulse (marked C), the other of the
pulse in the arm (B). The tracings themselves are dissimilar

in a marked degree, that of the arm pulse being merely a
\

Fig. IV.—Cerebral pulse (C) and pulse of arm (B), written simultaneously.
Incitation of C-4, same as in Fig. I.

toothed line, without wide oscillations, while the cerebral
Pulse shows a much larger amplitude of vibration.*

In repeating the experiments already made with a single
tone, three combinations presented themselves:

*[Possibly this may have been due to the superior sensitiveness
and flexibility of the integuments over the brain in the subject, as
compared with the comparatively firm integuments protecting the
pulse at the wrist.—Ed. Music.]
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1. The volume of the pulse in the arm was elevate
the same proportion as that of the brain, in two curves m:

corresponding.

Fig. V.—The pulse of the brain is augmented considerably by the inol
of C-4, while that of the arm diminishes.

2. In a second case the two tracings comported tl
selves inversely; the convexity of the cerebral curve wat
companied by a concavity in that of the arm. Evidently v

Fig. VI.—By the incitation of C-4 the pulse of the brain is augmented
that of the arm is not affected.

the brain circulation had expanded, that of the arm had

tracted.
In the former case there would seem to have been a get

augmentation of the pulse, shared by the brain and the
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alike. In the latter, the blood rushed to the brain in conse-
quence of some contraction in the arm and the peripheral cir-
culation.

3. Less easily explainable on pure mechanical laws was
the third combination, in which the volume of the peripheral
circulation remained constant while, nevertheless, that of the
brain was much increased by the incitation of a musical sound.

Fig. VII.—Showing elevation of the cerebral pulse of Emanuele Favre
through the incitation of music of different intonations and different rhythms.

In the example, tracing 6, the note C-4 (third space treble)
occasioned in the arm not the slightest disturbance; neverthe-
less the cerebral curve performed a very large oscillation.
Evidently this particular note had some special inciting qual-
ity for the subject; while, moreover, the apparent stability
of the pulse of the arm would not necessarily prove a like
stability in all parts of the body, especially in the abdomen.
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Professor Werthheimer was able to increase the cerebral cir-
culation in certain animals by making a stricture in the abdo-

men. We will return later to this question.
* * %

For determining the influence of melodic stimuli I had re-
course to the performance of simple music. I was impatient to
ascertain whether the influence of this would correspond to
that of single notes. I select five tracings, taken at consider-
able intervals of time, which are reproduced in Figure 7, and
show unmistakably that an access of cerebral circulation takes
place under the influence of music, more or less marked and
persistent according-to the nature of the melody, whether a
pathetic air or martial, and a movement slow or rapid. Every
increase in the pulse was related to an acoustic incitation,
and not to the attack of any extraneous emotion. The di-
verse amplitudes of the oscillations cannot be employed as
determinants of the quality of the music, but-depended mainly
upon the relative strength or the intensity of the sounds, with
which in these experiments we did not particularly concern
ourselves.

Fig. VIII.—Equal elevation of cerebral and arm pulse through the incitation
of the Marseillaise.

It would also have interested me to have ascertained wheth-
er in my subject there was an opposition of the vaso motor
circulation with that of the brain, under the incitation of mu-
sical sounds, but the results were negative.

According to the theory of Fere and Tarchanoff, that is
‘to say, according to the current theory, it ought to appear
that whenever the cerebral pulse of Emanuele Favre was
being affected by a melancholy air, the instantaneous substi-
tution of a lively air ought to show an important augmenta-
tion. This, however, does not appear always to have been
the case.
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n the fifth tracing of Figure 7, all the curves show a grad-
subsidence, as the music progresses, from the high point
:n at the first incitation. The subsidence, however, seems
1ave been of a periodic nature, for in several cases it hap-
ed that there was a fresh augmentation just before the
of the air.

.eaving the action of the purely musical stimulation upon
cerebral circulation, let us pass to the comparison between
circulation of blood in the brain and in the periphery.
Figure 8, a tracing showing the comparative circulation

Fig. IX.—Increase of brain pulse; diminution of that of the arm.

the arm and brain during the singing of the Marseillaise
nn, both circulations were considerably augmented.
n Figure 9, on the contrary, the incitation of a polka

Fig. X.—Volumetric increase of the pulse of the brain accompanied by im-
ility of that of the arm. Incitation, Galop.

ms to have augmented the cerebral circulation, while it
1inished that of the arm in about the same proportion.

'n Figure 10, we have still another combination, the cir-
ation in the arm remaining unchanged, while that of the
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brain was considerably augmented under the incitation of a
galop.

And here we are brought back to the question, whether at
least these cases of cerebral hyperemia, without simultaneous
contraction in the vascular area of the periphery, are active
expansions of the “rete sanguina,” real nervo-muscular func-
tions.

That question could be given an affirmative answer if one
followed the conclusions of similar experiments that prove
the existence of the cerebral cells as agents (as exemplified by
psychological facts) that do not cause at all the contraction
or distention of the smaller arteries in other parts of the body.

Two English physiologists, Roy and Sherrington, do not
admit that nerves exist in the partitions of the brain cells;
both admit that the chemical variations that take place in
the gray cells may locally. provoke circulatory movements.
Nevertheless, this hypothesis would destroy the active char-
acter or value of certain arguments (“pletismografice cere-
brale”) proving the influence or action of music. This hy-
pothesis would act indirectly on the circulation of the brain
through the mediation of chemical processes, which, it is
logical to imagine, could be stirred up under the crust or
skull by the sensations and emotions resulting from melodic
stimulants. A

But if every or any elevations or swellings of the volume
of the brain are always of an hydraulic nature, if in every case
they are the result or rebounds of blood waves pushed through
the active constrictions of vessels into parts far from the
body and escape our experimental observations, we doubt
whether we can satisfy or accustom our mind to an unex-
pected conclusion; that is,- that a psychological agent, such
as music, should spend itself upon the vessel apparatuses of
the arm, of'the leg, and of the intestines, sooner than on those
of the brain. .

The ultimate judgment that physiology will- pronounce on
the problem of the vasomotor nerves of the brain will, it seems
to me, influence notably the success of a recent theory on
music and on the psychology of sentiments in general.

In his book “Piacere e Dolore” (Pleasure and Pain), our
Sergi has afforded the auxiliary of his authority to the hy-
pothesis of Lange-James, which establishes as basis of emo-
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tions the phenomena of organic life the circulatory and re-
spiratory changes in the center of the ‘“Medulla oblongata.”
Sergi agrees that the more elevated emotions, esthetics, also
reside in those inferior nervous centers, and that the brain
does not do anything else than become conscious of the mu-
tations that take place through nutrition in life. The fact
that breathing and the heart act or react manifestly under the
influence of sounds and melodies, is used as an ultimate argu-
ment to confirm the direct relations between the exciting
esthetics and the center of those functions.

The esthetic sentiments, and among them musical emo-
tion, becomes thus deprived of the intellectual character at-
tributed to them by modern science. Sensations and percep-
tions, will, and intelligence would continue to be localized
in the brain; on the contrary, emotions would have to de-
scend toward the spinal centers.

Physiology teaches us that also the highest cerebral func-
tions, memory, the power of volition, attention, intellectual
labor, all acts stripped of emotional elements, are accom-
panied by clear modifications in the apparatuses of organic
life, in the heart, the pulse, the breathing, the secretions.

It is not for this that one can think of depriving the brain
or cerebral globe of the seeds of these noble psychical func-
tions. Others may conciliate these incompatibilities. Mean-
while, the principal and sure conclusion of our first experi-
ences is this: That every sonorous or melodic excitement
causes the affluence of blood to the brain to be greater; that
one more wave of that red humor invades the gray substance,
so as to give almost a vermilion varnish to the images which
are presented and to render the interior vision easier.

The temptation is great to ascribe to that cause the great
lucidity of the brain in association with music, the traveling
of thought amidst the meanderings of memories which
seemed lost. :

But the depressing or exalting character of music does not
correspond to the abasement or elevation of the pletismo-
grafic curve. The circulatory effects of musical stimuli are
direct, not subordinate, to the movements of breathing. It
is not decided whether the variations in the volume of the
brain are autonome nervo-muscular functions or the passive
reflections of vasomotor phenomena in other regions of the

body.
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Elevation or acuteness produce a cell or vasal reaction ap-
proximately proportioned.

Our observations were made upon one case only, upon a
boy not familiar with esthetic sentiments, of which we wished
to experiment the psychological effects; for that reason it
is advisable to be very prudent in one’s conclusions. A rich
sertes of researches could be made with profit if cases of mu-
sical persons with opened skulls presented themselves. The
cold physiologist guards himself from expressing that desire
here. It would seem a bad augury to the readers of the “Re-
vista.”

Turin, Laboratory of Physiology, 1895.



CHRISTMAS OF OLDEN TIMES.
BY H. S. SARONI.

Let me introduce you to a little town in the very center of
Germany. It is now “side-tracked,” as it were, railroads pass-
ing on either side of it but giving it nothing but the cold
shoulder. There is nothing to entice the tourist to enter its
gates unless it be the frowning battlements of an old castle
which stands, and has stood for centuries, on the summit of a
mountain, washed by the river “Saale.” In history it stands
forth as the birthplace of the notorious Catharine of Russia,
and beyond that there is nothing to remind one of its exist-
ence. But musical memories cluster around it. Bach and
Handel were born within its immediate vicinity, and amongst
the lesser stars of the musical firmament, Robert Franz and
the genial Franz Abt found a home in close proximity to it.

It must have been about 1831, the time when the cholera
made its first appearance in Germany, when every sound
seemed to be muffled, there came to this town a magician
whose wand called forth sounds that seemed to have been
brought from the spheres above to banish the fears of cholera
and death and to point to a life bevond where “the wicked
cease from troubling and the weary are at rest.” The wand
was in the form of a fiddle-bow and the wizard was none
other than Paganini.

I can see before me now the gaunt form stalking along the
street towards the opera house where the rehearsal was to
take place, his violin-case under his arm, his face turning
neither to the right nor to the left, but bearing a fixed, absent
look as if the affairs of this world concerned him not. As a
matter of course, the stories of the murder of his wife, his
imprisonment, etc., had preceded him, and expectation was
on tip-toe—not so much to hear the artist as to see the mur-
derer. This is not the place to go into rhapsodies about his
playing, and the less so because, at that time, I was a mere
boy, incapable alike of appreciating the perfection of his tech-
nique or the beauty and weirdness of his compositions, and
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a panegyric of gny kind could only be a second-hand one,
but it reminds me of another artist who made his appearance
at the same place some ten years later. He was called the Pa-
ganini of the north and was none other than the genial, liberal,
amiable Ole Bull.

No greater contrast could possibly be imagined than the
character of these two artists: the one morose, suspicious, penu-
rious; the other cheerful, confiding and liberal to a fault. The
pet of the ladies, the idol of the students, the friend of the
needy, Ole Bull came to our little town to assist at a court
concert, of which a series were given every winter and to
which the citizens were invited by the court. The fact of such
men as Paganini, Ole Bull, Ernst and others of that ilk, being
engaged to play, and such artists as Madame Schroeder Dev-
rient, Madame Methfessel, etc., to sing in them, is certainly
sufficient proof that there was nothing niggardly about them.
But in the meantime we have wandered from our subject, and
it is time to return to it.

Bernburg, for such is the name of the little town to which
all the foregoing refers, is now ‘‘side-tracked,” but it was not
always so. Sixty vears ago, when no iron horses were snort-
ing on the highways of Germany, Bernburg was a commercial
center; not a pound of merchandise could leave the seashore
on its way to Leipzig or Berlin, but it had to pay its tribute
to the coffers of the Bernburg municipality; the treasures of
the Indies, the looms of Holland, the furnaces of England,
the vineyvards of France, all were represented by the huge
freight wagons, as they lumbered along the cobble-stone pave-
ments of the now nearly forgotten town.

But what has all this to do with Christmas? Nothing, ex-
cept that with the holy season come back the memories of the
old town: the old church steeple where dwelt the town mu-
sician with his journeymen and apprentices; the quaint pump,
on the market-place, with a huge bear on the top of it; the
narrow portal of the bridge where the freight wagons had
such a hard time to squeeze through. The fact is, these mem-
ories crowd upon me so thick and fast as my mind’s eye brings
them before me that I forget this is Christmas morning, and
that I promised to write about it.

Now, imagine yourself entering the town with me, on
Christmas morning, A. D. 1839, and you are greeted by a
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choral evidently coming from a higher region. You look up
and from a high steeple, protruding through a large opening,
you see five or six slide-trombones, flanked by as many French
horns. The performers are invisible, but you guess already
that they are the young men and apprentices of the town mu-
sician. Why his residence should be so lofty a one I cannot
tell, unless his aspirations for everything high and noble in
music induced him to separate himself from the common
herd to be that much nearer to Heaven.

Let us enter the dingy door that leads to his abode and in-
vestigate the realm of the muses. One flight of stairs after
another we mount with increased difficulty of breathing; rats,
bats and owls scurry away or blindly fly against the little loop-
holes that admit the light to this dreary waste of dirt and dust.
On we mount, and now an ominous click greets our ears. It
is nothing but the huge pendulum of the town clock swinging
to and fro. We watch it for some minutes, imagining that
every vibration brings it lower and lower, and no wonder
the uncanny aspect of the place should bring to our mind the
holy inquisition with its terrible tortures and punishments.
We can almost see the victim tied to a huge block, shudder-
ing at the click of the merciless pendulum which, coming
nearer and nearer, ultimately cuts him in two. We shudder
as we leave the gruesome place and are delighted when an-
other staircase brings us to the belfry, where we meet again
with light and life.

The light is admitted through large apertures which, when
seen from below, take the form of Gothic windows, but which
to us are nothing but apertures that admit light and air. The
life is represented by several youngsters who, balanced on
joists or rafters, or sitting astride one of the big bells, con
their lessons; one blowing into a French horn, vainly striving
to produce a musical tone: another torturing a flute, a third
one maltreating a clarinet, and all exhibiting an independence
of melody truly wonderful. On we mount and arrive, at last,
at the domicile of the illustrious town musician. He is mon-
arch of all he surveys; and that is little enough. Four very
small rooms, one of them used as kitchen, the other three as
bed-rooms, parlors or sitting-rooms, is the sum total of all his
domain, unless you include the belfry where most of the prac-
tising is done, or an upper—as a matter of course smaller—



246 CHRISTMAS OF OLODEN TIMES.

story, where journeymen and apprentices congregate after
their day’s work is done. Just now there is a savory odor
arising from the kitchen. A sharp whistle, and from possible
and seemingly impossible places come the men and boys,
cheerful and evidently with a good appetite.

As town musician he has various duties and privileges. His
duties consist in ushering in the breaking day with the solemn
strains of a choral and in a similar manner bid adicu to the
parting day; he has to act as fire warden and to supplement
the ticking of the town clock, which is under his especial care,
by announcing the quarter hours as they glide by, by means
of a blast on a tin horn. His privileges are many. A child
is born and—for a consideration—he announces it to the
curious public by having his myrmidons play a lively strain
through the openings of his fastness. A couple is married,
and again—for a consideration—he congratulates the happy
pair in his musical fashion. A poor mortal is taken to his
last resting place, and what more fitting than that the town
musician who, figuratively speaking, assisted at his birth, at
his wedding and, perhaps, other festivities, should also assist
at his burial? And accordingly the trombones come into
play again with a solemn choral, which begins when the
hearse leaves the domicile of the bereaved family and ends
only when the last shovel of earth is thrown upon the grave.

But this is Christmas morning and this is the day when
his harvest begins.

Breakfast is barely over, and the apprentices have barely
time to snatch a few “pepper nuts” from the Christmas tree,
when the command is given to “move,” and twelve or fifteen
sprucely clad men and boys, their shining instruments in
their hands, descend stairs after stairs, until they reach that
region for which the apprentices have vearned for many a
day. And now the fun and work begins. House by house is
greeted with the strains of a polka, or a march, or a galop;
the youngest boy, cap in hand, enters the dwelling, and on
his return his face is a perfect index of the liberality of its
inmates. From morning until night continues this Christ-
mas greeting, not only Christmas day, but the next and the
next until New Year's day puts an end to this species of gen-
teel begging.

Christmas greetings are very apt to lighten the heaviest
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purse, for it is not merely the town musician who claims your
consideration. In the wake of the latter follows the military
band, who think themselves several degrees above the town
band, at least in musical respect, and their claims seem to
be acknowledged by their patrons if one can judge by the
increased largesse they receive.

Hardly has the military band disappeared when the night
watchman puts in an appearance. A doleful tune on his horn,
a strain of his midnight song, is an appeal that few refuse to
answer. Then in turn come the shepherd with his crooked
horn, the cowherd with his straight horn, the swineherd, even
the gooseherd, each one with his peculiar tune on the horn,
and each one more or less generously remembered. The let-
ter-carrier also comes in for his share of Christmas welcome;
perhaps the baker’s boy who brought your bread, the butch-
er's boy who brought your meat; in short, anybody that can
stir up the slightest claim pulls open your purse-strings and
you feel relieved when you think the last claimant has de-
parted, when a large crowd of men and boys form a half-circle
before your door and begin to sing. They are in uniform,
i e., the men wear a black surplice and square caps, Oxford
style, the boys wear stove-pipe hats in inverse ratio to their
size. They sing glees and motettes in excellent manner. The
fresh sopranos of the boys are particularly attractive. But
who are they? They are the embryo teachers, the embryo
precentors, the embryo organists of the country. Generally
poor, when young they enter the seminarium, where they re-
ceive, free of cost, instruction in the three R’s, music, and
possibly a little grammar and Latin. Patiently waiting for
years, growing in mind and body, for some vacancy caused by
death or removal of some other kind, and at last the Herr
Cantor gets a situation in some little village, gets married on
the strength of it, raises a family, teaches what little he knows,
plays the organ in Sunday’s church and fritters away a life
that, under other conditions, might have been a bencfit to
himself and to mankind in general.

