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UNIQUE MUSICAL EXPERIENCES.

BY EDWARD BAXTER PERRY.

The first of the interesting, and for us novel, experiences
in the musical line which form the subject of the following
sketch came as a pleasant surprise our first evening in
Venice:

We reached this remarkable water city, goal of so many
long-cherished wishes. at 7 in the evening, by rail from Milan,
on a mild though late September day, rolling over the massive
arches of the new stone bridge connecting the islands with the
mainland. The interior of the depot, with its crowd of porters,
railway carriages and uniformed officers, had nothing what-
ever to distinguish it from a dozen other railroad stations in
Europe, but the moment we emerged onto the platform, we
realized that we were in \'enice: for instead of the usual mass
of cabs and omnibuscs, rattling over stone pavements, we saw
an expanse of inky water stretching in many narrow chan-
nels in all directions, upon which undulated a multitude of
black gondolas. all pressing their noses against the pier, and
our ears were filled with the cries and exclamations of the
gondoliers in Venetian dialect. It seemed incongruous, al-
most sacrilegious, to pile a gondola full of trunks, valises and a
type-writer and start thus for our hotel, through what ap-
peared a labyrinth of tunnels, floored with black water, walled
with venerable stone buildings, and roofed with a narrow strip
of star-besprinkled sky.
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Olur hotel was once the palace of one of the Doges, erected
in the thirteenth century, and we were assigned a room as
large as many a concert hall in America, with an old mosaic

floor, marble panclings, and a curiounsdy carved stone balcony
overlooking the canai, its dim and shadowy corners contain-

ing antique rniture enough to <tock an auction room. We
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made a journey on foot through what seemed like miles of
corridors, echoing saloons and galleried courts, to the dining-
room, and, I may add, that as long as we remained in that
hotel, nearly a week, we could only find the way from our
apartment to the dining-room by remembering and following
the mosaic patterns in the floors, taking first the corridor
floored with triangular mosaics, then crossing the apartment
with kaleidoscope pattern, then the court paved with square
blocks, etc.

After a hasty supper we ordered a gondola for our first
glimpse of Venice by moonlight. As we descended the broad
stone steps to the water and heard the lap of waves in a con-
fined space, the plash of the passing oars, and the strange,
half-musical, half-mournful cries of the gondoliers, re-echoing
sepulchrally from the lofty buildings on both sides of the nar-
row canal, I could not but smile to recall a day long ago in
my childhood, when, with scarcely less of novel and pleasura-
ble excitement, I plaved gondolier under quite different con-
ditions.

An unprecedented spring freshet had left the cellar of my
suburban home half full of water, which was some time in
subsiding. The family were in distress about it, but I was
enraptured. A few sticks of cordwood and an old storm door
served as an improvised raft, and with the coal shovel for a
paddle, I navigated this new realm of watery wonders. I had
been reading a book of travels with a vivid description of
Venice, and to my fancy I was a romantic gondolier. The
broad channel from cellar stairs to coal-bin was the Grand
Canal, the nearly submerged furnace the Cathedral of St.
Mark, the swinging shelf, which just cleared the waters with
the precious pickles and preserve jars, was the famous Rialto
bridge, and when my good mother, entering into the sport,
engaged my professional services for a trip to the old Vene-
tian market for supplics, that is, sent me paddling over to the
potato bin after the requisite Murphies for next morning's
breakfast, my make-belicve reached its most ecstatic climax
of realism. Little dild [ then dream that | should one day
visit the real Venice, where the streets are canals. the carriages



6 UNIQUE MUSICAL EXPERIENCES.

boats, the horse and the clectric car are alike myths, and the
sturdy arm of the gondolier is practically the only motive
power recognized.

FFive minutes of leisurely rowing along a narrow strip of

A SHADY NOOK ON A SIDE CANAL.
(Wan Axel Canal.)

darkling water, between the perpendicular walls of ancient
buildings, from whose¢ open lighted windows the familiar
sounds of sewing machines, clinking china, crving children
and even the well-known strains of a Czerny Etude, came
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floating out to us, mingling strangely with the dip of oars and
the gurgle of the rising tide, and with a long-drawn warning
cry and a dextercus twist of his one oar, our boatman round-
ed a sharp angle and sent us gliding out onto the Grand
Canal, at once the Broadway and the Central Park, the prin-
cipal business thoroughfare and the favorite pleasure-prome-
nade of Venice.

Here a lively and novel scene awaited us. Hundreds of
somber but graceful gondolas were coming and going, some
swiftly, some slowly, but all with the peculiar undulating,
swaying glide and dip characteristic of this unique craft, and
due to the fact that it is propelled from one side only by a
single oar, which the gondolier manipulates standing in the
stern, with almost incredible dexterity. Among them a few
incongruous steam launches, noisy, smoky, aggressive anach-
ronisms, sacreligious innovations by an English syndicate,
bustled up and down, useful but prosaic, like busy quacking
prosaic ducks in a flock of stately swans. To the right the
canal wound away to the Rialto bridge, facing us were the
illuminated facades of a row of historic palaces, built by the
Doges at different epochs, splendid with the architectural
pomp and embellishment of every style and school; to the
left the long vista of the canal, reflecting a thousand lights,
stretched to the water-gate of the Adriatic.

In the immediate foreground, in front of the Hotel Brit-
tania, two large gondolas were moored side by side, gaily
decorated with flags and streamers and brightly lighted with

Chinese lanterns. From these twin boats, which served as a
floating stage, a concert company of native street singers and

players were delighting the occupants, not only of the broad
verandas of the hotel, but of the scores of gondolas, crowding
close about them into the circle of light or drifting idly in
the half-shadows and mist-filtered moon-rays at a little dis-
tance. Of course, we joined the listeners and enjoyed to the
full a striking and peculiar program.

The small but well-balanced chorus, without a leader and
without preliminary training apparently, was remarkable for
its precision of attack, its all but faultless intonation, its rhyth-
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mic swing and clear enunciation. The still smaller orchestra
really did wonders in the way of vivid tone coloring, tasteful
and effective accompariment, beauty of shading and accuracy
of ensemble, thcugh with the most meager resources, and
without either a director or a page of printed music. All the
parts, vocal and instrumental, were given by ear, or by mem-
ory, or as the performers would have said, by heart, by these
untrained, poorly-clad children of the people, who were la-
borers or artisans by day, with a natural musical endowment
which they ntilized this way in the evening, and from which
they reaped a small addition to their income, from the con-
tents of a cap dexterously passed from time to time among the
surrouncing gondolas, from which one heard subdued
snatches of conversation in all the languages of Europe. for
Venice has as many visitors as natives.

And what shall 1 say of the soloists® Iresh, sympathetic
young voices, wholly unschooled and with many a fault in
tone production, but flawlessly true to the pitch and thrilling
in emotional and dramatic intensityv, with an unstudied earnest-
ness, a loving sincerity, a sensuous warmth of coloring, which
captured the Learts of the hearers, even while their intellects
were saving: “\What a pity that such a voice and talent should
be wasted in such a way!” One tenor I remember particular-
ly, with a big robusto voice, the long. slow inartistic vibra-
tions of which suggested the throbbing of a big organ pipe
and seemed to set the very skv a-rocking. It was incorrect,
of course, but tremendcus, and he sang with a fearless disre-
gard of the vast space to be filled, and the night breeze sifting
in from the sea, which told of high spirits, exultant health and
a joy in the plenitude of power

A contralto, too, there was, who reminded me of Scalchi
in her earlier days. and a light high soprano, who would have
made a charming Lucia. All sang with the compelling direct-
ness, the artless art. the clemental force and simplicity of the
Nature-taught folk minstrels of all times and places. Many a
first-class opera performance has stirred me less.

The music included a wide variety of stvles, the piquant
Italian street ballad. oi rather equivocal werds but catchy mel-
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ody and fascinating rhythm, the langorous serenata, the grace-
ful barcarolle and the characteristic local favorite, the gon-
doliera, which sang as they sang it, with the enchancing charm
of that environment, is indescribable; then scenes from Tro-
vatore, Carmen and other modern operas, fragments from
Rossini’s Stabat Mater, the Bach-Gcunod Ave Maria, alter-
nating with buffo narrative songs with half-spoken verses and
catchy refrains sung by the chorus.

There was no regular program, not even a definite plan of
the selections to be given. One number after another was
suggested, sometimes by the different soloists to each other,
sometimes by the listeners calling for old favorites, in an easy,
off-hand way, just as might happen among acquaintances in
a parlor. So the evening passed. one memorable for novel
impressions and strong local coloring. When the big bell of
St. Mark’s tolled 11, the twin gondolas slipped their moor-
ings and moved slowly away up the canal, with their grad-
ually diminishing trail of light and music, and we returned
to our hotel, well satisfied with our first evening in Venice,
though we had seen but little of the city, while our gondolier
was indolently happy to have earned two hours’ wage by row-
ing half a mile.