But these promotions are slow in coming and in the mean-
time the poor seminarist must live. To eke out this miserable
existence the whole seminary is organized as a choral so-
ciety, who at noon of every day assemble and sing a few pieces
before the doors of the few patrons who contribute to their
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livelihood. But on Christmas and through the Christmas
week they give the benefit of their musical education to the
general public. Not a house in town is missed and poor and
rich alike contribute their mite to the support of these worthy
disciples of Apollo. To them, like to all of us, Christmas

comes but once a year, but with them it is always a merry
Christmas!



AN INSUFFICIENT EXPLANATION.
BY ELIZABETH CUMINGS.

In spite of the multitudinous duties that speedily beset them,
the Rev. Jonas Fitch and his bride had moments when they
were distinctly homesick. Their new parish of Pawpaw, situ-
ated in the corn belt of Indiana, had few points of resemblance
to Boston, and the accustomed is after all the great cushion
of life. Being descendants of Revolutionary heroes they did
not voice their feelings to each other, but they each, as by
a spontaneous impulse, sought relief in re-reading the Iliad,
of course in the original, as became natives of the modern
Athens and college graduates about whom the academic at-
mosphere yet lingered. Mrs. Fitch’s specialty had been math-
ematics. Before meeting the fateful Jonas, she had secretly
aspired to succeeding Prof. Maria Mitchell. But, having con-
secrated herself, so to speak, to the assistance of an apostle
of the Lord, time went in dish-washing and hunting up ortho-
dox church material, and little was left over for calculating
“right-ascensions,” and discovering new stars. Then, math-
ematics is an unsocial science. The Iliad, on the other hand,
can be discussed, and the Rev. Jonas had an opportunity to
air his views. He had many on all sorts of subjects, and, as
became his age, he believed them final. -Being of an intro-
spective turn, and much given to revery, he was inclined to
find in the Iliad, as in the Bible, occult meanings.~ The char-
acters were, he fancied, types of mysteries. FHelen especially
attracted him. He believed her a type of “the ever feminine,”
and he liked to talk about her at length, his hands folded, and
his eves rolled up, while Mrs. Fitch darned stockings, or
hemmed towels. Perhaps it was this division of labor that
made that little woman acrid. It is certain that she soon
openly sniffed at “the divine one” among women, and at last
said flatly she did not believe the like of her ever existed.
“She seems to me just vain and wicked,” she declared. “I be-
lieve she is just a figment of old Homer's evil imagination.”
“It has been my observation,” said the Rev. Jonas with ag-
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gravating self-assurance, and suddenly coming out of the
cloud-land of thought, “that fact beats anything man can con-
jure up. Yes, beats it all hollow.”

Mrs. Fitch with difficulty repressed a rising inclination to
sob. It seemed to her at once curious and suggestive that “the
divine one” had even yet the power to cause dissension. The
very next afternoon they went to call upon twin sisters, their
chief financial pillars, Mrs. Barkin and Mrs. Judd, elderly
widows living in a wide, brick house set well away from the
cottonwood-shaded street.

The twins were sitting on their east gallery knitting shells
for a counterpane out of cotton yarn. Now and then a scarlet
bilsted leaf floated down the quiet air. Delicious herby scents
came from the blossoming dahlias and marigolds. The blue-
birds, flitting in flocks about the osage hedges shutting in the
grounds, lisped softly to each other, “summer is ended,” but
the violet sky was the sky of June. Though it was their first
formal visit, the minister and his wife declined to be shut up
amid the glories of the sacred parlor, which the sisters spoke
of descriptively as “their saloon.”

“Let us sit here with you,” pleaded the minister. “And tell
us about vourselves. Were vou born here, or did you, like
us, come from somewhere?” “We alls war bawn an’ raised in
No'th Cliny,” replied Mrs. Barkin, the more talkative of the
two. “We kem urp hyur after th’ wa’ along 'ith them as we alls
never ‘'a’ missed if so be thev'd staved behind, which do show
as thur Lord don’t shower down no blessins onadulterated.”
Her dark eves were intent upon a small figure moving like a
pink cloud down the steps of the next house. “My husband,
Joel Barkin. an’ a better man never lived, he usitur say as
thur saints’d spile in no time with nawthin to "flict ’em, an’
keep ’em in practice, which may be thur reason as Providence
do lay sich a pow’ful hand on some as don't no ways set
theirselves urp to be fust in thur kingdom.”

“I b’lieve in thur devil, Mr. Fitch. I do fo’ a fac’,” inter-
posed Mrs. Judd, who evidently was laboring under some ex-
citement. Though the image of her sister, a less mild and
philosophic temper was indicated in the sensitive region of
the lips. She was, too, a trifle less stout, and wore her wid-
ow’s ‘cap with a more coquettish air. “Ef so be, you mean
thur Widder Newphar, Anibel.,” she continued, addressing her
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sister, “I’d advise ye to speak right out. Thur minister an’
his folks air bound fur tur meet urp ’ith her mighty soon, fo’
onless all signs fail, she are about tur treat herself to a seb-
enth husband!”

“Mercy to me!” exclaimed the minister’s wife, while her
Jonas glanced at her triumphantly. “Has pretty Mrs. New-
phar, who leads our choir, been married six times?’

“Yes’m, an’ ef it wur possible, she might a been married
sixteen times, thur men are that betwattled with her,” said
Mrs. Barkin calmly. “An’ she are fifty year ole, an’ thur
mother o’ our chilPn in law. Yes’'m, Hennery Jawn, Ama-
bel’s son, married her daughter Julany Sawyer, her paw war
an inventin’ man as got urp a flyin’ machine as flyed plum
away 'ith him an’ never brung him back, which some folks
say war planned, an’ my Emmy Jane she married her son
Abimelech Weaver, her oldest. Ab’m’s paw war killed six
months after he war married to Linny by a tree fallin’ onto
him, which warn’t, I’ll ’low, his wife’s fault. As fur Sawyer’s
flyin’ away a puppose, whyee, I ain’t one to be plumb sure o’
whut you can’t prove.”

“Mrs. Newphar must have been a very fascinating woman,”
commented Mr. Fitch, rubbing his lean jaws with a bony
hand. “Must have been a wonderful person in point of fact.”

“She never knew mo’n a pinchin’ bug,” replied Mrs. Judd,
with keen scorn. “On’y this mornin’ she says to me, says
she, ‘Amabel, do you reckon this yur talk about thur tilin’
masses bein’ eat urp by gold bugs are true, an’ we ’re goin’
tur have a pes’ilence?”

“All T said was, ‘Thur Lord’s will’s goin’ to be done, but
I don’t reckon this country aire goin’ to be talked tur pieces.’
I know’d I’'m ign’ant enough tur make a bigger mistake in-
side an hour, but I war sorry a thinkin, o’ our chill’n havin’
sich mothers an’ mother-in-laws. However, Linny Newphar
know how tur sing, an’ how to dress herself, an’ keep young,
if that are wonderful.”

Mrs. Fitch fanned herself uneasily. A diplomat would, she
felt sure, have something to say in such an emergency that
would sweeten the currents of thought in the two sisters, and
then divert them into new channels. But inspiration failed
her, as it often does most of us in trying moments. She was,
too, anxious to hear more about this beguiling woman, who
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in the choir had seemed a delicate creature in the early twen-
ties, and whose voice had a peculiar, touching quality, inde-
scribable, a something that set the nerves thrilling. Mrs.
Judd hastened to relieve her curiosity. Her soft tones were
prideful. “We alls, thur Tubbinses, thur Newpharses, an’
thur Papineaus war raised in Peach Settlemint,” she said.
“Our father, Dan’l Tubbin, kep’ a sto’; an’ owned leben nig-
gers. We alls, Anibel an’ me, warn’t raised tur do a lick o’
work. Yas'm. Our ma war a Newphar. Thur Papineaus
war po’ white trash, an’ down tur thur very bottom o’ thur
pot,an’ Linny she war jis’ a lank-legged, red-headed little hus-
sy mighty glad o’ a pa’r o’ ole shoes, ur a cas’ off gown, till
a preacher by thur name o’ Rukes came to our place, a
preachin’ that thur end o’ thur world wur at hand. He foun’
out Linny Papineau could sing, an’ thur way he kep’ her at it
wur a caution. Thur war one tune especial he war allays a
callin’ on fur, an’ thur words war,

‘Oh, haste ye sinners, turn and pray,

For just at hand is the great day

Of judgment and of burning.’

“O’ cose thur women couldn’t see Linny a goin’ tur meet-
in’ with scurce enough clothes tur cover her, an’ she war
rigged forth, an’ she had a way o’ puttin’ things on ’at wah
jis’ outdacious.”

“Thar warn’t nawthin’ as warn’t becomin’ to her,” inter-
posed Mrs. Barkin, dispassionately. “An’ havin’ had good
clothes once she jis’ nachelly kep ’em, fo’ she begun tur scuffle
fo’ herself, an’ spun, wove, an’ sewed, an’ so forth, fo’ all
twould have her, an’ it war then our Bud Joe fell in love
with her. They alls wore ’cension robes at sich times, as Mr.
Rukes ’lowed it would be advisable, an’ Linny did look like
she could fly easy in hers, it bein’ white, o’ cose, an’ she’d
perked it out with ruffles. She showed she had thur shenani-
gan then in homespun, jis’ like she do now in ole rose silk,
an’ pea green, an’ sich. Mr. Rukes, fo’ all thur time war
short, ’lowed he'd be pleased tur spen’ what thur was o’ it
with her, an’ thur war our Bud Joe. But she took urp with
Ab’'m’s paw, who kem o’ thur Weavers in thur nex’ county,
an’ got a livin’ preservin’ peaches mostly.”

“Did they can peaches then in North Carolina?” asked Mrs.
Fitch in astonishment.
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“Oh no'm. Jis’ made brandy o’ ’em,” chuckled Mrs. Bar-
kin. “Well, Sam’l havin’ let a tree fall on hisself, our Bud
Joe coated Linny a second time, she havin’ got mo’ an’ mo’
entrancin’, but she took urp with Jim Talley, thur dep’ty
sher'f, an’ Joe, driv fairly wild like, shot hisself through th’
neck, an’ war brung home plumb dead.”

Mrs. Fitch cried out in horror, and the Rev. Philetus raised
his eyebrows. He was quite sure no woman would ever drive
him to despair, but he was none the less curious about a man
who had been thus coerced. “It war a pow’ful stroke tur

maw,” continued Mrs. Barkin, calmly. “It war lucky that
Linny’s man took her to Saltville tur live thur eight months
as he survived. The wa’ had bu’st forth, an’ them war ram-
Pagious times, an’ Talley he got shot in thur lights, by some
mmen in thur mountings as war Federals. He lef’ his wid-
der comjortable, but them war lonesome times an’ it war on’y
ten months when she married urp with Timothy Dowd, who
could stay tur home if he war so minded, he havin’ los’ thur
use 0’ one eye, but uncommon knowin’ tur see with th’ other,
an’ could play thur fiddle, an’ havin’ a right smart o’ land, an’
niggers, an’ mules, an’ turpentine. Amabel an’ me war mar-
ried urp ourselves at that time to Saltville men, an’ on thur
same day, which maw said war an uncommon savin’ o’ cake,
the same bein’ foun’ necessary somehow tur weddin’s. O’
cose we all lived at Peach Settlemint, fo’ my Joel an’ Amabel’s
Eli war both in thur army, an’ we all war shut o’ thur sight
o’ Linny till Timothy, he somehow got hisself burned with
turpentine till he died. Then she kem home, an’ set herself
urp in thur ole Mitchell homestead, thur family bein’ gone
offen thur face o’ thur earth, an’ she took ole Papineau home
with her, an’ done fo’ him, an’ begun fo’ to take reg’lar music
lessons on Lucy Mitchell’s ole piano, which f'om néglect an’
rust had got tur sound like it war a tin pan. She learned tre-
menjous, and soon know’d mo’n her teacher; but ole Papi-
neau war ole Papineau, jes’ like a hawg ain’t changed when
you put him in a new pen, an’ sir, one day he got pow’ful
drunk, an’ he lay hisself down in our shuck pile a smokin’ his
pipe. an’ fust we all know’d thur settlemint war burnt out root
an’ branch, as ye may say, except Linny, thur ole Mitchell
homestead bein’ a right smart away fom thur big road. Our
paw, though ole an’ mightv religious., warn’t one of them
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pious as sots down an’ talks about “thur Lord’s will,” an’ let-
tin’ it “be done,” whilest somebody elst does thur scufflin fo’
him. It war jis’ thur fall afo’ Lee’s surrender, an’ we alls
lived in thur ole school house, thur bein’ no other place ex-
cept we go with Linny, which we all pintedly wouldn’t. But
come spring, Linny she kem urp hyur into Indiany fo' tur
see some o’ thur Weaver kin, an’ she writ back that thur war
a right smart chanct fo’ folks hyur tur raise cawn an’ hawgs.
Paw he ris urp, an’ he sole his pine land tur a Yankee as give
him a right smart mo’n ’twus wuth, thur trees bein’ win’
shook, an’ we an’ thur Newpharses, and thur Barkins, and
thur Judds kem urp hyur, ‘fo’’ says paw, ‘tur do business a
man hasitur have money, or be whur there is money.” Thur
war coal foun’ in our land, a right smart chanct 0’ it, an’ work
an’ thur Lord’s blessin’ have done thur rest fo’ us. O’ cose Lin-
ny she captivated the men urp hyur, jes’ like she did in No’th
Caliny, an’ fust off fo’ her footh war Joshua Sawyer, a York
state man, Julany’s father, an’ thur inventin’ feller. Well, after
he flyed away, she war nachelly jubious in her min’ fo’ a
cornsidable length o’ time. But bein’ berefted affected her like
brick dust do tin. She jis’ got harnsomer an’ harnsomer, an’
as fo’ her singin’, well, sir, thur music folks said she war plum
inspired, an’ a Dutchman as come from Indianopolis, he got
her to sing opry, in a low-necked waist an’ long ear-rings,
an’ she did look beautiful.”

“She looked bodacious!” snapped Mrs. Judd. “It war fo’
thur benefit o’ thur tem’erance society, an’ she married thur
president o’ it thur nex’ week, Philander Rugg by name, an’
a Pyer by profession. It did seem like Linny war a goin’ tur
settle down atter that, but Mr. Rugg he went down thur Mis-
sissippi fo’ somepin or another thur nex’ year, an’ thur boat
blew itself tur pieces, an’ that war thur end o’ him, fo’ his re-
mains war never foun’.”

“Linny made a mighty pretty widder that time,” said Mrs.
Barkin, taking up the narrative. “An’ o’ cose she sang tur meet-
in’ an’ everywheres thur war a chance, an’ that thur Mr. Natt-
kemper made chances fo’ her to sing high, squeally pieces with
them there low necks on, an’ he an’ all the other music folks’d
sit on thur front seats, an’ roll urp their eyes like ducks in a
shower, an’ say, ‘How beautiful it war? Well, when it come
July, Amabel had a decline o’ thur healths. Eli, he’d built
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T:his yur house after one him an’ Amabel saw in Indianopolis,
—wwith a hall to one side, an’ a saloon, long an’ slim an’ narrer,
=z’ Linny she war plum gone on it. She would sithe, an’
= whimper, an’ say, ‘If the Lord’d on’y spared her precious
= Rugg, she’d a had a house with a saloon jes’ that away.” An’
T then she sit down to my Emmy’s piano an’ sing, ‘Weary, so
;- weary; oh, weary of tears’—enough to break your heart.

Orn’y my Joel he’d never pity her. He said she ought to sing,

‘My path in life is choked with weeds,
I’'m wearing them because

My late lamented husband’s gone;
Oh, what a man he was?!

“He usitur say as she jes’ ‘hoodood her men, an’ as
thur man as dast be her sixt’ would dast anything’” Well, as
I was sayin’, Amabel had a decline o’ her healths, an’ fom th’
first, she would no ways see Linny, who begun in conse-
quence tur hang aroun’ Eli. Somehow she war allays a
chancin’ on him a comin’ fom thur pos’office, ur thur grocery,
ur thur mill, an’ he begun tur speak urp fo’ her as ‘a mighty,
smart woman,’” which it give me aiger chills tur hear, as Ama-
bel she war a gittin’ wusser, an’ wusser, so she war bedfast,
an’ shrunk away tur a shadder. Even ole Doc Lummis ad-
mitted one day as she must be roused. Says he to me, says
he, ‘Sis Barkin,’ says he, ‘my ’lixer pills have rousted folks
plumb outer their graves, but it don’t seem like they move her
a paag. The Lord hasitur help, or she’s gone.” Well, it war
an August day, and thur heavens war shet tight down onto
thur uth, an’ Eli he didn’t go out, we war that tarrified, but
lay down on thur lounge in thur settin’-room, an Ab’'m, an’
my Emmy, an’ me war a watchin’, Ab’m a fannin’ o’ his maw,
when Linny outwittin’ thur hen-headed hussy we had in thur
kitchen, got in. Fust she come on Eli, an’ says she, in a
voice all butter an’ honey, ‘I know all about it, dear friend,
jes’ cas’ yourself on thur Lord” Thur nex’ minute, afo’ I
could collec’ myself, she war in thur room. She give a kind
o scretch when she sees Amabel. Then says she, a holdin’
urp her han’s, which war mighty pretty an’ white, ‘I hopes
you’'ve made your peace with your Maker, Amabel. You've
been mighty worldly, an’ took urp with th’ things o’ this
sublunary spere. But yore past all that now. Yore goin’ tur
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leave a good home fo’ somebody, an’ a generous provider, an’
a goin’ to your las’ account, an’ I hopes yore prepared.’”

“‘I hope I am,’ says Amabel real hearty an’ sharp. ‘An’
I'm also prepared to live. You needn’t no ways wear yourself
out about my soul, Linny Papineau. Jes’ now I’'m goin’ tur
have a cup o' coffee an’ a biled, fresh hen aige.””

“I war roused,” put in Mrs. Judd with much energy, “an
I've outlived Eli ten year already.”

“I’d orter explained as there war a new preacher at thur
New Light meetin’, as carried a cane, an’ said he experienced
sich blessin’s as he couldn’t sin no mo’ an’ Linny’d been keep-
in’ her hand on him like till he called her ‘an angel,’” contin-
ued Mrs. Barker. ‘“He war a Newphar from Kentucky, an’
on’y remote kin to maw’s folks, an’ he had long light hair
like wire, an’ big, pale, gray eyes, an’ folks come to hear him
from all over thur county, an’ they got so full o’ religion
thev had fits, an’ Linny she whu'lled in, atter Amabel war
roused, an’ sung {0’ him reg’lar, an’ at las’ she married him,
an’ they moved tur Hominey Junction. I never know’d how
theyv managed, but he war thur toughest o’ Linny’s men, an’
I reckon thur mos’ wearin’. She aint said much, but she aint
had no use fo’ preachers sinct, especial them as claims tur
be extra sanctified, an’ she have now been a widder six vears,
though havin’ onnumbered chances tur change her name.
Elder Newphar he didn’t leave her nawthin’ but a few books,
an’ a pair o’ baptismal pants he kep’ tur have handy fo’ sich
as mus’ be immersed into thur kin’dom, but she had prop-
putty enough fom Mr. Rugg’s land turnin’ out tur be full o’
block coal, an’ she’s been tur New York, an’ studied thur
voice, she calls it, so it aint no wonder she can lead thur Paw-
paw choir like she do.”

“She an’ Col. Pinner aire pintedly comin’ hyur,” cried Mrs.
Judd in great excitement. “Jes’ look a yan!”

Mrs. Fitch started nervously. She felt her curiosity to
have a near view of the fascinating Mrs. Newphar was indeli-
cate. Her husband was, however, otherwise minded. “I,
Amelia, propose to wait,” he announced.

Col. Pinner, the great politician of the district, bore himself
jauntily. A sharp eye might have noted his black beard and
hair had greenish lights, and that his width of shoulder was
the result of art, and much cotton wadding. But to the ordi-

’
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nary observer he was, all in all, a man to look at twice, show-
ing at once, as he did, a fine appreciation of what a congress-
man owes himself, and the public, in the way of deportment
and toilet. The little woman with him was a marvel of pink
and white prettiness. Her eyes were as brightly blue as the
sky,and had the guilelessness of childhood. Her reddish blonde
hair, indisputably her own, waved in a fluffy bang above her
delicately curved forehead. Her figure was girlish, her move-
ments had the grace of sixteen. Only young eyes could see
in a strong light, that over the soft skin was a crape-like veil
of etching. Her manner was simple, her voice singularly low,
and sweet.

“Wish me joy!” she said, addressing both the sisters. “I
have promised to marry Col. Pinner next month, and I am
very happy.” The twins murmured good wishes, not without
embarrassment, and the minister rising offered his hand, and
introduced his wife.

“Thank you,” said the Colonel, raising his hat, and making
a comprehensive bow to the company. “I am the one to be
congratulated. I am going to have the pleasure of intro-
ducing your charming friend,” he turned to the sisters, “and
Telative, not only to my friends in Washington, but to Europe.
[ go in April to Russia on government business.”

“He’s deefer'n ’n adder,” snapped Mrs. Judd the moment
the two were gone. “But tur think o’ Linny Papineau, thur
lowest o' po’ white trash, a cuttin’ a swell in Washington ’'n
then in furrin’ parts! Cinderella’s nawthin’ to her. Our rela-
tive, indeedy!”

“I will say as Linny allays speaks well o’ her various hus-
bands onless it may be Elder Newphar,” said Mrs. Barkin,
dispassionately. “My Joel, he usitur say as she war a great
woman in her way, an’ a plumb mystery.”

“She are a bodacious minx,” cried Mrs. Judd irritably,” an’
as fo’ Joel, he war nawthin’ but ur man. She’ll sing and smile
her way pas’ St. Peter, I reckon. Eli’d allays ruther hear her
sing’n to eat. Goodness tur me! She aire dumfoundin’!”

“It must have been her voice,” said Mrs. Fitch when she
had lighted the evening lamp, and the Rev. Jonas had
brought forth his Iliad. “I have noticed that musical women
are always attractive.”

“Her voice is an insufficient explanation,” said the Rev.
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Jonas, who needed no enlightenment as to the personality un-
der discussion. “And I have known women of rare musical
gifts decidedly unattractive.” He had stretched out his long
legs, and, putting back his head, rolled up his eyes. “To me,
she is a modern Helen. A mystery.”

Mrs. Fitch's lips trembled with scorn, and vexation, but
mathematics had taught her an exact habit of mind. She
knew she could not declare Mrs. Newphar a creation of a
diseased imagination. She knew, too, she could not account
for that lady’s progress through life. More than all, she
knew her Jonas was quite capable of arguing all night. Slip-
ping a ball into the toe of one of her lord’s socks, she medi-
tatively drew the worn spaces together with deft stitches. “I
think,” reiterated Jonas, drawing himself up, “she is truly a
mystery.” Receiving no reply he took up the book. Thev
finished it that evening and Mrs. Fitch declined to re-read
the Odyssey. “l am going to study the problems in conic
sections sent me by my old instructor at Smith for a time,”
she said sweetly. “My mind needs to rest.”



THE MAKING OF A SONG.
BY WILLIS JAMES BALTZELL, A. B.. MUS. B.

A distinguished writer on the subject of Aesthetics traces
the phenomena of the world to two sources, spirit and mat-
ter, and to a combination of both, since neither source rarely
exists alone—at least within the range of ordinary experi-
ence. In applying this analysis to a song, we consider the ma-
terials. musical and literary, as one element, the work of the
poet and of the composer as a second, the combination of
the two, the finished song or the product, as a third element.
Of course there may be distinctions in the product resulting
from mind acting on matter, and indeed must be, to give to
certain products what is known as art form; differing in this
respect from certain other products not so classified. What
causes this difference is not the province of this article to in-
vestigate.

Starting with the proposition that someone has conceived
the idea of writing a song, it is evident that certain conditions
must be observed in the making. A song consists of music
to be executed by the human voice in conjunction with ar-
ticulate sounds, as embodied in words. Hence two elements
are necessary, text and music. The element of the text will
be considered first.

It is rare, indeed, that one person unites, in himself, the
functions of composer and poet, although such a condition
would, perhaps, be ideal, especially were it possible that both
gifts should have equal power of expression within the range
of their respective mediums. Since, however, a composer
must depend upon others for his text, a very important step
toward the making of a song would seem to be taken in the
selection of a suitable text.

It is evident that no hard and fast rules can be laid down
in regard to the selection of the text, since men will usually
act in accordance with their ideals, and these are largely de-
termined by individual knowledge. It is no part of the policy
of the writer to make distinctions, that might appear invidi-



260 THE MAKING OF A SONG.

ous, otherwise he would quote extracts from songs purchased
at random from the stock of music dealers, and try to draw
some principles from these by way of illustration.

It is truly a deplorable fact that so much inferior text has
been used in song writing. This condition arises from the
fact that the composer is frequently a man of scant literary
culture, and sometimes, even of irregular and meager educa-
tion. Dr. H. A. Clarke, Professor of Music in the University
of Pennsylvania, said to the writer that, in his opinion, no one
should attempt song writing who has not a thorough ac-
quaintance with the principles of prosody. The absolute truth
of this statement, it seems to me, is so apparent, that no spe-
cial amplification of the thought is necessary.

The text may be inferior or unsuitable for various reasons,
such as concern rhythm, accentuation, poetic or non-poetic
quality of the words, character of the central idea, lack of
unity and effective climax; it may be forced, vague or dis-
connected in thought, written up to rhymes, or may contain
other faults of a general description, or may be lacking in
artistic form, and defective in construction.

It is a frequent complaint of teachers of singing, that good
teaching songs are scarce, and the writer's own experience
confirms this. Teachers are compelled to change songs in
various ways, and doubtless have been questioned by pupils.
“Why do you give me this song, if you find it necessary to
make changes in it?”

Is it not a fact that in selecting songs for teaching pur-
poses, many are found which are really unsuitable for use by
pure-minded young women; and what is still more to the
point, unsuitable for public rendition because the text is
mawkishly sentimental, ultra-erotic, prurient in content, vague
in meaning, and lacking, more or less completely, in true
poetic nature?

The writer inclines to the opinion that the best song writing
can be done when the text is truly and purely poetic in char-
acter and language. Prof. Corson of Cornell University,
whose statements in literary matters have the weight of au-
thority, in a work recently published, entitled “The Voice and
Spiritual Education,” says that poetry, and even impassioned
prose, is an idealization of language, and demands a corre-
sponding idealization and elevation in vocal expression in the
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reading. If this be true, if idealization of language be a con-
dition of true poetry, how much of what is written in verse
would be rejected as impure and non-poetic. I have often
been disposed to question if any good is done to the art of
song, or to the singer, by the addition of a musical setting
to little stories in verse, such as are ordinarily called “bal-
lads.” It does not strike me that such writings deserve or
need music to heighten their expressive qualities. It is draw-
ing music to lower levels than her proper place. We read
much of the mission of the art of music, and its duties are
preached to us from the pages of every music journal in the
land, yet one seldom sees any note of the wretched debase-
ment which music suffers in being wedded to vulgar, un-
poetic, silly, trifling or simply unsuitable verse.

Mr. Rupert Hughes, in his articles on American Com-
posers in Godey’s Magazine, has written forceful and timely
criticisms on the text used by various composers.

But granting that the composer has literary training suffi-
cient to insure ability to select fit text, he is obligated to
choose such lyrics as are suitable to his powers. Not every
composer can use successfully all styles of text. Some have
capacity for the expression of passionate, dramatic effects;
others are most successful in quieter, more flowing expres-
sion, partaking more of a discoursive or reflective nature.

After the text has been chosen, the next step is to study it.
This study should be two-fold in nature, according to the
elements of an art-work, its material, and its imagery or
emotive side, which may be considered to represent the spirit-
ual element.

Let us first take up the material clement in the text. The
first step, as it seems to me, is to study the rhythm. This is
absolutely essential to a proper appreciation of the correct
thythm of the song, for one should perfectly correspond with
the other.

It is possible that some may wonder why prose is not avail-
able for the purposes of song writing as well as verse. It is
answered that verse does not, of necessitv, imply rhyming
final syllables. It may exist without the latter, but can not
exist without regularity of meter, the result of which is favor-
able to division into symmetrical phrases. one essential of
musical composition. Impassioned prose frequently shows as
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strongly marked and evident rhythmic beat as verse, but this
is so rare an occurrence as not to affect the principle stated
above.

The basis of rhythm lies in the unit of measure, which is
itself divisible into two or three parts, or multiples of two
or three. This in music gives rise to duple or triple rhythm.
I have noted songs in which, it has seemed to me, the com-
poser has not felt clearly the difference between a duple and
triple rhythm. There are poems is which three successive syl-
lables can be written in either rhythm, e. g., an eighth note
followed by two sixteenth notes, or three eighths. Care
should be exercised in such a case as this, and the rhythm
which best suits the text and its character should be selected.
It is evident that the rhythmical figure of an eighth and two-
sixteenths is more agitated than one of three-eighths in a trip-
let, which is smooth and flowing, although the latter may be
rapid in succession.

The character of the text must be considered. If this be
passionate, rapid in action, if strongly accented words and
syllables follow in close succession, the time should be duple
rather than triple. Occasions will also arise in which the com-
poser must discriminate between simple and compound
rhythm, noting, however, that a slow duple is equivalent to a
rapid compound. In general it may be said that triple rhythm
expresses more rapid motion than duple, yet lacks the agita-
tion and restlessness of the latter. It is easy to understand
why it is more rapid, since the unit of measure, abstractly
speaking, is, in one instance, divided into twos, in the other,
into threes, hence the individual succession will be more
rapid in the latter. The time valuc of the unit of measure is
determined by the character of the text.

I have noticed cases in which composers have used simple
rhythm where compound should have been used instead.
Many songs written in 3-4 time should properly be in 6-8,
according to the distribution of expressive accents in the text.
It may be said that compound rhythms are more quiet and
flowing than simple; triple rhythm generally lacks the
strength and dignity of duple.

Cadences have great influence in defining the expressive
qualities of a song. Certain musical cadences are strong and
final, others are inconclusive, unexpected and vague: some are
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restful and others are unsettled in character. The cadences
of the poem should be studied carefully so that the musical
cadences may correspond in effect, as to finality or incon-
clusiveness. Caution must be observed and full cadences, es-
pecially in the tonic key, be avoided except when the current
thought is unmistakably closed. This suggests a weakness
in the strophe form so common in song writing. It suits
some poems, but not all. It seems unsuitable whenever one
idea passes through several stanzas. The fault of over-use of
full cadences is very common in the works of song writers,
" and shows lack of musical feeling, of thorough training, or
lack of an honest principle and endeavor to do writing which
trulv represents the poem; or, one might call it musical lazi-
ness.

In studying the spiritual side of a poem, especial care is
to be given to appreciation of the thought contained in it.
If the poem be a true work of art, there will be something in
it It can have but one true meaning, and the thought must
be fully appreciated else the real meaning will remain un-
known. A valuable aid to the study of the meaning of a poem
is to read it aloud. This opinion is confirmed by high au-
thority. The thought of the poem may be contained in
similes or in imagery or word-pictures which constitute a
metaphor. These pictures may be direct in representative
quality or may express certain emotions, or the emotions of
a poem may be presented without the aid of simile or meta-
phor. A poem is usually a medium for the presentation of
imagery or word-pictures, or representative of emotions. The
duty of the composer is to appreciate the thought of the poem,
conceive its pictures, assimilate its emotions. Having done
this, he has reached the final point of his analysis.

But analysis is not all. The creative faculty which is now
to be exercised by the composer is essentially synthetic, at
least in its primal manifestation. The writer believes that
what we apprehend in various art products is but a manifesta-
tion of aesthetic feeling under varying conditions. The hu-
man mind is the generating point of all art products, and the
human mind works according to well-defined laws, which
are the same in all cases, the difference in results being due
to the difference in the nature of the materials used. By way
of amplification it may be said that it is possible to conceive
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of a body of men taken from the different art callings, one
a poet, one a painter, another a sculptor, and still another a
musician. Let us suppose that the idea “Solitude” is sug-
gested for representation. Is it not true that each one would
be able to conceive and to reproduce for the world’s appre-
hension the expression of the idea “Solitude,” one in colors,
one in marble, the third in words, the fourth in musical
sounds? The mind, in each instance, will work according tc
its laws, the results being determined by the materials em-
ployed: each kind of materials developing a peculiar set ol
laws. So I believe that in the study of a poem, a composet
should strive to appreciate and to assimilate the central idea
Reading a poem aloud, memorizing it, studying it, will fill
a composer so completely that his mind should grasp the
essence of the poem, which essence is to be transferred to
another art and expressed in new materials and according to
the special laws involved in the use of these new materials.

The composer now reaches his own peculiar work. Hav-
ing received full and completc impressions upon his emotional
niature, he seeks the expression of these impressions in mu-
sical terms. The music will consist of two elements, the voice
part and the instrumental setting, or the “melody” and “ac
companiment.” As to the method of preparing these, two
methods are open to him: one to invent a melody and then
to add an accompaniment to it: the other, to make the melody
and accompaniment inter-dependent, or, to express it other-
wise, to make the musical portion of the song the counter-
part of the poem, which has its own melody, and that melody
inseparable from the poem itself, for the poem is the very
raison d'etre of the melody. Of the two plans, the latter is
certainly the more highlyv organized.

The composer’s view of the poem is dual in nature, ob-
jective and subjective. In the objective side is embodicd the
fact that the poem is made up of pictures or statements which
exist in the poem itself, apart from the composer and inde-
pendent of him. These pictures or statements are the medi-
um for the presentation of the thought and have their own
special character. To represent this I conceive to be largely
the province of the instrumental portion of the song.

The subjective side is the impression which these pictures
or statements make upon the composer—which should also
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be made upon the hearer of the song—and the voice part of
the song, or the melody, is its natural expression. The mel-
ody in its rise and fall or “melodic curve,” as a certain writer
expresses it, and in any other distinguishing feature, should
be the representation of the rise and fall of emotion, or, to
state it differently, the varying strength of the mental stimuli.