The next musical episode of novel interest to us was an
afternoon service at which we were unintentionally present in
the world-famous Milan Cathedral. For an American it is
in itself a strange and impressive experience to step from
the bustle and noise, from the busy life, the dust and sun-
glare of a crocwded square in the congested heart of a modern
business center like Milan into the restful quiet, the cool,
hushed solemnity of this grand old Gothic edifice, monument
of a bygone and widely-different time; where no sight or sound
or suggestion of the hurried sordid present can penetrate,
where the reverence, the devotion, the superstitious awe and
vague vet lofty aspiration of other days are palpably embodied
in stone; where the twin divinities, art and religion, reign
supreme side by side, unshaken by political revolutions, un-
touched by the rise and fall of dynasties and of nations, and
the coming and going of generation after generation of brief
human lives.
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Of all forms of faith which have held sway in the western
world, the Catholic Church ulone has succeeded in expressing
itseli in appropriate and enduring forms. It alone has under-
stood and utilized in full the incalculably important power of

INTERIOR OF MILAN CATHEDRAL.

the sublime in art, in dominating the souls of men, its sub-
duing vet elevating influcnce, the potent vet unconscious etfect
it produces cver upon the most presumably unsusceptible
natures, arousing their latent better instinets for the ideal,
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not only in its beautiful outward manifestations, but indirectly
also in spiritual aspiration. Many a hardened skeptic and
thorough-going materialist, whom the abstract creeds or iron-
bound dogmas of a formal and ceremonious religion repelled,
has been touched by a great art work to an awakening con-
sciousness and veneration of the ideal truth and harmony
which are back of every art and every religion.

For a time we wandered with instinctively lowered voices
and hushed steps among the forest of mighty pillars, which
rose as if visibly exulting in their massive strength, to meet
and support the ponderous vaulted roof. We admired the
wealth and carving, the innumerable statues and figures in
relief, any one of which would be a noteworthy object in a
church or public building at home, but here is lost in the pro-
fusion—the gorgeous stained windows, each in itself a study
for a day, but most of all the building, with its colossal yet
symmetrical proporticns, its severe grandeur, its overwhelm-
ing vet serious and not inappropriate magnificence.

Suddenly without warning the whole vast space was filled
with a tide of mellow majestic music, strong and full and res-
onant, yet seemingly without a definite source, impossible to
locate, everywhere at once, apparently melting in waves of
harmony from the smooth curves of the pillars all about us,
or floating on the pungent clouds of incense, or falling shadow-
like from the dim heights above. The comparison of archi-
tecture to frozen music is often cited, and one might almost
have thought that the superb building itself were audibly dis-
solving into fluid tone, in the blaze of the setting sun, pour-
ing crimson thrcugh the western windows.

Following, not a sound, which seemed to come from no
particular direction, but the throng of people converging from
all sides toward one point, we came upon a small chapel where
vesper service was being held. Even here that singular aural
delusion continued, due perhaps to the peculiar form of the
building, or its vast siz¢ and height, with the innumerable sur-
faces at all angles from which the tone was reflected. The
music sounded scarcely less distant, subdued and indefinite of
origin, even when we stood within a few feet of the singers.
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The choir consisted of perhaps thirty boys and half as many
men. They sang without notes and without instrumental
accompaniment of any kind, a composition of the strict old
churchly style, belonging evidently to the severe but simple
and noble school oi Palestrina and his disciples. The name
of the composition I failed to learn, but the form and spirit of
the work were unmistakable, broad, slow, impressive, with
masterly voice leading, vet without contrapuntal ostentation,
with grave, massive harmonies, imposing rather than beauti-
ful, in which the utter absence of the dominant and dimin-
ished seventh chords, so indispensable in our modern music,
was strikingly noticeable. It was religious music, in fact as
well as in name, fitted to the solemn Latin text, a tonal struc-
ture which, to reverse our former fancy, if suddenly frozen
would give us a Gothic cathedral in gray stone.

The voices were admirably schooled and carefully selected.
the intonation faultlessly true and pure, the general effect that
of some great mellow instrument, playing by a single masterly
performer. For the first time in my life I acknowledged the
much-vaunted charm of a boy choir. It may be those I have
heard hitherto have been made up of less genuinely musical
material, or have been less ably trained. It may be that the
dearth of impressive accessories afforded by most of our
churches is not calculated acoustically or aesthetically to en-
hance the effect, or that the music itself has not been so ju-
diciously chosen. \Whatever the cause, I have always felt in
the singing of boyv choruses a certain lack of emotional warmth
and intelligent perception, which experience brings to the
maturer vocalist, and a certain green, insipid, vealy quality
of tone. But lere it was different. One was not conscious
of the age or sex or even of the musical attainments of the
singers, scarcely even of the fact that the music was sung at
all. It was there, a perfect whole, the intangible spirit of the
tangible sublimity about us, the fitting voice of that visible
grandeur, a psychical experience, rather than an artistic effect
to be analyzed.

The service ended and the cathedral slowly emptied, we
returned reluctantly to our hotel, vaguely wondering how
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many such experiences it would take to make devout Catho-
lics of us. .

The third and last of the novel experiences with which I
shall this time tax the reader’s patience was quite recent, dur-
ing our stay here at Munich, and was afforded by a remarkable
presentation of Mozart’s well-nigh obsolete little opera, Cosi
Fan Tutte, a comic operette with rather flippant but genuine-
ly humorous text. The music was written in 1791, after the
Marriage of Figaro and before Don Juan, so in Mozart’s
greatest productive period. It is as clear, as fresh, as joyous
—and as shallow—as a mountain stream, as free and simply
natural, reflecting in its dancing, laughing ripples of tone, the
careless gaiety, the cheerful pleasure-loving spirit of the com-
poser and his time. Like a brimming champagne glass, it
fairly bubbles over with bright, effervescent, intoxicating mel-

. ody and hilarious playful rhythm. I never heard this opera on
any other German stage, and I think it is entirely unknown at
“home, for notwithstanding its musical merit, it has practically
disappeared trom most operatic repertoires, possibly on ac-
count of its trivial and cynical tone, and because the entire
argument of the text, which goes to prove the instability of
woman's faith and affection, is neither very gallant, very ele-
vating, nor very true.

The libretto is in Italian and perhaps “They’re All Alike”
is the best translation of its title, Cosi Fan Tutte. Two dash-
ing cavaliers, who are betrothed to two beautiful Italian dam-
sels, are boasting of the beauty and fidelity of their respective
ladies, when they are soundly ridiculed by an old beau, a
cyvnical man of the world, who declares all women, the two
in question not excepted, to be fickle and inconstant. The
debate, which threatens to become a quarrel, ends in a bet on
the part of the skeptic, that he will prove both fiancées un-
faithful in three months, if the two lovers will lend themselves
to his devices. Following his instructions, therefore, they pre-
tend to be suddenly called away from town, bid a heart-rend-
ing farewell to the devoted and inconsolable damsels, and then
return in disguise. After a series of very ingenious and in-
teresting scenes, each swain succeeds, much to his own dis-
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gust, in shaking the faith and winning the heart of his friend’s
lady, and so loses his bet, his bride and his faith in womankind
in one fell swoop. The plot reaches its climax when the tri-
umphant Beau Brummel appears, with a marriage contract
signed by the two ladies, each to wed the new lover, and ex-
claims amid gales of laughter, “Thev're all alike!”  This
phrase, “They're all alike,” is indignantly echoed by the dis-
appointed cavaliers, and becomes the keynote and title of the
picce. It is a sad libel on womankind and little credit to its
author; but if we forgive Boccaccio his Decameron and Shakes-
peare his Merry Wives of Windsor, we might as well, while
in the forgiving spirit, forgive Mozart also his Cosi IFan Tutte.

Munich, where for the last twenty years the Wagner cult
has been carried higher and further than anywhere else, ex-
cept at the summer performances at Bayreuth, and where,
save for that one exception, the Wagner operas have been
performed with greater perfection, more conscientious fidelity
and fewer sacrilegious cuts, than on any other stage in Fu-
rope—Munich, the hotbed of ultra modernism, has, during
the past two vears, singularly enough, taken up the task with
equal enthusiasm of reviving and sustaining a Mozart cult,
has undertaken with utter disregard of time, pains and expense,
to reproduce with exact fidelity all the best of the Mozart
operas, in their original form, and with precisely the original
means and effect, just as they were given a hundred years ago
here and in Vienna, under Mozart’s own personal supervision.
Only thus it was claimed could the public be taught fully to un-
derstand and justly to estimate the merit of these works.

The dainty little Residenz theater, or Mozart opera house,
as it is now popularly called, where that master himself led
these operas at their first presenmtation a century ago, before
the large Roval theater, known as the Wagner opera house,
was built, was chosen as the most fitting place, both on account
of its traditions and its small but acoustically excellent audi-
ence-room. It scats hardly a thousand and the interior is
decorated in strict accordance with the taste of the eighteenth
century, in the most extreme rococo style in white and gold,
with excessive and elaborate ornamentation.
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The best lyric and colorature singers from the fine Royal
Opera Company were selected for the leading roles, which they
studied with special care, not only with reference to musical
effects, but to the traditions of former presentations regarding
costume, action and the like. The magnificent Royal Orches-
tra was cut down to the exact number of instruments, and
the number of men to each instrument, for which the muyusic
was originally written. The strings greatly predominated.
with a moderate force of wood wind, and a single modest
quartette of brasses, posted in the background and seldom
heard from. The original autograph scores were sought out
and punctiliously adhered to, and all cuts, additions and would—
be improvements studiously avoided.