Having filled himself with the thought or central idea of the
poem, I think the composer should attempt to find the corre-
sponding instrumental expression—having due regard for
harmonic basis and rhythmic pulse—which represents the
thought; or, one might say, the musical equivalent of the
thought, which becomes the setting—as the metal to the jewel,
the background to the central figure in a painting, the gar-
den to the mansion. It seems to me that this should be con-
ceived first of all; not necessarily in entirety, but at least in
essential characteristics. I do not think it the province of
song to attempt the finding of a melody, per se, for mere mel-
ody is not expression sufficient to represent the whole con-
tent of a poem. As said before, the creative portion of a com-
roser’s work is synthetic. To rely upon melody alone, is
denying to the poem its inherent right to complete expres-
sion, to be presented ornatelv and in rich, warm colors, if
such be demanded. But whatever be the character of a poem
it can be more truly represented when the voice part bears
such relation to the instrumental portion that it becomes an
integral part of the song, rather than the song itself.

There is a great divergence of opinion as to the precise
content of the word “melody.” Taking the popular accepta-
tion of the word, as defining the nature of the term ‘‘melody.”
I would say I do not intend to decry it. I think music should
strive under all circumstances to embody melody: my objec-
tion is to the narrow limits within which manyv would cir-
cumscribe the term.

I conceive the melody of a song to represent the emotional
side of a poem, and its flow, melodic direction or curve should
be the direct outcome of the varying strength of emotion
aroused by the appreciation of the poem. I believe the in-
flections of speech used by a well-trained reader make a valu-
able guide to a composer in reducing to tangible form the
melodic impressions received from a poem. I hold to the
opinion that if one can not read a poem in such manner as
to indicate clearly and unmistakably the meaning, he can not
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render the song which consists of the same series of words
and accompanying music. One of the great teachers of sing-
ing, whose name is familiar to the vocal world, makes frequent
use of reading in connection with the study of songs. If
reading be an aid to the singer, why not more so to the com-
poser? What advantage is it to a singer to gain a perfect
appreciation of the text, if the composer has not done so
before: if the composer’s work be untrue to the text?

The writer does not mean to suggest that the method indi-
cated will enable any one with a knowledge of the science of
composition to *‘make a song.” The ideas set forth are rather
an attempt to study the mental processes involved in song
making, and seek the point of union which must exist when
the conception represented in one kind of materials is to be
transferred to another. In this respect I view a song as a
work in which both words and music should be equally rep-
resentative.

In regard to the technical equipment of a song composer, I
venture to suggest a few thoughts. No musician can do his best
in song writing who has not studied the influence which the
use of the human voice, in that form of activity denominated as
singing, exerts upon the musical materials used. I do not
believe that the knowledge of the registers, the range of each
kind of voice, and other matters of limitation which are
easily learned, and form the major portion of the. equipment
of many would-be song writers, is sufficient. The real genius
of the voice, as a musical instrument. should be studied and
mastered; that which distinguishes it from all other means
of producing musical sounds, such as the violin, flute or clari-
net. It frequently happens that the director of an orchestra
is asked to examine scores in which the range of the various
instruments has been carefully respected and even technical
difficulties peculiar to each instrument observed, yet the real
nature of some instruments and their true capacities neglected
or even violated. So can it be with the human voice, and such
is often the case.

What is in the mind will come out when the mind seeks
expression. No more, certainly; often, less. The mind acts
in channels which become strongly defined by frequent repe-
tition of the same act, thus promoting quickness and freedom
of mental activity. If a man has learned. it matters not how,
whether by personal study under the direction of an experi-
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enced teacher or by virtue of mental grasp—if he has learned
the true nature of the singing voice and its capacities, his
work should follow the proper lines without special thought
or care. His song writing should be vocal in nature. Such
is the power of the human mind to work in directions proper
to the predetermined conception.

If the composer has devoted himself to the study of mu-
sical science, not simply harmony, but also the various forms
of contrapuntal writing for stimulus to melodic invention, or-
chestration for tone coloring and representative effects, and
form for its value in construction—if the composer has done
this, and he received a musical nature as a matter of mental
gift, the study of a poem on aesthetic-psychological principles
should give to him a conception which will seek musical ex-
pression. The value of that musical expression, artistic or
commercial, will be determined by the strength and capacity
of his musical knowledge and experience, and sometimes by
entirely adventitious circumstances.

By a musical nature I mean that quality in the mind which
impels an individual to seek expression of his emotions in
musical materials rather than in any other way. The poet
sees a bird flying in the air and some conception is flashed
through his mind which he expresses in language; the analo-
gy is plain as regards the painter, sculptor and musician. This
mental quality is a prime essential to the musician.

Many are disposed to view song writing as one of the lower
forms of musical expression. I think this idea correct in the
main; but there can be as much variation in the musical value
of songs, from the lower to the higher forms, as between a
common brass band march and a symphony. The quality is
determined by the kind of work done, and by the adherence to
recognized art-forms, and song writing may conform to true
art-principles.

A song may contain a clear system of tonal relations, well-
defined rhythmical figures, and artistic form; a sonata can
show no higher elements, the difference lies in the construc-
tion. Of course it is recognized that the sonata form is the
most highly organized form in present use.

My plea is for earnest, thoughtful work on lines as clearly
defined and prescribed as in the larger forms of instrumental
writing. This can not but remove song from the low stand-
ards so evidently followed by many writers.



FOLK-MELODY.

BY H. F. GILBERT.

Much has been written in appreciation of the primitive yet
beautiful poetry of the folk-songs. For many years this de-
partment of folklore has been closely studied. Folklorists
have frequently brought to light a rough-hewn stanza con-
taining exquisite and romantic thoughts, which were expressed
with charming niiveté. It seems that the melodies to which
many of these songs are sung are equally worthy of atten-
tion. It is of these melodies that I wish to speak.

The people of a nation are usually possessed of several mel-
odies more or less musical, to which they either chant or de-
claim their popular poetry or accompany their accustomed
work. The origin of these melodies is as mysterious as that
of the folk-poems. It is supposed that one of the people, of
a more musical nature than the others, originates the melody
which, in course of being sung or played, is adapted to the
general idea. A distinctive characteristic of a folk-melody
is, that it is the product of many minds, rather than being the
apparent product of one only. In fact, it possesses nationality
rather than individuality. One of the elements which go to
compose melody is rhythm; a regular division of time. So
a person performing any kind of labor which requires regu-
larity of movement, has one of the elements of a song all
ready to hand, and, as to sing is an inborn tendency, he soon
supplies the other elements of melody, and there we have a
folk-song. The work helped to compose the song and now
the song helps to do the work by inducing the man to strike,
or the woman to rock the cradle, in time to the music.

While in the field the primitive hunter found that to imi-
tate the calls of birds was a useful acquisition, and from
this sprang a class of folk-melodies which imitate bird-song.

Almost every occurrence in the lives of primitive peoples
has called into being its own peculiar music, either bright
and joyous or dark and lugubrious, as the case might be, but
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all reflecting the national character with more or less sin-
cerity. Thus funeral and marriage music, music to accom-
pany various incantations, melodies supposed to possess me-
dicinal qualities, prayer melodies, love melodies, and melo-
dies to which the historical records of the people were chanted,
so that by remembering the melody one could call to mind the
words. This method was also used to assist in remember-
ing the laws. An interesting modern example of the tend-
ency of the people to melodize is to be seen in the street
cries of our large cities. Some of them are very charac-
teristic.

There are more folk-melodies to be found in major than
in minor. A perfect folk-melody usually contains something
which is characteristic of the people from which it springs,
and characteristic of them only; but what this something is,
is very difficult to define. Evidently national characteristics
do not spring altogether from the kind of scale in which a
melody is composed. The melody, “There Is a Happy
Land,” is composed in the Chinese scale, but it does not
sound Chinese. Nor do they lie altogether in the rhythm.
The Scotch and the Hungarians frequently use the same
rhythm, but their respective folk-melodies give one an en-
tirely different impression. But it is a certain finely-balanced
combination of all the elements of melody that finally pro-
duces, after the polish of many years, a folk-melody as sim-
ply beautiful as a wild flower, and as difficult to reproduce.

Nationality in art is a much-discussed point. Both sides
have many able and learned adherents. But we may safely
conclude that national flavor in music is an indisputable fact.
Thus a musical score by Edward Lalo will give one a very
delicate and decidedly different emotion from a score by
Schumann, for instance, although both composers used the
same scale, the same laws of harmony, and nearly the same
combination of orchestral instruments. It may be urged that
the difference lies in the men themselves. True; but the
men themselves are products of different nations, and as such
reflect, to a certain extent, the national spirit of their re-
spective nations.

We do not care to how many other causes the difference in
their music can be assigned, the difference in the nationality
of the men certainly plays no small part in causing an ulti-
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mate difference in their music. The fountain-head of na-
tionality in music is to be found in the folk-melodies. The
folk-melodies are very near to the people; they spring from
the heart of the nation; and thus contain the musical essence
of nationality. Many musical composers have appreciated
this fact, and in their endeavors to give national flavor and
meaning to their music, have searched out and studied the
national musical spirit, as evinced in their nation’s folk-mel-
odies, and have taken this beautiful wild flower to their hearts,
and loved it, developed it, and wrought over it until a noble
symphony was produced, which is as much a national prod-
uct as the folk-melody, although it required the thought, en-
ergy and technique, so to speak, of the cultivated musician to
give it form and being.

Such a musician was Anton Borodin, a Russian. His vo-
cation was the science of chemistry, but as he had always
loved music, he soon devoted the leisure which chemistry
afforded him to the exalted avocation of musical composi-
tion. But there is nothing of the dilettante to be seen in his
works. Here we find the earnest and reflective national mu-
sician. Borodin spent many years in studying Russian folk-
melodies. Having absorbed their inmost spirit, he embodied
it in many strong and beautiful works. Two finished sympho-
nies. an opera. a symphonic sketch, and an unfinished svm-
phony, are among his published works. ’

Edward Grieg is another composer who has laid the founda-
tion of his musical activity in the folk-melodies of his coun-
try—Norway. In very many of his compositions we see the
subtle clement which charms us in the Norwegian folk-melo-
dies, grasped, brought forward, and placed in the magic light
of artistic development.

The list of musicians who are indebted to the suggestions
of the folk-melodies is a large one, but this article would be
incomplete did I not mention Peter Tchaikowski, the Rus-
sian, Antonin Dvorak. the Bohemian, and Johan Severin
Svendsen, the Norwegian. These men also have developed
the suggestions of the folk-melodies iti a most remarkable
manner.

Considering the amount of great music already written,
which is but a broad and artistic development of the sugges-
tions of the folk-melodies, does it not seem that herein lies
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a healthy and unfailing source of art inspiration. Many men
have found it so, and does it not seem reasonable that a work
of art which is of humanity should be more solidly founded
at any rate than one which rests merely in the fancies of a
few unbalanced individuals?
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EDITORIAL BRIC-A-BRAC.

A correspondent asks that some one define the relation of
music study in the public schools to other studies, such as
Geography, Arithmetic, Grammar, History and the like. As
no one has offered for this undertaking, and as I happen to
have convictions not wholly in harmony with the emotional
generalities commonly talked concerning music in the public
schools, we will consider the question here for a moment, and
in order to do so intelligently let us first ask ourselves, What
is the precise relation to life and education of the studies already
named?

The trained mind differs from the untrained mind mainly
in three particulars. First, in the power to control the atten-
tion and direct it to any object desired and retain it there until
an end is accomplished, such as acquiring a certain knowledge,
resolving a problem, and the like; second, the trained mind
has an abundance of what we might call the rudiments of
knowledge, by which we mean a stock of general concepts
upon most of the subjects coming up in common life; and,
third, the trained mind in its best form is also a cultivated
mind, in that besides these elementary concepts it also has a
considerable furnishing of ideas. sayings and thoughts of the
greatest and best minds—such as one derives from literature,
history and cultivated intercourse. The highest type of mind
gues further than this, namely, in arriving at original thought
of its own, which sometimes amounts to adding something to
the “best that has been said and done in the world,” and so to
the richness of culture.

In these definitions we have already an implied answer to
the question, Wherein does the self-made man differ from the
man made by schools? For in the school the atmosphere is
supposedly favorable to study, and the surroundings also favor-
able. Hence the school by diversifying the subjects of atten-
tion and by frequent necessity of reporting for recitation, assists
the student in acquiring the elementaryv concepts of intelli-
gence, as noted above, and in the same act trains the attention
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without overtaxing it. The self-made man has to pick up these
concepts by his own reading, or by contact with life, and he
does it at a disadvantage; but commonly in the effort he
develops or illustrates a greater control of the attention, and
very often arrives at a positive originality, which if properly
rounded out by culture may be of great value to the world.
The self-made man who does a smooth job, is like a man who
carves a statue with a pocket knife. It takes longer and costs
more effort than if proper tools had been employed, but the
statue may be of standard smoothness, nevertheless.

But to return to our Geography, Grammar, Arithmetic, and
so on, in the schoolroom: they are designed to serve a two-
fold purpose—they afford material for applying the attention,
and the ideas or general concepts learned from the studies are
intended to form part of the elementary furnishing of mind,
and so to pave the way for higher attainments later on.

It is entirely true that music is capable of being so used
as to discipline the mind quite as thoroughly as any of the other
studies pursued, not excepting Algebra, Geometry or Logic.
But in a different way, and 1 do not think that this is the best
use of it in the schoolroom.

One of the drawbacks of schoolroom life is the conflict of
what the Swedenborgians call “proceeding spheres,” or per-
sonalities of pupils and sometimes of teachers. We are deal-
ing so much nowadays with electricity and various potent but
unseen forces that we begin to understand how serious an
influence may be which merely disturbs. Now it is quite pos-
sible for an uncongenial personality to disturb merely by prox-
imity, without saying or doing anything mentionable. There
are people who stop our train of thought when they come into
the room, even if with the best possible intentions. Moreover,
in the schoolroom there are always some who come to school
in a bad humor. The bad humor of these is felt by the sensi-
tive ones, and it hinders study and often leads later on to
neglect of study. Now, music (singing) has the power to har-
monize the school. It also relieves the strain of study, and
it calms the restless. Moreover, it predisposes the mind, or
puts it in an attitude in which it is easier to perceive and retain
truth. There is no other exercise which can do this to the
extent that singing can. The physical exercises now so much
in vogue do something of this sort. When all the children
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stand, move, gesture, breathe and attend in the same way, the
instincts of contradiction which so many children inherit (or
have developed as the wrong-side-out ability to inquire and
test) yield, and a certain harmony takes its place. But music
does this much more thoroughly than physical movement, be-
cause in singing there is an altruistic element per se. Neither
utility nor beauty are the ends which lead a child to sing, but
a longing for expression. The sustained and affectionate tone
of the singing voice reacts upon the soul of the singer, as
also do the tones of each react upon the others. And so aiter
only one or two songs the schoolroom is in quite a different
state from what it was. Immediately that lessons are again
taken up, the minds take in ideas more quickly and more
amiably; the axles of life have been oiled, and friction is di-
minished or done away.

There is also in singing quite an exercise of soul in the
unconscious learning from beautiful sentiments of the poetry
sung; but this, fine as it is, I hold to bc of less value than the
rudimentary use of music already defined. The best thing
a song can do is to make the singer better—if only for a few
moments. And the bettering which the music itself does for
the singer is more spiritual and more lasting than any possible
lesson remembered from the poetry.

Hence [ consider it more important for the school and for
the child to learn to sing in the spirit I have mentioned than
to learn any number of musical technicalities, including that
great feat of “transposing the scale.” which used to be the pons
asinorum of the singer.  Almost cvery idea and fact one learns
in the common school is forgotten sooner or later, excepting
possibly the duty of nouns to agree with their verbs (or vice
versa) and the multiplication table. But the mental training
is never lost, and the miain thing is to get as much of it as
possible, and as amiably as possible, to the end that the way
of further knowledge may seem to the child a pathway of roses
and of pleasant sights and sounds.

In any graded course of public school music, extending
over several vears, the natural curiosity of the pupils and a
very small attention on the part of teachers will lead to a train-
ing in the little of science which elementary singing contains.
All this will come almost of its own accord. To read music
from the staff is (in Hamlet's phrase) “as easy as lying” when
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once the elementary traits of melody have been felt by the
pupils. The writer who finds it necessary to liec awake at nights
to make his verbs agree with his nouns has missed a part
of the literary instincts. Once baving any kind of language
instinct and once shown the trait of agreement, he never thinks
of it again; verbs do this of their own accord—just as girls get
married if the noun suits them. It is part of the everlasting
nature of things.

If I understand them correctly, it is such uses of music
as these which arc upheld with so much enthusiasm and
poetical potency by my friends, Messrs. Tomlins and Cady,
Mrs. John Vance Cheney, and others, whom Mr. Liebling
described respectfully as “mahatmas” of music teaching—refer-
ring to the Himalayan height of their point of view. Person-
ally I do not find the point of view inaccessible, and I think
that, when brought down to the language of common life, as
I have sought here to do, most practical readers will find it to
harmonize with many facts in their own experience.

* Xk Xk

One of the arts of modern education is to understand the

influence which the unconscious plays in mental development.
. JE S

Through its influence upon the unconscious state of mind,

music is one of the most potent instrumentalities in education,

3f we rightly employ it.
* kX

I have before called attention to the fact, foreign to the
Present discussion, that in the serious study of the pianoforte,
for instance, there is mental training of very decided potency;
and culture as well, also of high potency. DBut for use in the
schoolroom, for children between six and ten, the most noble
use of music is this unconscious control of spirit-state, upon
which acquiring knowledge, retaining it, and understanding
it, so much depends.

IL

The seventh concert of the Chicago orchestra had for its
main feature that astonishing and spirit-stirring work, Tschai-
kowsky’s fifth symphony. And what a work it is! What
power! What depth of feeling! What splendor of instru-
mentation! What vigor of rhythm! And how new and orig-
inal! Here is a master work. Plaved with rare clearness and
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sympathy, it naturally made a profound impression upon the
audience both at the matinee and in the evening. The house
was by no means full, but after the first movement there was
active applause; and after the lovely Romanza, repeated rounds
of applause, amounting to a demand for a repetition—which
Mr. Thomas wisely declined. At the end still more applause.
Surely the audience was stirred, and appreciated the fact that
in this work there was a voice crying from out the musical
wilderness of the vast empire of the north—crying in accents
of national force, but with cosmopolitan intelligibility.
*x Xk X

In this work Tschaikowsky solved the problem of creating a
new symphony, original, strong, of world-currency in its appeal
to the heart, yet distinctly national, not alone in the half-bar-
baric rhythm of several of its leading motives, but still more in
the inner qualities of power and emotion. It is quite off the
same piece as Russian painting. T have before referred to
the Russian room at the Columbian fair, where such pieces
as “Dressing the Bride,” “The Tartar's Answer,” “Christ at
the House of Mary,” “Romeo and Juliet,” and many others,
showed similar combinations of imagination, force, and mas-
terly technic. In the Holland room, immediately adjoining,
were many paintings adjudged masterly by those expert in such
things: but vou had to learn to appreciate them. In these Rus-
sian works, on the contrary, there was something which seized
yvou at once, compeclled attention, remained fixed upon the
memory, and stond out as the expression of an untamed indi-
viduality. Thus it is with these things of Tschaikowsky. Rus-
sian in the texture of many of his motives, Russian in the half
barbaric pomp of his climaxes, wholly Russian in the tyran-
nical grip in which he binds at once the three main chords of
the key into a single complex klang (as at the end of a cer-
tain pedal point in one of the movements of the symphony),
it is nevertheless cosmopolitan in the mastery of orchestral
technic and in the working out, which while so thoroughly
original nevertheless follows mainly the lines of a first-rate

finale in opera.
*x  x %

Naturally one likes the second movement best of all. This
wonderful romanza-like song of the horns, and the equally
fascinating and elusive melody of the oboe—what two more
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striking and workable themes can be found in symphony?
They are indeed very pronounced, and the general impres-
sion of the work is emotional, almost sensational. It is highly
sonorous, far surpassing the traditional bounds of symphony,
but is it any the less a great work?

* ok Xk

When Mr. Thomas played this work two years ago I took
occasion to ask him some things about it, after first of all
praising the manner in which he had interpreted it. Mr.
Thomas was disposed to deny it the name symphony. “Yes,”
he said, it is great music, highly emotional music, if you
please: but it is not symphony. In symphony one wants the
best, the noblest, the most refined, but not the sensational, the
extreme, the exciting.” He went on to say that Brahms was
nearer the svmphonic ideal, with his reserve—his “grey som-
berness,” which fails to inspire Messrs. Finck and Kelley.

* kX

I am not sure whether frequent hearings of this work would
increase our love for it or make us tire of its vigor and
grasping demands upon the hearer. This is a point I would
like to see tried. At any rate, it is one of the greatest of late
works, and along with the masterpicces of Brahms, I would
like to hear it and its brothers, the fourth and sixth. at least
once a vear until further notice. When we become cultivated
perhaps some orchestra will go upon the road in one night
stands playing all the season this symphony, surrounded by
a few selections from Bach., Beethoven, and Brahms. Why
not?

L I I

The same concert contained three other interesting works.
First of all, the rarely heard overture to “Iphigenia in Aulis,”
by Gluck, as finished by Wagner, and a powerfully dramatic
work it is. Then Mr. Thomas' own arrangement of Bach's
sonata for violin and cembalo, for orchestra—a delightfully
executed piece of work, very interesting from every point of
view, illustrating in terms intelligible to all Bach’s imagina-
tion, delicate fancy, and real poetry no less than his marvelous
technic. And, finally, Schumann's poweriul and highly ex-
pressive overture to “Manfred.” Thus the program, of which
these works formed the first part. the Tschaikowsky symphony
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forming the last, consisted entirely of works of rare emotional
and musical quality. It was the program most worthy of
respect of all in the season thus far.

III.

In a recent number of the Chicago Tribune a column of
opinions concerning Becthoven was given, especially collected
from Messrs. Theodore Thomas, Anton Seidl, Walter Dam—
rosch, B. J. Lang, Mancinelli, and William L. Tomlins. They
are given entire upon another page. They are curious for
what they say, and equally for what they do not say. But
we must not take them too seriously. Undoubtedly the opin—
ions were called forth in view of the approaching celebratiom
of Beethoven'’s birth, and the eminent gentlemen were speak—
ing as seconding the nomination of Beethoven, and not out of
their absolute opinions. taking in the entire sweep of art.

Mr. Thomas, for instance. speaks of Beethoven’s place
among the greatest of the immortals, and he might well have
quoted Taine, who speaks of four geniuses of the highest order=
Dante, Michel Angelo, Shakespeare and Beethoven. Mr.
Thomas also touches two significant points: That Beethoven’s
music does not sound so finished and contented as that of
Mozart: and that it embodies all that we are and have accom-
plished. In this he came very near saying something better,
namely, that the art of music has for its ultimate end to express
soul-life in all its phases, reaches, and most splendid mo-
ments. This it had already begun to do in the music of Bee-
thoven, particularly in the svmphonies. But, in the nature of
the case, while mental life is constantly increasing in quick-
ness, complexity, perhaps nobility, and strength, so also must
the art of music advance generation after generation, as so
well suggested in the article by Mr. A. Fouillée, reprinted in
MUSIC for December last. And in the same way that the
books of former generations lose their vitality except for the
scholar (with the very few exceptions of works of the highest
range), so also must the masterpicces of music constantly flow
by in a sweeping current, century after centurv: and man can
no more abide by the masterpieces of any one generation than
hc can stop the flow of a Niagara or a St. Lawrence. Brahms
and Tschaikowsky much more nearly represent “what we are
and what we have accomplished” than does the music of Bee-
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thoven. Fifty vears ago Mr. Thomas' statement was true;
it is now, in journalistic parlance, not “up to date.”
x x %

Mr. Seidl regards Beethoven as the middle pillar of modern
music, as the composer without whose work Wagner would
have been impossible. He finds himself unconsciously form-
ing a story for each of the Beethoven overtures. Mr. Dam-
rosch mentions the fact that the Beethoven sonatas are very
little plaved now. He also refers to the emotional power of
the great scene in “Fidelio.” Mr. B. J. Lang “regards Bee-
thoven’s influence on the musical art of today as far surpass-
ing that of any other composer.” Here I would take issue. I
believe that as an inspiration for composers two other names
are far more influential than Beethoven; they are Bach and
Wagner. PBach because he represents absolute music, in and
of itself, with thc least possible of the story-telling element.
Therefore it is always fresh, and, because we come to it unham-
pered by a story which we seek to make the music fit, we are
able to feel it at its true worth. And Wagner because he car-
ried thematic development and orchestral coloring so much
farther than anyone elsc.

x X %

In this connection the Beethoven evening of the Chicago
orchestra may well be mentioned. The program consisted of
the overture to King Stephen, the fourth svmphony, the
Choral Fantasia (Mr. Hans Greuning at the piano), the cighth
ssmphony, and a chorus from the music to “The Ruins of
Athens.” The choral fantasia has not been heard here for
many vears; but it is about as well, for while the work is
Pleasing it is not at all deep. and is of interest mainly as a
‘ore-study for the ninth symphony. The sympionies on the
srogram were those in lighter vein, and the concert as a
vhole lacked contrast, and did not make any representation of
he strong and deeply moved moods of the great master.

I think there is a tendency towards making too much of the
vmphonies of Beethoven. Write what we may about class-
2al form and the like, it remains true that Deethoven was after
11 a mere man. trying to write something new in the wav of
nusic for pleasing the ears of the men and women of \ienna
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along between 1796 and 1826. Posterity probably had few
if any charms for him. Sometimes, as in the Heroic symphony
and in the fifth and ninth symphonies, when moved by a great
conception, he reached an astonishing sweep of imagination
and of emotional expression. At other times, as in the works
of this program, he aimed mainly at the pleasing, the jocund,
the playful. These works show his musical powers in a very
attractive light, but I cannot see that it is of advantage to put
a halo around them before plaving them. It is like the old
women who read the bible only on Sunday and in their best
gowns. They miss half the good points in it because sc pre-
occupied with the expectation of something inspired and not
understandable. If our symphony programs took the range
they ought in all good sense to take, and brought us first and
foremost all the svmphonies of Brahms and Tschaikowsky,
who are the greatest symphonists of the last quarter of a cen-
tury, we could then have these lighter works of Beethoven as
the lighter parts of the programs; for in them he was simply
writing good music. It is play, and a jolly mood is better for
understanding it than any number of damp towels around the
head, or anv kind of protuberance of bumps of reverence.
What is the good? When Beethoven makes a good joke, why
do we look solemn and try to discover where the prayer should
be said? Prayer and reverence are both good in their way,
but there are times when plain common sense is equally pro-
found. These light works of Beethoven belong to such times.
* % *

Mr. Tomlins endeavors to account for Beethoven’s choral
writing by attributing it to his deainess. I imagine it is merely
a case of his never having taken the trouble to find out the
range, powers, and conveniences of that extremely clever if
limited instrument, the human voice. Mr. Beethoven is a
dead failure as writer for voice, whether chorus or solo. Why
not say 30> He knew pretty much all about the orchestral
instruments of his time, and he is distinctly clever in contrast-
ing them and in writing for them. He had noble ideas at times
for which choral expression would have been very suitable,
if only he had known how to manage the writing. But he
did not. Many smaller men write better for voice. The finale
of the ninth symphony is a complete failure for this reason.
Why not sayv so?> To transpose it a note down spoils the
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connection of keys with the preceding movements. Even
though the hearer cannot identify the source of his unhappi-
ness, he can feel that somewhere there is a bad feeling in his
ears. He is not happy. Beethoven might have taken more
trouble!
x * x
In short, I look for the time when some of the works of Bee-
thoven will stand nearly where those of Mozart do now. Does
any musician speak of Mozart in terms other than those of rev-
erence? Never. But do they play the Mozart works? Never!
Mr. Thomas speaks of the finish of Mozart’s symphonies. Yes,
they are finished, very. Beautiful works they are, delightfully
spontaneous. But how often do we hear one? One symphony
once a year. Why? Simply because, while the works are
beautiful and representative of very high musical genius, they
do not in equal degree represent human nature as it now is.
The inner disposition of man has changed. Mozart is not “up
to date.” Neither is Beethoven. It is not a question whether
later men have written better, broader, more beautifully; it is
a question of answering to the innermost heart of a genera-
tion, as so that as in a mirror it realizes its own inmost—its
struggles, its raptures, its aspirations. This is what Beethoven
did for his generation, and he did it so well, as the greatest
man of his generation, that he was a little ahead of his public.
They failed to understand even his hours of play, regarding
the eighth symphony as on the whole rather extravagant. For
the first half of the present century Beethoven did as Mr.
“Thomas says, “expressed in his music what we are and what
we have accomplished.” But at the middle of the century
other hands took up the work. Mendelssohn brought the
“‘ewige weibliche” to expression, and Schumann brought out
deep things of the heart. But these, even, we have left behind.
The cloud-compelling Brahms expresses many of the modern
man’s concepts of power and daring, of imagination boldly
soaring in all true directions; and Tschaikowsky adds thereto
those elements which even Brahms regarded as foreign to
music, but which the modern musician, even Mr. Thomas him-
self, feels to answer to something very deep within his heart—
something which he longed to say, but never could.
This is what Mr. Thomas feels regarding these later masters.
Observe the different manner in which he leads a Tschai-
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kowsky fifth or sixth symphony. The man is moved; the musi-
cian finds his heart in the work. Intellect may disapprove, but
the unconscious response of the inmost nature lends to his
conducting a vigor, a flexibility of nuance, a boldness, an emo-
tion-compelling expression, which it very rarely knows in other
works, and then only in the very highest, such as Beethoven’s
third, fifth, ninth, and the two of Schubert.

The world moves and we move with it. Every generation
has and must have its own music, just as every generation must
have its own food and writes its own books. Why not say so?

IV.

The Chicago Manuscript Society gave its first concert
December 10 in the hall at Summy’s recital hall, at 220 Wabash
avenue. The program contained the foliowing representations
of Chicago art: Mrs. Jessie L. Gaynor, five songs, “If I Knew,”
“The night has a thousand eves,” and three of the children
songs: Mr. Gleason, Gavotte from “Otho Visconti:” Robert
Goldbeck, Poems of Melody, Mexican Dances, and Interlude;
Adolf Koelling, Polonaise for piano: P. C. Lutkin, Canzonetta
for piano; W. H. Sherwood, Idylle, Gypsy Dance and Medea;
Henry Schoenfeld, Revery and Serenade for piano and violin;
Mrs. Eliza Mazzucato-Young, Staccato Study for piano, and
Psalm CXXX. On the whole the ladies carrierd off the popu-
lar honors, with Mr. Sherwood a good second. Mr. Koelling’s
Polonaise was rather brilliant. All the compositions were well
made, having passed the inspection of the committee; several
of them are already in print and are sclling extremely well, par-
ticularly those of the ladies and Mr. Sherwood. There was
nothing representing the larger aspects of musical art, either
in the way of extended works or of strong imagination.

The particular work which a manuscript society can do,
which will not be done without it, is that of promoting compe-
sition in the more serious and less commercial vein, in which
voung composers are in danger of being discouraged for want
of appreciation and hearing. A manuscript society, if including
all the teading composers. and managed in a broad and liberal
spirit, might easily control the resources necessary for giving
a half dozen performances of original chamber works in a
season, and at least one or two orchestral cvenings. This is
what it must do.
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Mr. Clayton F. Summy is a public-spirited citizen of Chicago

who deserves a credit which but few have given him. Coming
to Chicago quite a number of years ago as teacher of piano in
the Hershey school, he afterwards left teaching for music
selling, and after some years with Lyon & Healy, set up in
business for himself, where he soon gathered around him the
most select patrons, those who desired fine editions and a fine
class of publications. Later he took up publishing, and here
he showed unusual taste and sagacity. Last year he founded
a series of chamber concerts and tried to combine all the
chamber music organizations into a single series. This did
not succeed at all. This year he continues the chamber con-
certs in Handel hall, a much better place for the purpose, and
has engaged only the Spiering quartet. The musicians of
this organization are doing excellent work, and there is a pros-
pect that Mr. Summy’s sacrifices in furtherance of this com-
runercially unprofitable form of musical activity will be met in
proper spirit.

The things which please me in Mr. Summy are his love of
music, his willingness to give up a certain amount of hard
<ash for supporting worthy things in it, and his modesty, which
is such that very few know how influential are the services of
the modest gentleman in the background who makes the
wheels go around. The Chicago Manuscript Society gives its
concerts in his recital hall, and many piano recitals are given
there every month. All of which, let us hope, the recording
angel has securely made matters of record to Mr. Summy's
credit.

* * X

Speaking of the insufficient patronage for musical enter-

tainments of a high character, mentioned in these columns
some time ago, I had a letter a few days ago saying on excel-
lent authority that at the last Mapleson night in Philadelphia,
there were exactly eighty-four people down stairs. all told. In
the same city Seidl once gave a concert with his orchestra,
brought over from New York for the purpose, and the receipts
were exactly twenty-six dollars—against traveling expenses
amounting to at least four hundred dollars, hall rent, adver-
tising, hotel for about one hundred men, and so on. These
accidents were due not to a deficiency of money in Philadel-
phia, or to a want of love for music: but mainly to incapable
Mmanagement.
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Cincinnati, also, is mentioned as a place where there is very
little money for concerts unless the management is able to
work them up as a fashionable fad. The free concerts given
by the schools is commonly assigned as excuse—but I confess
that this excuse still fails to satisfy me.

*x X X

I made a mistake last month in locating Mr. Wolff’s excel-
lent English opera work in Philadelphia at the Academy
instead of the Grand, as it should have been. Also it appears
that the Castle Square company in Boston has not abandoned
grand opera, but has lately given “Faust,” “Trovatore,” and
“Carmen,” as well as “Olivette” and “The Lily of Killarney.”
While not materially affecting the value of my complimentary
reference to their work, the errors might as well be corrected.

x X ¥

Omission was also inadvertently made of credit for the
article on “The Nature and Evolution of Art,” by Mr. A.
Fouillee, in the last number. It was translated for this period-
ical from that beautiful La Revista Musicale Italiana (Italian
Musical Review)—the handsomest musical periodical in the

whole world.
W.S. B. M.



HOW TO DEVELOP AN OCTAVE TECHNIC.
BY LEOPOLD GODOWSKY.

First of all I would develop the thumb as much as possible
by playing repeated notes with it alone (see example below).
The repetitions must follow in an unbroken rhythm (without
perceptible breaks after accents or between rhythmic groups)
and be made clear by means of metric accents, given alter-
nately with a high and a low wrist.

In this part of the work I recognize two stages. In the
first stage the motion should be that of the thumb alone, with-
out perceptible movement of the hand as such; in the second,
the repetitions will be made with a hand motion, very slight in
extent, but hand and not the thumb as such.