One of the most novel of the revived traditions was the so-
called ‘“dry recitative.” Long passages for the singers, in-
toned rather than sung, delivered with extreme rapidity, with
now and then only a distinct melodic phrase, wholly without
orchestral accompaniment, and as harmonic background an
occasional thin chord or harp-like run played upon the spinnet,
the identical instrument which Mozart himself used, the fee-
ble tinkling tones of which sounded strangely enough to ears
accustomed to Wagner's orchestration. The simple passages
scored for this instrument were played by the conductor
standing, often with the baton still between his fingers, and
the effect was droll, almost ludicrous.

Only one modern innovation was permitted, and that me-
chanical, not musical, a revolving stage, the invention of a
local engineer, and 1 believe nowhere else in use. It is so
arranged that the whole stage, with the scenery upon it, turns
upon a central pivot, like a vast wheel laid horizontally, so
that when a change of scene is required, instead of the usual
delay and lowered curtain while the new stage setting is being
arranged, the whole thing is revolved at a signal, turning the
old scene back out of sight and the new one previously pre-
parced to the front, without a moment’s loss of time. The
transformation is practically instantaneous and produces an
almost magical effect.

One of the most successful of the Mozart operas, thus re-
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animated and rehabilitated after vears of neglect, is the Cosi
Fan Tutte, which we were fortuunate enough to hear. One
realized for the first time the intrinsic fascination of this sim-
ple old-fashioned music, with its refined vet purely sensuous
beauties, its forms as clear and clean-cut as a piece of Greek
sculpture, its airy fanciful gaiety. \What though it lack emo-
tional depth, dramatic force, passionate intensity, every ele-
ment indeced that stirs the deeper, stronger, sadder chords of
the heart? So does a May morning and is not the less beau-
tiful. This music was not intended to express the pain, the
struggle, the baffled hopes of life, but rather to make us for-
get them. Its mission is simply to please and in this it cer-
tainly succeeds. Ior the first time I owned myself an en-
thusiast for Mozart, the happy. heedless child of genius, with
so tragic a fate.

Munich, February 25, 180&.



RIMSKY-KORSAKOW.

IFROM “MUSIC IN RUSSIA,” BY A. POUGIN.

We come now to the artist best known of the little group
of performers, and at the same time the one whose Russian
reputation is undoubtedly the greatest of any since the regret-
table disappearance of Rubinstein and Tschaikowsky. 1
speak of M. Rimsky-Korsakow, who today represents  the
Russian school in everything that is most noble and most dis-
tinctly original.

Nicolas Andreiewitch Rimsky-Korsakow was born at Tich-
win the 18th of March, 1844. A laborious and productive mu-
sician, more productive, may be, than largely inspired, but
endowed with happy faculties and furnished with solid in-
struction, M. Rimsky-Korsakow has produced in all styles:
dramatic music, symphonies, instrumental music; song alone
or in chorus; ncvertheless, like many of: his companions, he
had never studicd music at first otherwise than as an amateur,
and it was after having gained a certain standing as officer of
the navy, while he was still young, that he renounced this
career in order to give himself without reserve to his artistic
taste. '

One can believe that, as I have said, M. Rimsky-Korsakow
had acquired even in these conditions a solid musical instruc-
tion, since at the age of 27 years, in 1871, he was put in charge
of a class in composition and instrumentation at the University
of St. Petershurg, and a little time later he was placed at the
head of the gratuitous school of music founded carlier by M.
Balakirew. Younger than all the members of the little cir-
cle, he was the last to enter it and naturally came under the
influence of Messrs. Balakirew and Caesar Cui in everything
that belongs to dramatic music. Nevertheless, his robust musi-

cal temperament led him to avoid certain exaggerations and,
w
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on the other side, his intimate knowledge of popular music
and the employment which he had made of it in a very happy
fashion in his works of different kinds, combined to give him
an incontestable originality.

As early as 1873 M. Rimsky-Korsakow appeared in the
theater with an opera in four acts, “La Pskovitaine” (The
Daughter of the Pskow), the subject of which was taken from

RIMSKY KORSAKOW,

a drama by the poet Mei. This was represented at the Theater
Marie of St. Petersburg.  Already in the preceding year M.
Rimsky-Korsakow, who was always distinguished for his ca-
pacity for man.ging the orchestra, had given the first proof
of this ability in instrumenting the score of the “Convive de
Pierre,” the opera left unfinished by Dargomijsky, which was
represented at the Theater Marie the 28th of February, 1872.
In this first work M. Rimsky-Korsakow commenced to em-
ploy, not without ingenuity, many popular Russian themes
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(among others, ir the first act, a beautiful melody from the
district'of Arzamos, which stands as No. 27 in the collection
of popular songs by M. Balakirew). Aside from this the in-
spiration of the compcser appeared a little limited in the score
of “La Pskovitaine,” the recitative being a little dry, and they
complained of him that certain harmonies had a boldness
which almost amounted to cruelty to the ear. The work at-
tained sixteen representations, at the end of which it disap-
peared completely from the repertory. It was revived, never-
theless, in the month of April, 1895, at the Theater Panaiew,
where an artistic circle, “The Petersburg Society of Musical
Re-Unions,” had the idea to bring it out. The author had
revised the score for this occasion and improved it in a nota-
ble fashion.

Eight vears passed before M. Rimsky-Korsakow re-appeared
upon the stage. Other labors occupied him during this time,
of which I will have to speak later. Among others, he wrote
for the occasion of a concourse of the Imperial Russian So-
ciety of Music a quartette for stringed instruments, which
gained him an honorable mention, and he published an ex-
cellent collection of one hundred popular Russian songs, col-
lected and harmonized by himself. Afterwards, on the 2oth
of January, 1880, he gave, at the Theater Marie, his second
opera, “A Night of May,” in three acts, of which the subject,
semi-fantastic, semi-comic, was taken from a very popular
story by Nicolas Gogol. Here the composer gave a new
note, the note humoristic and gay, and the melodic vein was
more abundant and more frank than in “La Pskovitaine.” The
first act of “The Night of May” was full of grace and of mel-
ancholy, while the second act distinguished itself by its fancy
and by its comic verve; the third was without doubt of in-
ferior quality, too lcng at first, and the only thing to remem-
ber in it was a very lovely cradle song; nevertheless, the work
as a whole was well received, as it was extremely well plaved.

- *The Night of May” was repeated. not without success, upan

the stage of the Theater Michel in the month of October, 1894.
Two years only separated “The Night of May” from another
work which is perhaps the best of the composer—‘‘Snegou-
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rotchka (The Daughter of the Snow), a fantastic opera in four
acts and a prologue, written upon a poem of Ostrowski, which
was represented in 1882. The fairy and legendary subject of
this one, where humor intermingled constantly with the poe-
try, was well calculated to incite the inspiration of the com-
poser, whose score is everywhere distinguished by grace and
freshness, with a very pronounced national sentiment. Onc
might say that certain developments at times seem a little
excessive, and this fault is perhaps ordinary for the composer
and, let us add in passing, of almost all the Russian musicians.
But there are a number of pieces and episodes particularly well
placed, such as the frankly amusing scene of the King Deren-
di, the adorable and characteristic song of the shepherd
(whose entire role is charming, as well as that of the Daugh-
ter of the Snow), the prologue of the second act, and the third
act in its entirety. Here again M. Rimsky-Korsakow has
proved, even ir: his orchestra, that he is sparkling and that
he possesses a veir of comic sentiment.

The score of “Mlada” has perhaps more amplitude. “Mlada”
is that fairy opera-ballet, in four acts, of which Etienne Gue-
deuonoff had designed the book and which he had the idea
of having set to music by four composers. It will be remeni-
bered that this project was not realized. Finally, M. Rim-
sky-Korsakow composed the music entirely, and the work was
represented in the month of November, 1892. The subject,
essentially national and of a legendary nature, called up an
epoch anterior to the introduction of Christianity into the
Slav countries, and revived the ancient customs of the Baltic
Slavs. The work was complicated, but of a very iritense, mu-
sical interest and it has charming parts, particularly the de-
licious choruses and pretty ballet airs. Modulation is treated
with a master hand. The ensemble is very poctic, of a pretty
character and a happy color, and the melodic vein is full of cle-
gance. Essential originality joins itself to originality of form.

The last dramatic work of M. Rimsky-Korsakow is a fan-
tastic opera in four acts and nine scenes, “Christmas Eve,”
which was represented in the Theater Marie, the 10th of De-
cember, 1895. This time the composer has himself written
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his libretto, drawing his inspiration from a very popular story
by Nicolas Gogol, which had already given birth to three
other operas; cne, “Vakoul le Forgeron,” by Tschaikowsky,
played at the same theater the 6th of December, 1876; anoth-
er by M. Soloview, which had been given with a certain suc-
cess in a private theater, and a third in the Little Russian dia-
lect, by M. Lissenko, which acquired a sort of popularity at
Kiew and at Kharkow, the music of which was later adapted
by Little Russian troops to a fairy story stolen, also, from the
famous story of Gogol, and this has been played with success
during many years at St. Petersburg even. The score of
“Christmas Eve” is, they say, one of the most distinguished
which M. Rimsky-Korsakow has written; it is not, like his
other works, encumbered with prolixities which sometimes
awaken prejudice, but it lacks spirit and spontaneity in its
melodic character. The ideas are short, lacking often of the
necessary development, and as if he wished, according to the
theory of the school to which he appertains, to cut short the
traditional forms of opera and give himself up, without inter-
ruption, to the continuity of the musical dialogue; thus, the
composer has, at times, impoverished his work more than is
wise. For example, all the symphonic part, which lends
itself to the fantastic side of the subject, is treated with the
hand of a master and presents a seductive character full of
originality. Outside of these, many pieces are otherwise to
be noted, especially two pretty romances for the tenor and two
cavatinas for soprano, of which one is full of a touching mel-
ancholy sentiment. “Christmas Eve” was very favorably re-
ceived by the public.