To avoid inattentiveness and to stimulate the rhythmic in-
dependence of the student, it is advisable to practice the repe-
titions also with regular “negative” accentuation, i. e., accents
falling regularly upon parts of the measure which are natural-
ly light. In this practice the sound contradicts the inner feel-
ing of the rhythm, because while the student is feeling the
measure as written, the accents define it to the hearer as some-
thing quite different.

High Low High Low High Low High Low High Low High Low
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These repeated notes should be carried out on the white
keys alone, on the black keys alone, and up and down the
chromatic scale.

The next thing would be to give similar development to
the fourth and fifth fingers. This will be accomplished by first
making the repeated notes with the finger alone; later with
the hand. Each finger can be treated by itself; later both to-
gether, by playing the chromatic scale in repeated notes, as
above, the fourth finger taking the black keys, with the wrist
raised; the fifth finger, the white keys, the wrist low. Care
must be taken in all these exercises that the elbow does not
participate in the slightest degree.
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Next I would practice the chromatic scale with the thumb
alone, being particularly careful that the thumb should touch
the white keys near the black, and the latter just at the end,
so that the line of travel up and down the keyboard is as
nearly as possible a straight line. Attention should be given
that the thumb turn inwards in playing the white kevs, and
outwards in playing the black keys, whereby it will lie nearly
crosswise upon the black keys. This will tend to make the
thumb more flexible, intelligent. and responsive. The cross-
wise position of the thumb is merely for practice, and not to
be retained in actual playing.

When tolerable rapidity is acquired, similar training should
be given the fourth and fifth fingers. This differs from the
manner directed in the paragraph above: there every note of
the chromatic scale was repeated several times, but here the
scale is continuous, without repetitions. The wrist is elevated
for the fourth finger on the black kevs. and depressed for the
fifth finger on the white keys.

Further training can be obtained by practicing any number
of ordinary five-finger excrcises in octaves, and if there is a
tendency towards stiffness of wrist, the alternate elevation and
depression of wrist at stated intervals, as two notes, four notes,
eight notes, can be applied.

The chromatic scale can now be practiced in octaves, and
in a great variety of ways. The examples following show a
few of the ways in which I would do this. Those in which the
upper note or the lower note is repeated against a holding
note in the other voice are very important and useful, and
must not be neglected. (b, ¢, and ¢ below.) The form d is
more difficult.
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To aim at a great rapidity in repeated notes is the secret of
rapid octave playing. Kullak’s work is invaluable, though in-
complete. Loeschhorn is also good. When one has acquired
the correct motion of the fingers and the wrist, and has done
all the preliminary work conscientiously, the best thing is to
make octave studies of good finger etudes. For example:
Chopin Etudes, opus 25, No. 2, in F minor; opus 10, No. 12, in
C minor, the one Dreyschock used to play in octaves; opus 10,
No. 5, on the black keys, etc. The latter is also good practice
in other keys, as for instance in A major.

To finish, I will say that octaves ought to be practiced le-
gato, staccato, with and without positive and negative accents;
with elevation and depression of the wrist, as well as without
any appreciable motion of the wrist. The more ways one finds
to practice one thing, the better the results will be.

I practice all double notes in the manner advised above for
developing octaves, i. e., with each voice separately, with re-
peated notes in one voice and holding notes in the other,
staccato in one voice and legato in the other, staccato, legato,
super-legato, heavy and light, etc.

Economy in motion is a great deal in technic, and particu-
larly so in octaves.



SOME POPULAR SINGERS OF LONG AGO.
BY EGBERT SWAYNE.

Great is the charm of a becautiful voice; but, alas, how
evanescent! Like the pictures in “dissolving views,” one
name follows another across the lyric stage, ecach for the mo-
ment gathering a meed of honor and applause, only to give
way within a very few years to successors still more gifted,
newer and more attractive. Thus it has been in our own time
with the tenors Campanani, De Reszke, and the rest. And
thus it has been from the very beginning.

To begin with one of the greatest names, according to
English tradition, there was the Jewish tenor, John Braham
(Abraham), who after a boyhood full of poverty, ambition,
and moderate successes, finally achieved the foremost posi-
tion upon the operatic stage in England in 1801. During
a succession of years he followed the curious practice
of composing all the music of his own role in the operas
in which he appeared. 1n the height of his popularity the
manager of the Theatre Royal in Dublin paid him two thou-
sand guineas for fifteen performances, and rencwed the con-
tract for thirty-six nights upon the same terms. It was said
of him that, in energy and pathos of style, Braham was un-
rivalled, and his powers in this respect were especially con-
spicuous in accompanied recitative, which generally expresses
strong passion: thus, “Deeper and deeper still,” of Handel,
was the chef d'oeuvre of Braham's declamatory and pathetic
manner. His compass extended to about nineteen notes, and
his falsetto, from D to A, was so entirely within his control
that it was hardly possible to distinguish where his natural
voice began and ended. After his voice had lost its natural
power he was successively engaged at various theaters, ora
the strength of a reputation which secemed immortal, and his
proficiency in singing Handel was universally acknowledgecl
when his career as a popular vocalist had reached its termina—
tion.
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Madame Vestris was also a celebrated name in Eng-
land between her début in Peter Winter’s “I1 Ratto di Proser-
pina,” in 1815, and her death, in 1856. She was of Italian
stock. Among her most notable successes were many popu-

MR. JOHN BRAHAM.

lar songs, such as “Cherry Ripe,” and “Meet Me by Moon-
light Alone.” Her best claim to a place in musical history
lies in her having created the role of Fatimah in Weber’s
“Oberon,” April 12, 1826.

Another most pleasing English singer was Madame Cara-
dori Allan, the daughter of a French army officer, Baron de
Munck. The girl studied music merely as an accomplish-
ment, but after the death of her father, necessity pointed to
the stage as a promising field. Accordingly, taking her moth-
er's name, Caradori, she came to England in 1822 and at
three days’ notice made her first appearance upon any stage
as Cherubino in Mozart’s “Marriage of Figaro.” Her career
lasted until towards 1850, and among her notable distinctions
are those of having been one of the solo artists at the West-
minster Abbey celebration in 1835, and the creation of the



290 SOME POPULAR SINGERS OF LONG AGO.

soprano role in Mendelssohn’s “Elijah” in 1846. She died
October 15, 1856. “Her voice,” says Mr. Julian Marshall, in
Grove’s Dictionary, “though not very powerful was exceed-
ingly sweet and flexible, and her style almost faultless. She
had much knowledge of music, and sang with great delicacy
and expression. In a room she was perfect. Her appearance
was interesting, her countenance very agreeable, and her
manner modest and unassuming; she always pleased, though
she never astonished, her audience.” A writer, contemporary
with herself, observes: “The principal advantages possessed
by Madame Caradori are a voice of great sweetness, flexibili-
ty, and justness of intona-
tion; and extensive knowl-
edge of the different
branches of her art, and a
facility of reading music
by which she is enabled at
once to sing and accom-
pany, a prima vista, any
vocal piece which is pre-
sented to her. To these
may be added an intimate
knowledge of four lan-
guages, an agreeable per-
son, a graceful deportment,
and high moral charac-

ter.”
A most attractive so-
prano, of world-wide celeb-
MADAME VESTRIS. rity, was the beautiful
Madame Schréder-Devri-
ent, born at Hamburgh, in 1804. Both her parents were stage
people, her father a fine baritone singer and her mother a trage-
dian of such powers as to be familiarly known as “The German
Siddons.” Miss Schroder made her first appearance at the Vi-
enna Opera House in 1821, and at once became famous, such
was the beauty of her vocalization and the power of her act-
ing. In 1822 she played Beethoven’s “Leonora” in the mas-
ter's presence. He was not easily pleased, and probably
heard very little of the singing. But he could see, and whem
the performance ended, smiled on the young artist, patted
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her cheek, and said he would write an opera for her—a prom-
ise never kept, unhappily. Continuing to increase her re-
nown between 1822 and 1832, Madame Schroder-Devrient
(she married Devrient, the actor, in 1823) inevitably turned
her steps towards London. She made her début at the King’s
Theatre in 1832. Chorley, who closely followed her career
during the season, has given us the following description of
her appearance and characteristics:

“She was a pale woman; her face, a thoroughly German

one, though plain, was pleasing from the intensity of expres-
sion which her large features and deep tender eyes conveyed.
She had pro-
fuse fair hair,
the value of
which she thor-
oughly under-
stood, delight-
ing, in mo-
ments of great
emotion, to
fing it loose
with the wild
vehemence of a
Maenad. Her
figure was su-
perb, though
full, and she re-
joiced in its dis-
play. Her voice
was a strong
Soprano, not comparable in quality to some other German
voices of the class . . . but with an inherent expres-
siveness of tone which made it more attractive on the stage
than many a more faultless organ. Her tones were delivered
without any care, save to give them due force. Her execution
wa:z bad and heavy. There was an air of strain and spasm
thrcughout the performance.”

A more exclusively English celebrity attaches to the next
mname upon the list, Mr. John Parry, whose lease of life was
comprised between 1810 and 1879. Son of a celebrated Welsh
bardsman, John Parry junior was a rarely gifted artist. A

MME. SCHROEDER-DEVRIBNT.
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writer in the Musical Times gives the following interesting

account of this most pleasing of comic singers: *“He was a

comic artist, but he could do much other than make folks

laugh. Harpist, pianist, singer, organist, teacher, arranger,

draughtsman, painter in water colors—all these parts our

hero played at some period of his life, and in all showed a

degree as well as a versatility of talent that fairly entitled him

to a place among remarkable characters. To some it may

be news that he handled the pencil, but evidence that he could

use it to some purpose remains in a large Sketch Book, now

before me, filled with quaint conceits drawn with spirit and

the subtle perception of humor which distinguished him as

a musical entertainer. It may be imagined that, in going

from one thing to another, Parry was not quite sure where

his greatest strength lay. That was undoubtedly the case for

some time. He began quite

seriously as a harpist and

pianist. Six vears later he

appeared as a Dbaritone,

singing ballads and accom-

panying himself upon the

harp, in the fashion of a

true Welsh Bard. This went

on till 1836, when even his

diffidence and mistrust of

himself—he had both in

excess—gave way to con-

sciousness of more special

MR. JOHN PARRY, JR. powers. The result was a

revelation to the public. At

a concert given for his benefit in June of the year just named,

Parry joined Malibran in singing “When a little farm we

keep,” and presented such an excellent imitation of Harley

that the public were delighted. His line being now marked

out, Parry scttled down as an entertainer. [First, however,

he appeared upon the stage of St. James's Theatre, where he

played in the “Village Coquettes,” an opera of the old Eng—

lish type, written by Charles Dickens, with music by Johm
Hullah.

Parry did not remain on the regular stage. He could do

better as a singer of humorous songs, like “Wanted a Gov-—
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erness,” and in that line he labored until 1849, then setting
up an entertainment in which large water-color drawings,
from his own brush, were exhibited. The artist’s last appear-
ance took place, for his own benefit, at the Gaiety, in 1877.
Two vears later (February 20, 1879) he made his exit from
the stage of life.

Better known in America is the name of Henry Russell,
composer of “The Ivy Green,” so often sung by the late Dr.
Geo. F. Foot; “The Ship on Fire,” “Cheer, Boys, Cheer,”
and the like. After some early studies of music at Bologna,
in Italy, he returned to England and presently set out for
America, where he seems to have resided mainly for about
seven vears. It is said that he wrote or composed more than
eight hundred songs, thus
exceeding in number if not
in quality those of Fran=
Schubert. To a certain
extent, Russell was a repli-
ca of the minstrel of an-
cient days, who stirred the
hearts and inflamed the ac-
tions of his countrymen.
He spoke to the masses in
a language thev could all
understand. It is a truism
to say that his “I'm Afloat,”
““Cheer, Boyvs, Cheer,” and
others of like character,
were potent incentives to
English exertion. Those
who heard Russell sing can
recall the strong feeling he
exhibited, and can under-
stand the moved auditor
who, after hearing “Wood-
man, Spare That Tree,” ex-
claimed: ‘“And was the tree spared, sir> One of the songs
in which his melodramatic art was shown in strong light was
“The Maniac.” Curiously cnough, he is also the author of
a treatise on the art of singing. Henry Russell is still living,
or was so quite recently.

MR. HENRY RUSSELL,
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By way of imposing tail piece to these sketchy reminis
cences what could be more to the point than that of th
great Lablache, whose ponderous frame and immense voic
will be remembered by many now living. Born at Naples i
1794, he was educated at the conservatory there and immed
ately after completing the course made his debut at the Sa
Carlo, and at once entered upon a career which was a lon
success. Arrived in England he became a special favorite ¢
Queen Victoria, to whom it is said he gave lessons in singing
besides taking part in the private doings of court. Early i
the fifties he began to think of retirement and bought an es
tate at Maisons-Lafitte. He died in 1858, in Naples.

Lablache was of enormous size, standing about six fee
two, and turning the scales somewhere in the vicinity of fou
hundred. These un
usual proportion
were at times highl
inconvenient, an
when he tried to tak
any carriage but hi
own he was liable t
a series of adventure
like those in th
comic papers. Hi
voice was as large a
his body, and of sin
gularly pure qualit
in spite of its enor
‘_;_ mous sonority am

volume. Mr. A. De

T I vin-Duvivier tells

LUIGI LABLACHE. story of Lablache

dating from the tim

when he was living in Paris. It happened that th
American dwarf, Tom Thumb, came to live in the sam
house, having the apartment above Lablache. Now, Tor
Thumb was quite the rage among the English especially
and during the day he used to hold a sort of seanc
in his rooms, each visitor paying a guinea for a familiar in
terview with the dwarf. One moming, as Lablache was jus
going out, a typical Englishman stopped him at the door say

ST
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ing, in English-French, that he desired to see Tom Thumb.
“Walk in,” said Lablache, “Cest moi.” (*Itis .”) The Eng-
lishman naturally looked his astonishment, but followed the
ponderous singer into his apartment, where, as the custom of
the house was, a servant immediately appeared with a salver
of wine. They drank and the Englishman, when he had re-
covered his breath, began again to desire an explanation. “It
is quite easy,” said Lablache, in perfectly good English. “You
see me now as I am” (vox ‘
solemnis) “in myhours of
ease. But when I go be-
fore the public that is my
art,” and here the great
voice became ponderous
and melodramatically im-
pressive, “I r-rr-educe
myself,” at the same time
illustrating by holding his
vast right hand about two
feet up from the floor. The
jaw of the Englishman
dropped, and he tendered
his guinea for the inter-
view—w hich Lablache
waved away, saying,
“Give that to the serv-
ant.”

Among the cuts from
which I have made the se- AN EARLY PICTURE OF JENNY

. . . LIND.
Tections of pictures in

this fragmentary paper there is a very sweet one of Jenny
Lind, representing her probably at about the period when
she had made her American fame and had begun to be the
«<enter of artistic society in London. But of her career and
“vocal qualities I shall not now speak, inasmuch as they have
s0 recently been celebrated in your pages.



OLE BULL’S FIRST APPEARANCES IN AMERICA.
BY GEORGE WILLIS COOKE.

In the Autumn of 1843 Ole Bull came to America, and
made his first appearance before the public in New York.
There have come into my possession several letters describing
the impression he made at that time. The first of these was
written by George William Curtis, who had just left Brook
Farm, and was not vet twenty vears of age. It was addressed
to John S. Dwight, who had become his intimate friend while
he was living at the West Roxbury community. That part of
it relating to Ole Bull is as follows:

Saturday Night, November 25, ’43.

Why do I love music enough to be only a lover, and cannot
offer it a life-devoted service? Yet the lover serves in his
sort, and if I may not minister to it, it cannot fail to dignify
and ennoble my life. I am just from hearing Ole Bull; who
this evening made his first appearance in America. How
shall I fitly speak to you of him; how can I now, while the new
vision of beauty that he caused to sweep by still lingers? Yet
itself shall inspire me. The presence of so noble a man allures
to light whatever nobility lies in us. He came forward to a
house crowded in every part, with the calm simplicity of Ge-
nius. There was no grimace, no graces, but a fine grace that
adorned his presence and assured one that nothing could
disappoint, that the simplicity of the man was the seal and
crown of his genius. A fair-haired, robust, finely-formed man,
the full bloom of health shining on his face, he appeared as the
master of the great instrument, as the successor, in point of
time, of the world-famous Paganini. Yet was one confident
that here was no imitator, but a pupil who had sat thought—
fully at the artist’s feet: and felt that beneath the depth of his
expression there was yet a lower depth: who knew himsel £
consecrated by a will grander than his will, to the service of arm
art so divine and so loved. In him there was that sure proph —
ecy of latent power which surrounds Genius, and assures us
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that the thing done is an echo only and the shadow of the
possible performance. The playing followed this simple, ma-
jestic appearance. It was full of music, irregular, wild, yearn-
ing, trembling. His violin lay upon his arm, tenderly as a liv-
ing thing; and such rich, mellow, silver, shining tones followed
his motions that one seemed to catch echoes of that charmed
melody whereof music itself is but the shadow and present-
ment. The adagios reminded me of Beethoven, not as they
were imitated, but as all the great ones, in their appearing,
summon all the rest. The mechanical execution was faultless.
I detected no thick note. It was smooth as the sea of Summer,
embosoming only deep cloud-shadows and the full sunlight,
but no lesser thing. Then the end came, and he withdrew,
and my heart followed him. Do not be alarmed if the critics
call him cold, and speak of him disparagingly when others are
mentioned. The noble and heroes serve divine powers, and
at last win men. Men of talent and application love their in-
strument as it introduces the world to them; men of genius
as it interprets to them and to the world the mystery of music.
In the same letter, but writing a few days later, Curtis said:
To-night Ole Bull plays the second time. I shall go to hear
him. The Frenchmen are cliqued against him, for Vieuxtemps
has arrived, and they mean to maintain his superiority. He
has no announcement as vet. Wednesday night: I have heard
him again, and the impression he made on Saturday is only
deepened. He played an adagio of Mozart's. It was simple
and serenely chaste. His beautiful simplicity is just the char-
acter to apprehend the delicate touches of the master, which he
drew to us, without any ornament or addition. It was as if
Mozart had been in spirit in the instrument and given, with
all the freshness of creation, the music that can never lose its
bloom. The evening was glorious. Had you only been there!
Yet you will see him in Boston. Do not fail to write me how
he impresses yvou, that is, particularly. I cannot misappre-
hend his power so much as not to feel that it will seem to you
very grand. Observe his manner toward the orchestra; how
Olympian! how supreme! vet with all the gentle grace and
tenderness of Power. Good night. May vou ever hear sweet
music! Your friend, G. W. C.