But I believe, nevertheless, that in spite of the talent which
he has displayed and the relative success which he has at-
tained, that the best part of the celebrity which attaches itself
very justly to the name of M. Rimsky-Korsakow, comes to
him from those of his works which do not have the theater for
their object. ‘M. Rimsky-Korsakow is before all a symphon-
ist, and it is to his instrumental productions that he owes, in
his country, the principal part of his fame. He has written
three symphonies, properly so-called, of which ome, the sec-
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ond, which bears the peculiar title, Antar, is more properly a
descriptive poem: the third, in C, was composed in 1886. To
these it is necessary to add a Sinfonietta upon Russian themes,
in A minor; an overture from Russian themes, in D major;
another overture, “The Russian Passover,” upon themes of
the Russian church; a fantasie upon Serb themes; a “Capriccio
Espagnole,” and finally two symphonic poems, “Sadko” and
“Scheherazade” (the last inspired by the Thousand and One
Nights), and a Fairy Story for orchestra. In all these one
sees that the characteristic side of Russian music, its national
color, holds a large place-in the pre-occupation of the com-
poser, who strengthcns and fortifies his inspiration from truly
popular sources, such as one might say would be almost irre-
sistible in his country. On the other hand, it appears that M.
Rimsky-Korsakow, like the greater part of his compatriot ar-
tists, has given himself up too much to the chimerical notion
of the power of the picturesque in music, the influence of Liszt
and of Berlioz. These artists often demand, without doubt,
from music that which it cannot give; and voluntarily go on
to confound the art of sound with the art of color.
However this may be in the original state of the works, it
is very difficult to judge at this writing from the simple reduc-
tions to the piano, even for four hands, of the value and effect
of the symphonic compcsitions of M. Rimsky-Korsakow, who
rises above all, I belicve, in the truly prodigious talent with
which he manages the different clements of the orchestra,
from which he obtains surprising effects. I remember, al-
ways with pleasure, at the Russian concert at the Universal
Exposition in 1878 (directed with talent, so masterly, by the
regretted Nichclas Rubinstcin) his symphonic poem, “Sadko,”
which is effectively instrumented in the most brilliant fashion,
and of which the ideas, if they are a little short, have at least
character and flavor. More recently they have given at the
concerts of the Chatelet his “Capriccio Espagnole,” which is
a reaiistic picture a little dull of tone, maybe, but very curi-
ous and at times very piquant, and an orchestral arrangement
with an intoxication of sonority and of combination of tim-
bres very extracrdinary. They mention as very picturesque
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and presenting a succession of scenes of glowing color the
orchestral suite entitled “Scheherazade.” This preoccupation
with the picturesque is so inherent in the very personal talent
of M. Rimsky-Korsakow that it dominates even in his sym-
phonies, properly so-called, which as yet we have not heard in
France. The second, even, “Antar,” is written upon a pro-
gram, which the author has pretended to follow step by step,
mixing with it even psychology, which is assuredly the climax
of evervthing that one could ask from music without recourse
to words.

We might imagine this by the following notice of M. Caesar
Cui upon this symphony: “The subject is taken from an ori-
ental novel. Antar, disgusted at the ingratitude of men, re-
tires into a desert. Suddenly appears a gazelle pursued by
a gigaatic bird. Antar slays the monster, saves the gazelle
and sleeps and finds himself in dream transported into a mag-
nificent palace, where he is charmed by songs and dances.
The fairy of this palace promises him the three great enjoy-
ments of his life. Afterwards, he goes back into the desert.”

This is the program of the first part. It is an admirable
specimen of descriptive music. The hordes of the desert, the
gracious chords of the gazelle, the heavy flight of the monster,
expressed by sinister harmonies, and at last the dances, full
of voluptuous abandon, the whole is full of inspiration; only
in the dances the motive is often too short for their dimension
and is too often repeated.

The second part, “The Delights of Vengeance,” is full of
savage energy, of sanguinary rudeness in the music itself as
well as in the orchestration.

The third part, “The Enjoyments of Power,” is composed
of a splendid oriental march, ornamented with arabesques as
charming as a novel. The last part, “The Enjoyments of
Love,” is the culminating point of the work. The poetry of
passion is there seized and rendered in superior manner. Still
two remarks apropos to “Antar.” In order to render the
local color still more striking Rimsky-Korsakow made use of
three themes of Arabian origin, and the theme of Antar him-
self is reproduced in all the parts in spite of their absolutely
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different character. This gives the design a grand cohesion.
(Menestrel, gth of May, 18806).

Nevertheless, it is certain that above everything it is in this
kind of composition that he is past-master, and this has ren-
dered famous in Russia the name of M. Rimsky-Korsakow.
Of music, especially for the piano, he has written a little: a
Suite (waltz, intermezzo, scherzo, nocturne, prelude and fugue
upon the theme of “Bach™); four pieces (Impromptu, Novel-
ette, Scherzino, Etude); three pieces, Waltz, Romance, Fugue;
Six Fugues. But the work which distinguishes him above
all, because it is very beautiful, very virile, in full measure,
without uscless and superfluous development, interesting from
the point of view of the design adopted at the beginning,
which is persisted in even to the end, with much talent, is a
superb Concerto in C sharp minor, dedicated to the mem-
ory of Liszt; and it is worthy of this noble memory. It is a
work of the first order, of a beautiful design and superior con-
ception, and it has done very great honor to M. Rimsky-
Korsakow.

These are not all the compositions of M. Rimsky-KNorsakow,
whose fecundity is not his least merit—-his productivity, the
true poetry of the strong ones, for which M. Caesar Cui
blames so severely Rnbinstein and Tschaikowsky, and upon
which, with reason, at times he felicitates his companion and
friend. M. Rimskyv-Korsakow has written also a large num-
ber of romances and meloadies of very pleasing accent; many
choruses “a capella™ for male voices and for female voices;
other choruses for mixed voices with accompaniment of or-
chestra or piano; finally a Serenade for violonecllo and piano
and a concert-fantasie for violin and orchestra, upon Russian
themes.  In the greater pakt of these works, whatever their
nature, M. Rimsky-Korsakow has drawn liberally from the
rich mine of popular songs and national melodies, which he
knows better than any one clse on account of having himself
collected a great number, the abundant variety of which is
almost inexhaustible; and when he has not employed them
directly he has inspired himself so well with their accent, has
impregnated his works so profoundly with their color, that
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his music takes on a character of its own, a character truly
original and wholly individual. In this point of view he has
followed the traditions of Glinka and has entered vigorously
into the movement created by him.

In fact, since the death of the two great artists, his elders,
whom Russia still mourns, one might say of M. Rimsky-Kor-
sakow that he finds himself virtually at the head of the musi-
cal movement in his country, and this not alone on account
of the number and value of his works, but also by the fact of
his appointment to the high situation which he occupies as
professor of the University of St. Petersburg, where he had a
festival in 1896 on account of the twenty-fifth anniversary of
his entrance into these functions. During this quarter of
a century he has formed a great number of pupils, of whom
certain ones, such as M. Glazounow, Arensky, Wihtol, Gret-
chaninow, etc., have already made themselves spoken of.

CONCLUSION.

It is thus, as much as in me lies, that I have named those
who might be called the founders and the first chiefs of the
Russian musical school; who, by their labors, by their writings,
by their exaggerations, even, have called attention to it, have
given it its importance, and it is with their pupils and to their
successors that I have to occupy myself in ending my labor,
by attempting to throw a rapid glance over the present statc
of music in Russia and to seize, as exactly as possible, the
situation of art in that country.

But before doing this I would wish to mention, as he merits,
- the name of an artist very distinguished, who, if he is not
Russian by birth, has been established for thirty-five years in
Russia, where he has rendered important services and where
he has taken a large part in the contemporaneous movement.
I wish to spcak of M. Edouard Napravnik, the excellent or-
chestral conductor of the Theatre Marie of St. Petersburg,
born the 24th of August, 1839, at Bejst, near Koeniggratz
(Bohemia), but who, after having made excellent studies at
Prague, has been since 1861 fixed in the capital of Russia.
Pianist, organist, and, above all, an orchestral conductor of the



% RIMSKY-KORSAKOW.

first order, M. Napravnik is particularly distinguished by the
talent with which he has directed at the Imperial Theater the
execution of all the works of Russian composers. He has
himself given to this thcater three important works, “Les
Bourgeois de Nijni-Novgorod,” “Harold and Doubrowsky”
(of which the idea was furnished him by M. Modeste Tschai-
kowsky, the brother of the artist so justly regretted). M.
Napravnik has written still a number of other works, three
symphonies, of which one is called “Le Demon,” a concerto
for piano and o:chestra, in A minor; a Russian Fantasie for
piano and orchestra; two quartettes for stringed instruments,
a festival march, and six national dances for orchestra; two
suites for ‘cello and piano, three pieces for the same instru-
ments, and quantities of romances, choruses and different
pieces for the piano. Nevertheless, however remarkable in
their writing, the compositions of Napravnik lack a little too
much, they say, of spirit and of true inspiration. It is above
all as orchestral conductor and by the intelligent and zealous
collaboration which he has not ceased to take in relation to
his brother artists, that this excellent master has made at St.
Petersburg a distinguished position, due to the display of an
incontestable talent. 1 believe that M. Napravnik is profes-
sor at the University.



THE WAGNER-NIETZSCHE VIEW OF DRAMA.

BY ERNEST NEWMAN.

Those who, towards the end of 1888, were startled or amused
by Nietzsche's onslaught upon the great German musician in
“Der Fall Wagner,” could have found a not unprofitable oc-
cupation for an idle hour in comparing this pamphlet with the
“Geburt der Tragodie” of sixteen years earlier, dedicated to
Wagner, and lauding him as the savior of German culture.
There were, no doubt, many at that time who were exceeding-
ly wroth with Nietzsche for his apostasy. In the ten years
that have elapsed since the publication of that booklet, we
have learned to take a more charitable view of his extraor-
dinary change of front. The documents that have come to
light since then, particularly the life of Nietzsche, by his sis-
ter, have given us sufficient proof that the reversal of opin-
ion on the Wagnerian, as on other questions, was due to
the progressive deterioration of Nietzsche’s nervous system;
and sympathy with that vivid mind shut up alone in its terri-
ble darkness destroys any animus we might have against the
philosopher on the score of some of his work. It is true that
certain of the more perfervid Wagnerians still allude to him
in tones of acerbity, one or two of them seemingly regarding
his madness as no more than he deserved for his attack on
the idol. But on the whole the world—even the Wagnerian
world—is beginning to recognize that the nervous derange-
ments of Nietzsche’s organism must be allowed to plead for
him. As far as regards his personal relations with Wagner
between 1872 and the year of the final rupture, it is safe to say
that there were faults on both sides, and the attentive reader
of “Der Fall Wagner” can readily see that in the neurasthenic
state of the philosopher after 1876 it was not exactly in the
music of Wagner that he could find the repose his tortured
nerves demanded.

It is somewhat unfortunate, however, that while the later
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attack on the musician, which is on the whole somewhat poor
stuff, should have attracted so much attention and been so
widely read, the earlier book on “The Birth of Tragedy From
the Spirit of Music” should have attracted hardly any notice
outside Germany. There, indeed, it has been attacked more
than once in detail, notably by Herr von Wilamowitz-Mollen-
dorf, whose book called for the well-known consolatory let-
ter from Wagner to Nietzsche in 1872. On the other hand,
Wagnerians are now, in view of the apostasy of the philoso-
pher, somewhat chary of using his book in support of Wagner
and his theory. It is not, indeed, a book of any permanent
value, as a study either of the development of the Greek
drama or of the place of music in European culture; yet it
is still interesting if looked at in connection with Wagner.
It is one of those books whose interest consists less in their
actual theories, than in the connection of these with certain
larger theories of other minds. *“The Birth of Tragedy” is of
considerable value in any attempt to estimate the final worth
of Wagner’s own theory of music and the drama.

Nietzsche began with Schopenhauer’'s theory that the es-
sence of the world is Will, and that a consideration of the
universe from the point of view of rcason leads inevitably to
pessimism, inasmuch as the verdict of the reason is that we
are engaged in a perpetual conflict, in which we are fore-
doomed to perpetual defcat. Nietzsche supplements this
philosophy by the theory that if the world is incapable of jus-
tification from the point of view of reason, it is yet justifiable
if regarded as an aesthetic manifestation. Man, individuated
as he is, has still the faculty of forming interior artistic images
of external things. This faculty Nietzsche calls the Apollon-
ian, and he imagines that its function is to enable man to cast
off the pessimism of the reason, by summing up the universe
—mastering it, as it were—in forms of beauty; the two chief
arts of Apollonian quality being, of course, sculpture and
painting. He then goes on to argue that although man is
only a small individuation of the eternal Will, he yet retains
consciousness of his unity with that Will, and therefore with
everything that exists; and in his ecstatic or orgiastic moods
he is filled with this passionate, sybilline sense of his oneness
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with the whole of Nature. This state of the soul Nietzsche
calls the Dionysiac; and once more following Schopenhauer,
who contended that the most direct and immediate expression
of the Will is to be had in music, he maintains that music is
the natural form of utterance for the Dionysiac mood. Fur-
ther, although this mood brings with it an increased sense of
the sufferings of the world, still man finds consolation in the
knowledge that if the individual will is ephemeral, the general
Will is eternal. Thus the Dionysiac mood, as well as the
Apollenian, brings with it a “beneficent illusion;” both incline
the soul to optimism. The Greek triumph over pessimism
was achieved on the one side—the Apollonian—by the in-
carnation of their aesthetic ideas in the forms of beautiful
deities; on the other side, by the efflorescence of the Dionysiac
illusion in the Greek tragedy. This latter sprang, as we know,
from the primitive chorus of satyrs—the representative spirits
of fecundity,‘ of the inexhaustible vigor of life. Watching the
satyr-play, the spectator also became infected with the Diony-
siac rapture; and music, the natural language of the Dionysiac
mood, led his soul back to the primitive intoxicated sense of
onencss with the life-blood of things. When the ecstasy of
the satyr-chorus and of the spectators rose to its greatest
height, there objectivated itself before them the beautiful vision
of the young Dionysos; that is, the Dionysiac rapture gave
birth to an Apollonian vision, which was no more than the
precise and plastic form of the unprecise and musical state
of soul induced by the Dionysiac intoxication. The later
heroes of the Greek tragedy in its best days were really modi-
fications of this incarnated vision of Dionysos; and in this
sense the Greek tragedy was born out of music. Consistently
with this view, Nietzsche holds that the Greek tragedy, like
Greek civilization, was greatest in its first instinctive moments;
and that as reason came uppermost in their lives, counteract-
ing the warm rapture of the instincts, both Greek art and
Greek civilization decayed. Nietzsche regarded Socrates as
the supreme representative of this tendency, and he sums up
the collapse of Greek culture under the formula of “the So-
cratization of the Greek intellect.

From this hasty sketch it will be seen how closely similar
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was Nietzsche’s view of the drama to that of Wagner. The
distinguishing feature of each was the idea that out of music
alone can be born the true drama. I have elsewhere attempt-
ed to show in some detail that Wagner held to this notion
because of the fact that his brain was constituted for musical
thought rather than for any other. The main objection to Wag-
ner's theory is that other men do not quite conceive “the
drama” as he did; that for most of us there are a thousand
lines of psychological intercst along which music really can-
not travel, and that are only open to poetrv or prose. It is
quite true that within the sphere that is common to the two
arts, music is much more potent than poetry; but that does
not dispose of the argument that the sphere of words is much
wider than that of sounds. It was this that Wagner failed to
perceive, because his own psychological conceptions ran on
musical rather than on verbal lines. Hence hjs phrase, “the
purely human.” as applied to the musical drama, is an over-
statement of the case. Music deals only with the broader
and more general emotions, and if Wagner's conception of the
world went no further than these, that is no reason why we,
who are differertly constituted, should follow his example.
Now Nietzsche's mind seems to have been, on this point,
very similar to Wagner's. It is not dogmatizing to say that
his theory of the origin and development of the Greek drama
is of little real value on the historical side: it is too a priori
and too metaphysical to be really illuminative. And on the
psychological side one has no difficulty in correlating his
theory with his mental structure, just as Wagner's theory and
mental structure can be correlated. It was a peculiarity of
Nietzsche that he decried the sovereignty of the reason, and
upheld the claims of the instincts. Ig was on this that he
based his prepostercus theory of ethics, and it was this that
gave birth to his theory of the origin of tragedy in music.
He did not perceive that the movement towards rationalism
in the Greek drama was part of the inevitable tendency to
heterogeneity; that the time had come when men’s artistic
needs could no longer be fully satisfied by the art of music—
or the drama that lcaned towards music—when a more sub-
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tle medium must be found for the expression of the more
subtle thoughts that were coursing through men’s brains.
This is the rock upon which both Wagner’s and Nietzsche’s
theory splits. The Dionysiac rapture can only be a complete
reading of life for those whose nerves tend to vague, artistic
intoxication; those whose emotions are more tempered by
reason feel the need of other arts, that can penetrate into
recesses where music is powerless to speak. Nietzsche need
not have clung to the Greeks for illustration of the particular
theory he was putting forth. He could have found similar
evidence in the musical and linguistic history of any tribe of
savages. Music has so extraordinary an orgiastic effect
upon the primitive mind because of the vagueness of that
mind, its proneness to emotional intoxication, its lack of con-
trol in the higher centers of the brain, and the psychological .
significance of the rise of other and more definite orders of
art as mankind grows in civilization, is that man gradually
comes to touch the world with a thousand new nerves, each
requiring a form of art that shall reproduce objectively the
newer and more vivid nervous life. To attempt, as Wagner
and Nietzsche each did in his own way, to tie humanity down
to the least definite, the least differentiated of all the arts is to
sadly misread human nature and human evolution. The mu-
sical drama, the tragedy born out of music, has indeed an
enormous power upon our souls; but it is neither the only nor
the greatest art. It may be worth noting, finally, that proof
may be had of the nervous origin of Nietzsche’s apostasy
towards' Wagner, in the fact that he held throughout his life,
in other fields of thought, practically the same views as he
had expressed in “Die Geburt der Tragédie.” He always
lauded the instincts, and always affected to despise the func-
tions of the reason; and he always, by a strange paradox, clung
to what he thought was a philosophic optimism. His recan-
tation towards Wagner could only have been due—setting
personal considerations aside—to the increase of his neuras-
thenia in later life, and his inability to stand the furious onset
of Wagner’s rich and nervous music.
Kensington, Liverpool,



INTERVIEW WITH DAVID BISPHAM.