This letter is somewhat sophomoric, as might be expected:
but it gives the impression of an intelligent listener. Curtis
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had given much attention to music: he had studied it at Brook
Farm under Dwight; and he was able to judge wisely of what
he heard, compared with the great majority of concert goers.

174

Later on he contributed to “Dwight’s Journal of Music;” and
to music he gave not a little of his interest. Of course Dwight
had his word to say of Ole Bull, in his turn: but the letter nowr
given was written before he had heard the Norwegian. It



OLE BULL IN AMERICA. 299

was addressed to Mrs. Lydia Maria Child, and treats of Bull's
rival rather than of himself. Henri Vieuxtemps was a Belgian
violinist and composer, correct and elegant, much admired in
France, but cold and wanting in true genius. At least, such
is the verdict which time has passed upon him and his work.
It was because Dwight’s opportunities for studying the best
musical expression at this time had been limited that he gave
to Vieuxtemps such high praise. Yet he always kept more
or less fully to this verdict, preferring the Belgian to the Nor-
wegian. In her letter about Ole Bull, which will be found in
her “Letters from New York,” Mrs. Child compared hiin to
the Persian Nightingale, which in that country is called the
bulbul.
Boston, December 25th, 1843.

My Dear Friend, Mrs. Child:

All things conspire to make me write to you. It is Christ-
mas night; * * * * and, above all, you have spoken
to me irresistibly in that splendid letter to the “Courier” about
Ole Bulbul. This last I believe I must thank for effectually
breaking the spell of my strange, unpardonable silence. * *
* * T shall not rest until I hear your Bulbul. They tell me
that in him is the living presence of commanding genius in
music; and that is what I have hardly, perhaps never, met.
I have divined, recognized (through a glass darkly) genius in
the works of great composers through the imperfect medium
of uninspired performers, or through my own poor efforts to
study myself into their meaning by slow and painful transfer
of the printed notes to the keys of my piano.

I have been charmed, transported, robbed of my sleep and
haunted for days by the wonderful performances of violinists
and pianists. But I do not feel quite sure that music has yet
spoken to me through one of her appointed organs, through
one of her chosen sons, in the person of a performer. And yet
I have heard something so near to inspiration that I require
the presence of Ole Bull to show me whether it was not that.
During the last week my sleep was broken, and all my habitual
scenes and functions made stale and wearisome and obsolete,
as it seemed to me, by hearing, not indeed a Persian Night-
ingale, but a something between a canary-bird and a thrush—

I mean Vieuxtemps. He is the perfection of art, if nothing
more; and he must be more to be that. Of his tones what you
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say of Dulbul's would not be an exaggerated description.
Sometimes there was nothing earthly in them; they were like
spirits disembodied; they did not contradict or limit my soul
as all things material or finite do, as all things must do which
have not perfect beauty. My soul was free with them. Like
the stars and the tints of the sky at all hcurs I enjoyved them
with an entire surrender of myself, and with a sweet repose.
Then they were wild, nervous and electrifving. Indeed, the
bold certainty, bold yet calm, the sudden flashing energy with
which he always attacked a theme was a perpetual surprise and
a perpetual conquest. The melody was continually new-born
under his hands; there was no possibility of its becoming old
or wearisome. The nature of the instrument, too, its appetiz-
ing harshness, its racy, sharp violinity, came honestly out,
more eloquent and musical than if it were all sweet. His com-
positions, not very profound or impassioned, were beautiful,
were original. They were very chaste, as was his whole de-
livery and bearing. This made it seem cold and only artistical
to many; but there was a uniform, subdued sensibility, and a
quiet earnestness in his whole air that would not let me believe
him without a soul. He moved my soul; could he have done
it unless he plaved from at least an cqual depth? Could he
have caused me to feel, if he did not feel himself?

He was born for the violin, I know. A youth of twenty-
three, he has exhausted its known powers. The most expe-
rienced critics cannot discover a want in his performances.
Perhaps you think if the critics can't the simple hearts can.
Well, he delighted me with the peculiar delight of finding
something perfect in the outward. Modest and unconscious,
not thrusting himself between his music and you, he seemed
to be the artist in a high and holy sense, to be filled with the
true idea and sentiment of art, to love himseit in exercisings
an infallible mastery over his instrument. But not an infallible
mastery over this most wonderful, most common instrument -
this human heart. He certainly has not conquered the multi—
tudes like Ole. Perhaps, though a true artist, he yet lack=
genius; if he had it, it is not of the popular, recognizable sort -
One thing was most wonderful to think of afterwards, that hi =
art, so admirable, so inspiring, seemed at the moment nothingz—
strange or difficult, nothing but the simplest, no more marvel —
ous than daylight, but yet as marvelous, as hard to explain o ¥
analyze. I say he is between a canary and a thrush because he
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is such a polished singer on the one hand, and yet so far from
being a tame one. He laughs and rocks like the thrush; he
is wild and woodlike and mysterious and inimitable like him.

Wednesday, 27th: I am just from the Fourier Convention,
where I spent day and night. It is intensely interesting—
probably the only great audience in this world where most ex-
citing controversy could be carried on in a perfectly sweet
spirit on both sides. How much of this is owing to the “Spirit
which hovers over the face of the troubled waters” when Will-
jam Channing's voice is raised? But I cannot tell you of it
in this. Here I feel with new force the divine significance of
music. You have said the truest thing ever said about it,
when you called music the “soprano or feminine principle of
the universe,” the principle of all things, etc. That music is
so becoming recognized as the Art of arts, the soul of them all,
at the very same time when the law of social harmonies is
being announced, is a fact not without significance. Were it
not worth while to give a life to develop the analogy?

Give my regards to Mr. Child and to Mr. Hopper and own
me still as your sincere (but unworthy) friend, J. S. Dwight.

Mrs. Child knew little of music in a technical way; but she
had an immense capacity for its enjoyment. She went into
raptures over the playing of Ole Bull, and her letters to Dwight
show with what delight she heard him. Her reply to the pre-
ceding is as follows:

New York, April 23, 1844.
Dear Friend: :

It would be uninteresting to recount the manifold little
hindrances which have delayed my answer to your refreshing
and most welcome letter. Suffice it to say that it has not been
because I do not always carry the memory of you in my heart.
You are one of the few whom I want to go into heaven with,
and stay near forever. Your letter exhilarated me like a
shower-bath. It made mec feel more cheerful and strong for
weeks after. I am glad my letter about Ole Bulbul found such
an echo in your soul. It is proof to me that I struck a chord
in the “everlasting chime.” If I did say “the very best thing
that was ever caid about music,” it must have been Ole Bul-
bul's violin that told it to me.

You, unfortunately, know so much that this Shakespeare
of the violin may not delight vou as he did me. I have known
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nothing like it in my experience of pleasure. Perhaps none
but the ignorant could feel such a rush of uncriticising, over-
whelming joy. Connoisseurs give the palm to Vieuxtemps;
but I persist in my belief that France made him, and God
made Ole Bull. I have certain theories about the nations
which make it difficult for me to believe that France ever
goes very deeply into the heart of things, though her mechan-
ism of all the external of man and of society is most perfect.
The application of this theory may, of course, be very unjust
to individuals. I am not quite willing to be convinced that
the genius of the French minstrel equals that of the Norwe-
gian. I cannot explain exactly why; except that my imagina-
tion has annointed and crowned Ole Bull king of the realms
of sound, and is willing to admit no rival.

So long as I am presumptuous enough to give my opinion
at all about music, I will, with becoming diffidence, just whis-
per in your ear certain feelings (I cannot call them thoughts)
which I had while listening to the opera of Il Puritani. I was
continually troubled with the incongruity between the subject
and the music. The drama came in obtrusively between me
and the spirit of the composer. It plagued me, and I wanted
it out of the way. To me the music spoke of the struggles and
aspirations of a human soul. Its first youthful adoration of
Nature, going up in worshipful chorus, like birds saluting the
morning; the restless seeking after its other half, in wild sweet
strains through shady groves; its fluttering love, its pleading
earnestness, its undefined fears, its sudden joys, its passionate
clinging to the sweet ideal—the tearing asunder, the deep sor-
row, the agonized supplication; and, at last, the triumphant
joy; the dawning of a better life.

What has Cromwell’s army to do with this? I shut my
eyes to get rid of the incongruity, but I could not; it would
come between my soul and Bellini. It may seem presumptu-
ous for me to say so, but I don’t believe it had any business
there, any more than the sulphur breathing dragon of Calvin-
ism would have in a world of beauty and order. Will you tell
me what you think of this? * * * Farewell. Your affec-
tionate friend, L. M. Child.

To this letter Dwight did not make reply; but Mrs. Child
was full of enthusiasm about Ole Bull, and wished to pour out
her admiration into willing ears. After a few months she wrote
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to Dwight again; but in the corner of her letter she wrote:
““Please not read this letter to strangers. I have written with
too much abandon for the public eye.”

New York, October 23, 1844.
Dear Friend: .

How soon you went silent again, after writing me that
beautiful letter about Vieuxtemps. And I wanted so to have
vou write me what you thought of Ole Bull. I will not be like
the man who urged Stuart, the artist, to come and give his
opinions of some old pictures he was exhibiting. “Some people
say they are copies,” said he; “but I swear I'll knock down
the first person that intimates they are not by-the old masters.”
I will not thus ask your opinion of Ole Bull; but I shall be
deeply grieved if you do not deeply feel the beauty and the
power of his music. It has awakened in me a new sense—
it has so stirred the depths of my soul, and kindled my whole
being, that my heart bounds forth to meet one that sympathizes
with me. Old as I am, it is the strongest enthusiasm of my life.
I could have thrown my arms around Susan Lyman’s neck
when she told me that her experience had been like mine, that
from him she dated the birth of a new sense. It may seem pre-
sumptuous in poor ignorant me to say it; but against a million
learned critics, I do say I could venture to assert that nothing
but genius, and transcendent genius, too, could take such pos-
session of my soul.

There has been a French clique here that have tried from
the beginning to underrate him. Partly on account of Vieux-
temps and partly because he and his music are both too spon-
taneous and inartificial to please the French. They have done
a great many mean things and tried hard to set a fashion of

criticising and depreciating him, as they did Shakespeare be-
fore him. What's the use of comparing him and Vieuxtemps,
or Shakespeare and Racine? The things are too different in
<haracter to be compared.

Concerning the alleged “false notes” of Ole Bull, I, of
course, do not presume to judge. But I don’t believe the as-
Sertion; simply because I do not believe that an organization
S0 exquisitely attuned to music as his could itself endure false
notes. Certainly, he has reasons for departure from established
Tules; wild and wayward they may be; but it surely is not want
of ear, or want of knowledge. You know the critics com-
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plained much of Beethoven's aberrations. They alleged that
he did certain things which distinguished masters of the science
had forbidden. “Do they forbid it?” said Beethoven. “Well,
then, I permit it.” One of the oldest musicians here says: “IL

am a cool and candid observer. I have heard Vieuxtemps.
and admired his skill and finish. I have heard all that the
French and Italian critics here have to urge; I have heard
Paganini again and again; but there is no mistake about it;
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no man has done such wonders on the violin as Ole Bul. No
man living, or that has lived, equalled him in tone and power.
Paganini himself fell short of him in these attributes.”

You would be charmed with the personal character of Ole
Bul. He is just like a child. Diffident of himself, and sensi-
tive, oh, so sensitive, that a rude breath hurts him. The ex-
treme and beautiful simplicity of his character is not appre-
ciated by the worldlings. To them it seems like weakness.
Then all nature breathes through his soul with such free joy.
The other day he was playing on the violin, and a bird in the
room mocked him exactly. He cried, he laughed, he jumped.
He was like a child to whom an absent mother had returned
and spoken suddenly. He makes false notes. If he does, so
does nature herself.

Now, my object in writing this is to ask you if you admire
his genius, as I hope you do, to write one of those eloquent
articles of yours for the Democratic Review. Don't let any
one know that I asked you, though; for should he hear of it,
I think it would both give him pain and offend him. He pur-
sues a very dignified and manly course about such things. He
leaves his reputation to take care of itself, without any such ef-
forts on the part of himself or his friends. Does he impress
you enough to make you wish to write about him? If not, I
need not charge you not to undertake it. If you wish to hear
him frequently, with a view to understand and describe his
characteristics, I can easily have matters arranged so that it
will be pecuniarily easy for you to do so. Tell me frankly
whether you would like to do it. And, I pray you, answer
this letter before the end of the world.

Susan Lyman spent a week in New York a short time
ago, and I got more acquainted with her than I ever was be-
fore. She is a lovely and a gentle creature. We talk much of
you. I have been studying a great deal about music for the
last few months; and I have so wanted you near to answer
questions. There are so many things books cannot tell me.
By the way, Ole Bul says that what I write is to him like the
study of counter-point. What does that mean? It must be
florid counter-point, I think. Now, please do write me before
a great while. If I do not sign any name you will know that
this bubbling effusion comes from your affectionate friend,

L. Maria Child.



306 OLE BULL IN AMERICA.

As will be seen by this letter, Mrs. Child had become so
accustomed to calling the great violinist Bulbul, that she quietly
dropped the last letter from his name altogether. A week
later Dwight replied to this “bubbling effusion.” The first
part of his letter, relating to personal interests, was cut away
by Mrs. Child; but that which related to Ole Bull remains,
and begins in this wise:

Now, as to Ole Bull. I heard him twice last winter. Ex-
cepting only a symphony of Beethoven, or a mass of Mozart,
nothing ever filled me with such deep, solemn joy. I had
spoken warmly of Vieuxtemps; and still he is very beautiful
in my memory. The popular award of “artistical perfection”
to Vieuxtemps, and “‘genius” to Ole Bull, is not quite just to
the former. I felt in him more than he gave me to hear. I do
not believe that he has exhausted himself yet. But Ole Bull
is undoubtedly the stronger and greater man. I should doubt
if he were the more simple of the two. He is certainly the
most original, the most never-failing and commanding. He
does inspire, as the other cannot. The most glorious sensa-
tion I ever had was to sit in one of his audiences and feel that
all were elevated to the same pitch with myself, that the spirit
in every breast had risen to the same level; my impulse was to
speak to any one and to every one as to an intimate friend;
the most indifferent person was a man, a living soul to me;
the most remote and proud I did not fear nor despise; in that
element they were accessible, nay more, worth reaching. This
certainly was the highest testimony to his great Artist, nature
his great Soul. Frederic Rackemann, the pianist, who has
himself the fire of genius, was intimate with him. He would
speak by turns of Ole Bull and of Vieuxtemps as the greatest,
and that apparently with the most entire unconsciousness of
any inconsistency. Yet I judge that his sympathy was more
with Bull. Once he said that Vieuxtemps was altogether the
greater artist; but, on being pressed, he said that Ole Bull
could do all that he could, with a little study, and a great deal
more. It was plain where his enthusiasm shone forth.

I should really delight to do the thing you propose, were I
only sure of one thing, my ability. I have, to be sure, very,
very little time, my musical and literary life being almost indefi-
nitely postponed. But I would contrive to steal time. Let me
say that I will expose myself to the temptation of doing it;
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but I will not promise. Hear him more, I certainly should;
and your kind suggestion about the pecuniary facilities would
be highly acceptable, nay, indispensable; for now that I am
so lost to intellectual society in Boston, so identified with a
despised sect, and so absorbed here as to lose the run of mu-
sical acquaintances, free tickets are not at my command, as
they once were. One thing more: I want to know Ole Bull;
yet in my obscurity I cannot seek him out, surrounded as he
is, always by a brilliant crowd. Is it not possible that the
freshness and originality of our community life might interest
him enough to warrant his riding out to Brook Farm? Mr.
Chickering or Schmidt would gladly show him the way. Were
I in the city I certainly should know him. I cannot answer
your question about counterpoint. With warmest acknowl-
edgments to Mr. Hopper, I am sincerely and gratefully your
friend, J. S. Dwight.

To this letter Mrs. Child replied, and it closes the corre-
spondence. Afterwards Dwight wrote of Ole Bull with en-
thusiasm in “The Harbinger,” published at Brook Farm. He
was never so much carried away by his genius, however, as
was Mrs. Child; and it is evident he did not quite fully respond
to her excess of ardor.

New York, Nov. 4th, 1844.