During the recent opera season in Chicago a representa-
tive of MUSIC took occasion to wait upon the distinguished
baritone, Mr. David Bispham, for the purpose of getting his
ideas in regard to the futurce of opera in America, and also
incidentally to find -out what he was singing in the way of
songs in his recitals.  As the house at the opera had been
very large the night before, the conversation opened on that,
as it had been stated that there was more than $10,000 taken
at the box office. At this point the question of the price paid
Madame Melba was brought up. concerning which Mr. Bis-
pham said:

“Well, anybody is worth what he can get. He doesn’t get
more than he is worth—not more than once. The manager
knows better than that, but when Melba gets what she does
she works for it hard. She has sung more than any of
us and she is singing superbly. 1 have the greatest respect for
such a woman, who can carry a whole venture like this along
upon her own shoulders, and if she is not worth the money
she earns, who is?  And vet the Musical Courier talks about
the singers’ casilv-carned wages. T would like them to try
it once themselves. Melba 1s a careful businesslike woman,
like Patti, and doesn’t squander what she earns. She has
her eve to the time when she cannot sing, but when she must
live, and she is right. But the public scems to think that an
artist ought to be impecunious and unbusinesslike.

“I spoke to Mr. Grau the other day before he sailed for Eu-
rope about an idea I had upon which I asked his advice,
namely, the establishment in this country of a fund to be raised
by singers and actors and to be administered by the fore-
most bankers and recognized operatic and theatrical manag-
ers, for the benefit of the people who amuse the public, so
that while they are reaping their harvest they shall be put-
ting aside something for themselves out of their earnings
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against the rainy days that so often come. It should be simi-
lar to the arrangement in force at the Theatre Francais, which
is, of course, of such long standing that it has got into per-
fect running order. The members after a certain time re-
ceive a pension, as they do in German theaters. In this
country there is no such thing, of course, but if such a so-
ciety as that of which I speak were started, it should be a
sort of compulsory saving fund into which the actor or singer
would be obliged through his manager to deposit a certain pro-
portion of his weekly earnings. Those who receive more
should be by the rules obliged to contribute more in order
that those less favored than themselves might ultimately re-
ceive greater benefit. We cannot go on forever entertaining
the public, and the time comes inevitably when many an ar-
tist becomes a charge upon a tender-hearted and long-suffer-
ing public. It is not right, and we should be the first ones
to endeavor to put an end to anything which causes the pub-
lic to have less respect for us.””

Here a comparison was made between Melba and Patti, and
Mr. Bispham said:

“Patti, notwithstanding the wonderful beauty of her voice,
often did things in her acting which were not exactly accord-
ing to the realistic standing of Calvé; but Meclba's acting has
vastly improved. She does splendidly in “Traviata’ and ‘Il
Barbiere,” surprising her audiences by her versatility. You
see it isn't only voice now, it isn't, as the old Romans said,
‘Vox et practerea nihil”; you must have something eclse be-
sides voice.”

“And how about the futvre of opera in America?”

“That is a large fiejd. It will go hand in hand with the fu-
ture of America, 1 think. 1 am-a believer in opera by all
means; [ am a believer in putting anything before the public
that will elevate the public taste. In the times of ancient
Rome amusement, excitement pure and simple was given to
the people; blood to look at, fights, excitement, all real. Now
we do not want the blood, but we must have excitement, it
is a necessity of the human race, and it will be a bad day
for the world when that necessity no longer exists, but let
the excitements be as intellectual as possible,



34 INTERVIEW WITH DAVID BISPHAM. °

“You ask about my recitals; I make it a point to select
songs by the greatest masters, or great songs by composers
who perhaps are as yet little known. In every case I also look
at the literary value of the words, which, as a rule, are by
poets of world-wide and recognized merit, and so an audi-
ence has something to think about. They feel ‘it is good for
us to have been here,” and that is the way I want them to feel
about the opera.”

“But then,” interpcsed the interviewer, “when you select

your poet of world-wide reputation, you sometimes sing in
a language that only a few of the audience know.” Mr. Bis-

pham replied:

“In my programmes I include carefully selected translations,
so that a glance will convey the meaning. I am sure that the
future of opera in America ought to be toward the intellectual
side rather than toward the purely amusing side. I.ast even-
ing I overheard two or three fellows talking about the enter-
tainment they proposed for themsclves, and I soon gathered
that the opera was nothing to them. What they wanted was
to see plenty of shapely voung ladies. They wanted to be
amused, amusement pure and simple. You know the story
of the old Scotchman who came up to London to visit a
friend, who proposed that they go to a theater to have some
‘diversion.” They went to see a fine play which happened to
be very tearful. In the middle of the thing Sandy couldn’t
stand it any longer, and with tears running down his face he
got up and went out snuflling and wiping his cyes, and saying
audibly, ‘Ay, mon, dost thou ca’ this divairsion?” One doesn’t
have to shed tears over a thing to be diverted.

“You spoke last vear of the Castle Square Company. All
such ventures are in the right direction, but we must not for-
get that they call upon unripe talent; I am afraid it is some-
thing like turning a party of boys loose in an orchard before
the apples are ripe—somebody has got to suffer.”

At this point the interviewer asked if it would be possible to
do opera in English on a really respectable scale.

“It is possible,” answered Mr. Bispham, “when you get a
number of serious-minded Americans together who will do
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it. But the trouble is to find serious-minded Americans—
who know anything about music. Americans know lots of

‘other things, but it happens to be a peculiarity of the musical

person that lie is not a musician as a rule, but he thinks he
can sing and his friends and companions say: ‘I tell you what,
Jack, that’s great.” Well, it isn’t great; generally it is the worst
kind of mediocre. But the fellow is boosted into a position
before the public by such flattery, a position which he cannot
fill, and then he blames other nationalities for coming and
taking what he calls his bread and butter out of his mouth.
I have no sympathy with that cry at all. The future of opera
in America will depend entirely upon those who sing it! That
is the sentence, that is the text. Those who sing opera in
America in future must be opera singers, whether they hap-
pen to be Americans or not. The opera singer is a creature
who is not only born but made—principally made. We can
all sing a little, but there are not many who have the steadi-
ness of purpose and the common sense to make much of
that fragile thing *which is called a voice, which they may
crack over one note, which they may ruin by carelessness:
which has infinite capacity for moving masses—that. is, if
properly trained. Do-you remember what Walt Whitman
says: ‘
“*0 what is it in me that makes me tremble 8o at voices?
Surely whoever speaks to me in the right voice, him or her I shall
follow,
As the water follows the moon, silently, with fluid steps anywhere
around the globe.
All waits for the right voices.
Where is the practis’d and perfect organ? Where is the developed
soul?
For I see every word uttered thence has deeper, sweeter new sounds,
impossible on less terms.’ '

“Yes, the singer must be earnest, sober-minded, intelligent;
unless he is the world will take no account of him.

“You ask whether it would be possible to establish a grand
opera in different cities, and what grade of singers would be
required, and the price of admission? About the latter I
know nothing. About the first question, I would say that
cach city will call for what its public demands. Most likely
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at the price that the ordinarv theater-goer pays for his amuse-
ment. But if special stars are included at any cost, the price
as a rule would have to be advanced, as is frequently done in
German cities. The public is always willing to pay to hear
a fine singer. The establishment of municipal theaters and
opera houses in this country, I should think, would be un-
likely in the near future.  We are not ripe for it.  Individual
enterprise is the thing which will by and by create a demand
for the establishment of opera upon a firm basis, assisted, one
could well hope, by a wise government.

“You ask about the modifications needed in the existing fa-
cilities for instruction in order to furnish singers for such un-
dertakings: vou see the furnishing of singers is done by nature,
and the furnishing of their instruction by their parents, but
as I had occasion to say in an article T wrote the other day
for a magazine, ‘the thing a singer should be particular about
is the good sense of his parents” There was a girl went to
London from a small town in Michigan; she had been told
by her friends and family that she had a most beautiful voice.
She was advised to go to have it cultivated by Mr. Shakes-
peare in L.ondon. She saved up her little all and went. She
met Shakespearc, who was not what her fancy had painted
him. His methiod of instruction was not what she supposed
the method of a man of his reputation should be, and regard-
less entirely of his expericnce and her own ignorance, she sat
down and wrote an article to a leading magazine, picking
Francis Bacon. as she called him, into small pieces.  Extreme-
ly clever was her article, and we had great fun at Shakes-
pearc’s house over it.  Though the master was somewhat
hurt at first, he saw how literally and beautifully the writer
had hit off his peculiaritics in a way which was close to be
libelous. But this i< an example of a iittle knowledge being
a dangerous thing. Shakespeare did not demand reverence.
All he wanted was courtesy. No ore wants a person who
comes to him for instruction, presumably because of igno-
rance of the matter, rushing into print in the course of a
month or so to pick to picces the method of a man of world-
wide reputation.
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“You ask me about American singers and instrumentalists
abroad. You may be interested to know that Miss Leonora
Jackson, of Chicago, a pupil of Joachim, has been making a
tremendous success in London of. late. I was able to be of
some assistance to Miss Jackson last year, and she is very
kindly taking part with me in the recital which I give the early
part of June on my return to I.ondon. Miss Jackson is doing
what Miss Rose Ettinger did after her successful debut at the
Gewandhaus last autumn. Here are two young girls with
God-given powers who have the sense to assiduously cultivate
them. Your hedge-rose is all very lovely, but it tumbles to
pieces soon after it is picked. It is the cultivated American
beauty which lasts and gives people pleasure.

“You ask about the experience I had when I sang before the
Queen of England last October. I submitted to her majesty
the sort of programme that I myself enjoy singing, and to
show how she attends in person to every detail, whether it
be a great public matter or her own evening’s entertainment,
she saw the programme, approved of it, but suggested that
the order of the songs be changed in a certain way, and a
great improvement it was. What did I sing? Here is the
little programme:

(a) Naebody (Burns) .................. Schumann
(b) Lungi dal caro bene................... Secchi -
(a) Der Erlkonig ...................... Schubert
(b) The Clown’s song from Twelfth Night. Schumann
(a) Die Mainacht ........................ Brahms
(b) Quan d’ ero Paggio (Falstaff)........... Verdi
(a) Drink to Me Only with Thine Eyes,

(b) Young Richard .................. Old English

“Queen Victoria was most kind, and spoke to me after each
group of songs, inquiring about my music, nationality, trav-
els, speaking most intelligently of the songs themselves, and
altogether I had an interesting experience which I shall never
forget.

“Musical as she is, and tactful, it is told of her that on one
occasion she did make a mistake. Schumann, whose music
was not well known in England until late years, came to
England with his wife, who was even then famous as a pianist.



38 INTERVIEW WITH DAVID BISPHAM.

She played for the queen, who, gracious and affable as ever,
in a conversation with Madame Schumann, inquired: ‘And
your husband, is he musical also?

“You ask what the programme of my London concert is to
be. Besides Miss Jackson’s selections my own songs will
most likely consist of Beethoven’s two recently-edited gems,
‘Der Erlkonig’ and ‘Haidenroslein” The former has been
edited by Reinhold Becker, the latter by our compatriot, Hen-
ry Holden Huss, an extremely clever fellow, by the way, who
has lately written for me an admirable scene, Shakespeare's
Seven Ages. My second group of songs will be four Lieder
by Hans Sommer, who is not a musician by profession, I
understand, but a professor of mathematics at the University
of Gottingen. My third group will be selected from Jensen’s
Gaudiamus. The fourth group will consist of a beautiful
song, ‘Auferstchen,’ by Henschel; ‘Herbst,” by Arthur Foote,
from his new set of songs, and then two of Rudyard Kipling’s
ballads; ‘The Hymn Before Action,’ by Walford Davies, and
‘The Hanging of Dannie Deever,” which has lately been dedi-
cated to me by my friend Walter Damrosch.

“I am glad you were interested in my concert of songs in
English given in New York the other day. Apart from the
music, I endeavored in this progranume to carry out my ideca
of the fitness between the words and the composers’ setting
so that every poenmi was a gem in itself and by an author of
world-wide reputation.” '



OSCAR RAIF.

BY MARY WOOD CHASE,

Oscar Raif, the famous teacher, pianist and composer, was
born in Holland in 1847. His paternal grandfather was a
Turkish official of high position, his maternal grandmother
was an Italian, while his parents were Swiss, his father, one
of the best French horn players of his day in all Europe.
Herr Raif received his education in Holland and proudly
calls himself a Dutchman. His early musical education was
received from his father but, developing a decided talent for
painting, he was sent to Munich, where he spent several
years studying with a renowned artist. When about eighteen
years old, while still in Munich, a painful, but who will not
say fortunate, accident—a broken ankle—confined him to
the house for weeks, interrupting his art study. During this
time he devoted himself seriously to music, making such re-
markable progress that after considerable deliberation it was
decided to send him to the great Tausig, with whom he then
studied several years. As a concert pianist and artist of the
highest rank he soon made an enviable reputation, his beau-
tiful singing tone and purity of style, besides freedom from
all mannerisms, with an exquisite poetry of conception, giv-
ing him a place quite apart from the pianists of the day, most
of whom, followers of Liszt, sought after electrifying cli-
maxes and sensational effects. In 1875 he was appointed
professor of pianoforte of the Royal High School, Berlin, an
institution limited as to the number of students, the number
of applicants each Semester exceeding by far the number of
vacancies. The examinations are extremely severe, the work
done there being of a higher standard than any other school
of music in Germany. ‘

At the death of Theodore Kullak, many of that noted mas-
ter’s pupils went to Raif, whose reputation was already wide-
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spread. But it was not until later, during a critical state of
health when, for a number of vears, not only public appear-
ances but even practice was prohibited him, that he developed
and systematized the ideas which have attracted such world-
wide attention.  Many of his ideas are so radical that, as is
the case with all innovators, he has been attacked on all sides.

o

o ef

He can, however, afford to ignore adyerse criticism, as he
has proven and is constantly proving through the work of
his pupils the truth vaderlying the principles he advocates.
In nonce of his innovations has he adopted a theory until it
has been thoroughly put to the test by a series of experiments,
scientific and practical. 1t is of no value to him whatever as
a theory except as it produces practical results in less time
than the old methods of attaining the same end.  His aim has
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been to so concentrate all effort that technically the greatest
results may be produced in the least possible time. With
this in view, it was necessary to discover what were the great-
est difficulties in piano technique, and to so arrange and con-
centrate these that they might be practiced daily, the less diffi-
cult coming of themselves as the most difficult were gradually
mastered.

He decided that in the mass of daily exercises and etudes
valuable time was wasted, each exercise or etude covering some
special difficulty requiring perhaps several weeks to thoroughly
conquer. A number of these etudes must be carried at the
same time, developing various difficulties, and when fairly un-
der control of the fit gers must be dropped to make place for
new ctudes and new difficulties, and so on until at the end of
the year the etudes studied months before are almost like new
because both firgers and brain have forgotten them. To be
sure, fingers have grown stronger and more supple, and eye,
ear and brain have been trained to act more readily. A cer-
tain progress has undoubtedly been made, but it has been
like going up hill two steps and slipping back one.

Again in ectudes, the peculiar difficulties, while all the time
developing the fingers, bear no practical relationship to musi-
cal literature. Take for instance the third etude in Clementi’s
Gradus ad Parnassum, Tausig edition. It will help little to
conquer the broken chord passages in Beethoven’s Eb Con-
certo. Either these passages will be difficult when attempted
or they will require special preparation by other etudes or
special technical exercises. This is only one case out of in-
numerable. To what use is all this when technical practice
can be so condensed that the principa! difficulties can be prac-
ticed every day? So condensed, in fact, that one with little
time for practice may spend only half an hour; yes, twenty
minutes, on them advantageously, while two hours or more
may be spent if necessary to bring up technique rapidly.

One interesting experiment was made with two pupils of as
nearly equal ability, talent and grade of advancement as can
be found. The one studied faithfully and well for a year ac-
cording to the accepted ideas of to-day, as nearly as any two
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teachers’ ideas correspond; the other, according to the tech-
nical study as concentrated by Raif. At the end of the year
the latter was not only much more advanced technically, but
musically and artistically.

There are already a number of well known teachers in this
country who have discarded etudes as a means of technical
development. All such undoubtedly agree with Raif that
those of Heller, Raff, Henselt, Chopin, etc., belong to the
category of music and are to be studied as such, for musical
and artistic but not for technical purposes. Raif stands, there-
fore, by no means alone in discarding purely technical etudes,
but in his so-called “Pocket Technique,” which takes the place
of these etudes, he has been peculiarly successful. As for his
treatment of the thumb, which has gained for him the name
of Oscar Dumbthumb Raif, I shall have occasion to speak
in a later article. Suffice it here to say, that nearly all who
have written on this subject speak from a one-sided opinion,
based only on partial knowledge, or of a personal desire to
injure as far as possible by open ridicule. It cannot, however,
prevent successful results from those who have thoroughly
tested it.

It is not only in tecknique that Raif has made his great suc-
cess. Those who do not agree with his ideas in this direction
are united in admiration of his poetic interpretations com-
bined with an exquisite tone. Here also he has his peculiarly
strong points as teacher, developing not only a beautiful sing-
ing tone but an intelligent knowledge of the laws of interpre-
tation in pupils, making them not only capable of playing
musically and artistically the compositions studied under his
guidance but also independent to study and play hitherto
entirely unknown programs without his assistance. Many a
time has the confession been made to me by the talented
pupil of some noted teacher, not only in America but Europe
as well, that while feeling perfectly confident in playing a
repertoire studied under the master’s guidance, yet the great-
est dependence was felt in studying and playing a new reper-
toire, until the necessary criticism could be obtained. A
Beethoven sonata which had not been studied under the per-



OSCAR RAIF. 43

sonal supervision of the master was almost like a foreign lan-
guage, though already playing half a dozen by the same com-
poser. Should this need be? Any one advanced enough to
play a Beethoven sonata artistically is capable of comprehend-
ing the peculiarities of Beethoven’s style, and to be able to in-
terpret acceptably any of the later sonatas is to be able to in-
terpret them all, although they differ widely in emotional con-
tent. The same may be said of all composers, all of whom
have their individualities, as has also each form of composition.
One cannot interpret successfully a Chopin ballade on the lines
given in a Chopin nocturne, or a mazurka from an etude; but
one should be able to play all nocturnes successfully if one is
thoroughly understood and artistically played, and so on to
the end of the list. , .