Dear Friend: 1 thank you for your prompt answer and
for the cordial manner in which you speak of Ole Bul. That
expansion of soul, that lifting up above the region of nar-
rowness and contention, that going forth of the heart to greet
all the world, which you describe so eloquently, is precisely
the effect his music has had upon me. It has gone so deep
into my soul and wakened there so many free, noble, and
gentle feelings, so many fairy fancies, so many remembrances
of a heavenly home, that he himself seems to me like a friend
of my early childhood. I have to make a continual effort to
remember that he is a distinguished foreigner at the Astor,
whom I have met but twice in my life, and toward whom it
is proper to observe a certain conventional restraint. It is the
more difficult to observe it, because he is himself so spon-
taneous and childlike in his manners.

When I used the word “simplicity™ I referred rather to
his character than to his music, vet his music, though certainly
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not simple, seems to me to have a sort of groundwork of
simplicity, like Nature, in her gushing, leaping, whirling
beauty, her tangled prodigality of grace. Do I so express
myself that you take my meaning?

I am certain that you will be inspired to write. His
music will take you up on its strong, free wings and carry
you high above all the heavy and fettering influences of earth
into the region of pure inspiration. Only don’t repress your
enthusiasm, as almost everybody does. Give Pegasus a free
rein. My spirit is hungry for the article now. I find it hard
to wait.

I will request him to give you a ticket for all his con-
certs in Boston on the ground that no man in the country
is so well qualified to understand and appreciate him. They
will be left, under cover to you, at the bookstore of James
Munroe & Co., Washington street, on the day of the con-
cert. You had better ask them to take charge of any note
left for you. I do not know when he will be in Boston. The
papers say before long. He lives in such a continual whirl that
he is apt to forget things, and he may possibly forget this.
But he is extremely courteous to all ladies, and as I never
before asked any favor of him I think he will try to remem-
ber it.

I think I had better not say anything to him about going
to Roxbury. I know him very slightly and have no claims
whatever upon him; but the very enthusiastic manner in
which T have written of him may make him feel a sort of obli-
gation to comply with any request of mine. And I imagine
that he is one of those who would cheerfully promise any-
thing to oblige a friend, but would feel the promise a con-
tinual load, and if he found it inconvenient to fulfill it, would
be tormented with continual self-accusation, as coarser natures
are for crime. I cannot bear to give such sensitive beings
any cause of uneasiness. I feel a sheltering tenderness toward
them as I do toward infants. You can easilv get introduced
to him and thank him for your ticket, and then improve the
acquaintance if the way opens. I will tell him who and what.
you are. Will you take particular notice of his Pecuerdos
de la Habana? He told me that he wanted me to observe well
the first note. He said that note contained all that followed;
all the rest was a mere flowing out and amplification of the
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first note. I told him I thought that was the way God made
the universe. He said note, but I thought he must have
meant notes. He seemed to take particular delight in that
composition and was anxious to know how it would strike an
unscientific person. But the only time I heard it the orchestra
accompanied him so badly that all things went into a snarl,
and I lost the thread altogether. They played me the same
trick with his “Mountains of Norway,” from which I expected
much, but received only confusion.

Oh, dear, how 1 want to see your article! You will make
many things clear to me which now oppress me with an
undefined glory. You will be inspired. Only do as I do.
Lie down peacefully on the music, as on the broad Rhine,
and let it float you along, gazing upward to a whole heaven

full of stars.
Your frank confession is appreciated and reverenced by

me. From this intense longing for the other half of being
I also have suffered much. Do not look for the twin soul
too earnestly and she will come in good time. Sincerely and
affectionately your friend, L M. C

The article on Ole Bull was not written, doubtless owing
to the changes which took place at Brook Farm as the result
of the Fourier convention and the new duties which came to
Dwight, in consequence. Ole Bull had a feeling that Dwight
was not favorable to him, and there was reason for this opin-
ion. He did not find in Bull the artistic perfection which he
desired. Yet it is interesting to have the testimony of three
Such persons as Curtis, Dwight and Mrs. Child to the wonder-
ful skill of the great Norwegian artist and to the sensation
Which his playing created.



THE STEINWAY FAMILY.

The death of Mr. William Steinway, at his home in New
. York, November 30, 1896, closes the personal history of two
generations of one of the most remarkable families known
in the history of music. The threc great representative person-
alities of this family were the father, Mr. Henry Engelhard
Steinway, born in an obscure forest hamlet in the Harz
mountains, in 1797; C. F. Theodort Steinway, born at Seesen
in 1825, and William Steinway, born also at Seesen, in 1836.
Three other brothers, Charles, Henry Steinway Jr., and Al-
bert, were men of ability and played important parts in de-
veloping the American piano and the great house known by
the family name, Mr. Henry Steinway Jr. having greatly im-
proved the over-stringing system; but all these died com-
paratively young, and the work of founding and developing
the fortunes of the house was borne mainly by the three great
names already mentioned.

Mr. Henry Steinway, senior, was born in humble circum-
stances, but of a good German stock. His face at first sight
seems that of a modest, quiet man, perhaps a trifle wanting
in self-assertiveness. This construction, however, is not borne
out by his history. for as a very voung man in military service
he showed himsclf of distinguished personal courage and de-
termination; and the manner in which he found for himseli
a field in the world in spite of the trammels of the guilds,
which dominated evervthing relating to the exercise of a
trade in Germany, indicates the same resolution; as also does
his bold yet prudent remcval to America, in 1850. \Vhen
Henry Steinway reccived his honorable discharge he desired
to learn the trade of a cabinet-maker, but found that five vears’
apprenticeship and five years’ work as jcurmevman were the
minimum for being allowed to set himself up as master. Now,
as the young man had already found a girl to marry, he did
not desire ten yvears’ probation. So in a manner already some-
what American he got himself taught the principles of cab-
inet-making by a non-union worker, and at the end of a vear



THE STEINWAY FAMILY 311

broke German tradition by offering as his masterpiece an
inlaid- desk, with secret drawers, and the like—a piece of
work such as any master might be proud to have made with
his own hands. But the guild did not permit a cabinet-maker
in the first stages to submit a masterpiece of so elaborate a

MR. HENRY STEINWAY, SR.

character. , A certain plain kind of chair was the highest
achievement permitted for several years yet. Moreover, when
he wished to exercise his trade in his native town he was met
by the disagreeable alternative, that he could not do so in
this irregular manner: while at the same time he could not
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go anywhere else to work, because tradesmen were not al-
lowed to work anywhere but in their own birth places, except
after considerable red tape. Therefore he turned to the trade
of building organs, which as yet was comparatively free from
trammels of the guilds. And after another year he had mas-
tered this and set himself at work as master.

Quite accidentally he found himself a piano-maker. Being
of irrepressible musical gifts and tastes, he desired to have a
piano for his boys to practice upon, and as work was cheaper
than money he made a piano, taking care first to find out
what the best points were in a piano. Accordingly in this,
his first instrument, he managed to combine some of the best
traits of the English and German pianos, which were the only
ones known to him then. The instrument found a purchaser
ready, and Mr. Steinway set himself to make a second for his
own use. Thus he found himself a piano-maker without pre-
meditation or intention. A business grew up around him, and
he began to distinguish himself, and as early as 1839 exhibited
a grand and a square piano at the Brunswick State fair and
received the first premiums. These instruments were hunted
up afterwards, and have been shown in Chicago and in New
York. They are well made pianos, beautifully finished. and
with tone still remaining in them.

Now a curious thing happened. By a readjustment of the
custom house regulations (which at that time in Germany were
much as if we had a custom house for every county), the city
of Seesen was cut off from the outside world, being entirely
surrounded by foreign territory. The price of a German piano
then was from one hundred to one hundred and twenty tha-
lers. The tax upon these of Steinway, if they were to be sold
out of the city where they were built, would be about sixty
thalers—which amounted to prohibitiori. Accordingly the
business was removed to another city, and Henry Steinway
began to think of America.

So in 1849 he sent his son, Charles Steinway, to New York,
who reported so favorable an outlook that the family followed
in 1850,all but the oldest son, Theodore, who remained behind
to finish up the work begun and look after property interests.
Theodore Steinway removed to Brunswick and there estab-
lished a thriving factory of his own; and did not come to
America until 1865.
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Upon arriving in New York, Mr. Henry Steinway and his -
sons Henry and Charles sought employment as journeymen
at th:: leading piano factories of New York, desiring to learn
something of American methods and tastes; for the Amer-
ican piano was already in a position rather commanding,
thanks to the labors of Alpheus Babcock, Jonas Chickering,
and others. William Steinway was apprenticed to the firm
of Nunns and Clarke, then famous piano-makers, where also
Mr. Henry Steinway worked. About three years followed
along this linc, the capital brought from Germany being
added to by the wages of the frugal workmen.

In 1853 the house of Steinway and Sons was founded, and
theyv began in quite their old way by combining the best quali-
ties of the pianos then in sight. Nunns and Clarke were mak-
ing rather a wide square piano with wooden frame (an iron
hitch-pin plate), felt hammers (the only felt hammers then
in use), and French action. The Chickering piano had the
iron plate of Alpheus Babcock and Jonas Chickering, was
rather narrow, had English action. and buckskin hammers.
It was solid, but the tone was rather thin and soon became
hard, owing to the hammers. Steinway and Sons began with
a wide piano, a full iron plate, felt hammers, heavier string-
ing than had been used previously, and French action. It
was, therefore, a distinct advance over anything then made.

In 1854 and 1855 they made a new scale square piano with
over-strung scale, permitting the strings more room to vi-
brate and giving a larger tone. This was the first successful
over-strung scale made in the world, although several other
attempts had been made. I will add, although the Steinway
official accounts do not say so. this scale was soon superseded
by something better, but for a while it served well its day.
At the fair of the American Institute in New York, in 1855,
there was a great exhibit of pianos. reaching nearly to one
hundred in number, and the judges happened all to be good
musicians, William Mason at the head. These judges de-
termined to make the examination perfectly fair, and accord-
ingly the name boards were removed from the instruments
and peculiaritics of make concealed as far as possible; and
after a long time in ccming to a point the three premiums
were awarded to threc instruments, which, upon being put
together again were discovered to be all by the same makers,
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Steinway and Sons, a firm of whom the judges had never
heard so much as their names. These particulars I had my-
self from Dr. Mason several years ago. So the second and
third premiums were given to pianos of the next best make,
and the house of Steinway and Sons began that career of
standing at the head which has been their favorite occupa-
tion ever since. The peculiarity of these instruments which
established them above all others then shown, was the com-
bination of the over-strung scale with its greater vibratory
power, with agrceable action, solidity and fine finish. It is
not necessary to go on with the fortunes of the house from
this point. Everybody knows how it grew and grew—much
like the emerald peach which Eugene Field once told us of.

Mr. C. F. Theodore Steinway was induced to come to New
York, in 1865, to take the place left by the death of two of
the Steinway sons, Messrs. Charles and Henry. He seems to
have been of the same indomitable perseverance as his father,
willing to take unlimited pains for an end, if thereby he might
arrive. Accordingly one of his first works in the new world
was to find a way in which the iron plate of the grand piano
might be able to resist a tension more than twice that de-
manded of the German grand then in use. By actual experi-
ments in ores and alloys he finally discovered a way of cast-
ing a plate which would stand a strain of more than 2,500
pounds to the cubic millimeter—a strain nearly twice that de-
manded of the metal in the Prussian cannon. It was Theo-
dore Steinway who first made the upright piano possible; for
the old uprights lacked the solidity and tonal qualities de-
sired. Many of his experiments were afterwards superseded
by better schemes, but practically the solidity of the upright
piano. as now made, and many of the qualities in the best
grands, were due to inventions and plans of Mr. Theodore
Steinway. He returned to Germany, taking charge of the
Steinway and Sons’ factory at Hamburgh, about 1885, where
he died. He was a man of scientific turn, who took his art
seriously as being partly a science. He was a man highly
honored both in his home city and throughout the artistic
world and scientific world. Helmholz wrote him that his ob-
servations upon the Steinway grand had led him to modify
his theories concerning the vibratory possibilities of steel wire.
He was a member of many learned societies.
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Mr. William Steinway had a training somewhat different
from that of the other sons. [leing the youngest but one, he
naturally fell into rather more ameliorated family conditions,
and being but fourteen when he reached America, he was
more of an American. Although he learned his trade as
workman and invented several not unimportant improve-

MR. WILLIAM STEINWAY.

ments, he very soon came to have charge of the office work,
and it is due mainly to his genius and many-sided activity of
mind that the Steinway piano has acquired the prestige
which it now holds. Starting with very small capital,
making one piano a week, as the affairs of the firm grew it
became necessary to have continually more and more capital,
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and this is where William Steinway's powers stood the com-
pany in hand. By frugality, judicious investments in real es-
tate, and foresight, the firm made a steady progress; and
this in spite of the very large advertising expenses demanded
for bringing their instruments before the public in a proper
light. Thus they built the great factory between Fifty-ninth
and Sixtieth streets, along Fourth avenue; and thus they
built the Steinway hall and warerooms in Fourteenth street,
where the offices and retail warerooms of the company still
are. Later they built their case factories at Astoria, on Long
Island, and now there is a town of Steinway, with all modern
improvements, and many of those features of model towns
for workmen which other masters seek celebrity for—but
which Mr. William Steinway provided for his men out of his
fellow feeling and goodness of heart.

Mr. William Steinway was somewhat of a politician, the
mayoralty of New York having several times been offered
him, when nomination was equivalent to an election; and
for the last four years, despite his rheumatism, he devoted
weeks of time to his work as president of the New York Rapid
Transit Commission, whose elaborate report is well known to
those interested.

As president of the Liederkranz Singing Society he went
with the company on a visit to the mother country, and they
received honors far and near, and Mr. Steinway had an inter-
view with the old Emperor William, more than an hour in
length. Most remarkable of all Mr. Steinway’s plans for the
firm was his dealings with artists, and it is due to his foresight
that several great pianists have been successfully heard in
America.

It is easy to see, from this brief record, that the family
Steinway and the house of Steinway and Sons mutually ex-
plain each other. The family had gifts, aspirations and in-
dustry, which came to realization in the American piano as
we know it to-day, to such a degree that there is not a piano-
forte made anywhere in the world which does not owe some-
thing to this world-renowned firm. The successes of the
house are tokens of the diverse and many-sided qualities of
the ruling spirits who made it, and particularly of the late Mr.
William Steinway, who, while a far-seeing business man,
was of an impulsive, warm-hearted, artistic temperament—a
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man to love and to honor. That all this popularity was based
upon solid business traits is shown by his private estate, which
was probated at two millions and a half. It is a long way
from the bench of a piano journeyman to interviews with the
emperor, presiding over rapid transit commissions for find-
ing ways of quick traveling up and down Manhattan Island,
and a wealth of two millions and a half at the end of one long
business panic when every estate has been whittled down and
“written off” by figures of all sorts of unheard-of potency.

The Steinways were remarkable men, great men, if you
like; and the late and last surviving member, Mr. William
Steinway, was most highly gifted of all—a man of distin-
guished mark anywhere in the world. .



MUSIC IN RACINE.
BY JOSEPH JIRI KRAL.

It was in Racine, Wis., that I have had the pleasure of
listening, for the first time, to Dvorak’s noble symphony
“From the New World.” It was in 1895, when Mr. Thomas
and his orchestra were making a tour of the northwestern
states. On that night the Belle City Opera House was
crowded to its utmost threshold and every seat was taken not-
withstanding that there were other attractions in the town.
This one fact alone ought to raise the rank of Racine—and
vyet some people will insist that Racine is not a big town! Well
might we retort: Blessed be the little ones, for of such is the
kingdom of Heaven, or something to that effect—but Racine
is not a small town by any means.

The Belle City, as Racine is very fittingly called by those
poetically inclined, numbers well nigh thirty thousand inhab-
itants, it possesses thirty churches and one hundred and nine-
ty manufacturing establishments with a combined capital of
twelve million dollars. What interests us most at present,
however, is the fact that Racine is a musical town. You will
find here all kinds of the noble art, from the simple chimes of
St. Luke’s church, which Mrs. Mach declares to be perfectly
lovely, up to the strains of Schulte’s fine orchestra. Henry
Schulte’s brass band and orchestra, to employ the official title,
originally organized in 1877, is the foremost musical organi-
zation of the city, and it may rightly be said that Racine owes
most of its advancement in music to Professor Henry Schulte
and his orchestra. Mr. Henry Schulte himself is a native of
Racine. He was born here on August 4, 1858, and like most
good musicians gave evidences of musical talent in his early
bovhood. His was a musical family: five brothers, all of them
were devotees of the art and all of them were members of the
orchestra when first organized. He took charge of the orches-
tra, as director, in 1881, when but a young man of twenty-
three summers, but his record shows that he has ever been and
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is the right man in the right place. His concerts, both clas-
sical and popular, have delighted many audiences both in the
old Bates Opera House and the new Belle City Opera House.
Mr. Schulte was the musical director of the Racine Opera Com-
pany when that organization produced their best operas; he
has always striven to raise the standard of musical taste and
judgment in Racine and I must say that he has been success-
ful. He may likewise justly be proud of his musical school,

HENRY SCHULTE.

having educated nearly one-half of all the members of his or-
chestra. When he took charge of the organization it was
really but a nucleus of an orchestra; now it numbers about
forty members, and Mr. Schulte himself is, as the Romans
would say, facile princeps among the musicians of Racine. He
is also director of the Deutscher Maennerchor (German Male
Chorus) of thirty voices, and the St. Mary's Church choir. On
Thursday, September 24, of this year, he was tendered a testi-
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monial concert by his orchestra in honor of the fifteenth an-