Herr Raif is an enthusiastic member and for some years
officer of the Swiss Alpine Club. He spends all his vacations
in Switzerland, making frequent tours often alone without even
a guide into the regions of eternal snow, with which he is as
familiar as with the streets of a city, using the maps of the
S. A. C. for his only guide.

At home he shuns publicity. His wife, a most talented
pupil of his, is his best critic. Acute, intelligent, at the same
time sympathetic, an inspiration for his best efforts. His
friends are rather among architects and scientific men than
musicians, and he is, if anything, rather too indifferent about
public opinion, and abhors anything like advertising his art
in any way.

An amusing incident is typical of the man. Just before a
concert given by him, one of the most respected critics came
to him and said with evident regret, that he would be unable
to attend the concert, as an impremier was to be given on
the same evening at the Royal Opera House, when all critics
were compelled to attend. “It is quite indifferent to me,” re-
plied Raif coolly. “But for whom then do you play?” asked
the astonished critic. “Not for the critics,” came the rejoin-
der; “for my pupils and for the public who choose to come
to hear me.” ,

At another time a well known American magazine desired
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to publish a series of sketches of prominent European musi-
cians. The work was entrusted to an able American musi-
cian resident in Berlin. This gentleman called on Raif, who
received him cordially. After the object of his visit had been
made known, and asking Raif to furnish him with particulars,
in order to make the sketch as full and interesting as possible,
saying it would be necessary to have it in two weeks, the caller
departed. Raif hesitated. ‘It is impossible to write such par-
ticulars about myself,” he said; “only an intimate friend can
do that,” and being too indifferent as well as too modest he
neglected to comply with the request. Thus it is that so often
when other noted European musicians are brought before the
notice of the American public his name is omitted. His time
is filled always with interesting pupils. Why should he exert
himself to bring his name before the public? He lives a quict
life and enjoys it with the complacency of a philosopher. He
takes great intcrest in his pupils, never forgetting those whom
he likes, but he adds, forgetting those whom he does not like
just as soon as possible.

To be entertained by the Raifs is considered an enviable
honor. Evenings spent at their home are events in the lives
of pupils of whatever nationality—Russians, Norwegians,
Swedes, Danes, Dutch, German, English and American—all
are to be found, as well as many other nationalities, even fiom
Australia, Transvaal, Finland and Siberia, and they are not
alone benefited by his instruction in the art of pianoforte play-
ing, but are not a little influenced in many directions by the
broad interests and noble example of this high-minded, genial
man.
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BY EGBERT SWAYNE.

Mr. Arthur Mees has lately received the appointment of di-
rector of music at the Omaha Trans-Mississippi Exposition,
beginning June 1st and continuing four months. He will
have under his direction a portion of the Chicago Orchestra,
numbering forty men, and will give a series of popular con-
certs daily during the entire exposition. It is understood
that towards the end of the time Mr. Thomas will go to Omaha
and conduct a musical festival, at which some more important
works will be performed.

On being asked as to his plans, Mr. Mees replied that as
yet they were extremelv vague, since he had not reccived the
roster of the forces at his disposal, particularly in the matter of
solo artists, this part of the work having been left to Miss
Julia Officer, as superintendent. He said, however, that the
general line of the programmes would be probably about the
same as that of the Thomas summer night concerts given so
many years in Chicago, and also to a considerable extent like
the popular concerts at the World’s Fair. In consequence of
the small size of the orchestra it will be necessary to avoid a
certain number of extreme modern works where an unusually
large orchestra is required, but the range of agrecable music
which can be rendered satisfactorily with a force of forty men
is so large, and Mr. Thomas’ library is so rich in this class of
works, that he anticipated no difficulty in carrying out very
satisfactory programs.

At this point the conversation diverged to the question of
chorus training and Mr. Mees was asked for an expression of
his views on this subject. He replied that in every other in-
strument, so far as he knew, the first requisitior{ for a per-
former was to be able to deliver the notes which the composer
required, and only when the correct intonations and rhythms
had been secured was the question of expression taken up.
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But that in chorus singing there seemed to be an idea that,
if you rehearsed faithfully a few of the more successful effects
in a composition, you could trust providence to a great extent
about the rest of it. He stated that the ability to read music
was very unusual in chorus singers and that this difficulty con-
stituted one of the most serious tasks the chorus master had
to overcome. In his own case he had found it necessary to
form choral classes, into which the new members were put
for three months or so before being admitted to the ranks
of the chorus.

Sight reading, as Mr. Mees would have it, is singing by in-
terval. He states that in all choral singing if the singer is
perfectly sure of his major and minor seconds, major and
minor thirds, perfect fourths and perfect fifths, he is in posses-
sion of the most important requisites for singing at sight and
can be able to sing everything that he meets, and to hold his
own in difficult modulations.  Falling from the pitch, Mr.
Mees thinks, takes place not exclusively in consequence of the
slackness of the vocal chords and the want of tension in the
breath supply of the singers; but from a misconception of an
interval, generally a modulating one, at some point whereby
pitch is lost. Having made this misconception, the part very
often goes on quite successfully for a while, until some other
difficult interval comes, when another misconception happens.

Accordingly, his system of training involves a careful exer-
cise of the class in these fundamental intervals, at first entirely
without the use of visible signs. Theyv are expected to recog-
nize the intcrvals when produced for them, and to produce
intervals at demand as called for; and only after a certain de-
gree of reliability of perception in this respect has been se-
cured is the matter of notation entered upon. When this is
once taken up the entire key system has necessarily to be ex-
plained and dealt with in a thorough manner.

In connection with the previous exercises, studies of rhythm
are taken from the foundation. At first without written signs;
afterwards with the notation belonging to them. The result
of this system of training, when successfully carried out, is to
produce sight readers to whom the difficult modulations of
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modern music have no terrors at all. This point is reached
whenever the singer is able to look through his part and form
a mental image of the melodic task, conceiving each successive
interval correctly from the previous tone. 'Mr. Mees says that
when singers have undergone a certain amount of this train-
ing their mental habits with regard to their music reading be-
come very much improved and they are on the road to great
musical benefit from the great works they study.

On being asked for his views with regard to tone, he said,
quite frankly, that of course we had no difference on that
subject. But in building up a new chorus he had felt himself
obliged first of all to secure a proper production of the vocal
parts as written by the composer. Mr. Mees holds that the
elementary instruction in the public schools ought to be con-
ducted along these same lines, as soon as the children have
reached a moderate age.

In this connection he has another theory which is different
from that held by many other teachers of choral singing. For
example, an eminent German writer has a book devoted also
in great part to interval singing, but the exercises are in the
ordinary keys, such as C and G, and in diatonic tonality. Mr.
Mees holds that the diatonic tonality is innate in everybody
nowadays and that all the usual tones of the scale and the key
are correctly enough perceived and realized by them, and that
the difficulties and accidents in chorus singing entirely apper-
tain to unusual intervals and modulations.

With reference to the minor tonality, especially in respect to
cultivating a true feeling for it, Mr. Mees holds that every
key exists in two modes, a major and a minor, on the same
tonic, and therefore he téaches the minor mode in connection
with the major mode of the same name; as, for instance, A
minor immediately in connection with A major. This mode
of presentation is entirely simple and feasible as soon as the
fundamental intervals of vocal progressions mentioned above
have been thoroughly mastered. When the class is entirely
solid as to the sounds of the major and minor third, the major
and minor sixth, and can sing either at will, recognize them
when sung, and write them or read them from any given tone,
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the transitions into the minor key of the same name, which are
of so frequent occurrence in modern music, become a positive
pleasure and the beauty of them is realized by the singers in
a way which is impossible when their ideas of major and minor
have been founded upon the old-fashioned idea of relative
major and relative minor, as, for instance, between G major
and E minor.  On this subject Mr. Mees talked at considera-
ble length and with great interest, and more points will be
secured upon another occasion.

He spoke with great warmth of the Brahms Requiem which
the chorus of the Chicago Orchestra has been studying and
will bring out shortly. This work he holds to be the greatest
produced in music since the Beethoven D minor mass. He
thinks that in nobility and refined sentiment, in delicate musi-
cal perception and in deep feeling it surpasses all recent works.
He also claims that while the work is of the most ultra mod-
ern school in the freedom with which the voices are handled,
and the way in which keys far distant according to the ald
ideas are here brought together, the work is still entirely prac-
ticable for a chorus with the fundamental training above de-
scribed; and on this point I have no hesitation in saying that
if the cvent should show that a chorus collected as this one has
been, from material not altogether satisfactory, can sing a
work of this gravity with practically its first year of training,
it should be a distinct feather in the cap of the chorus master
who has accomplished so distinguished a result.

Mr. Mees is well qualified to undertake a task of this sort,
in consequence of his leng experience as chorus master of
the Cincinnati festival, and as musical director in many other
places. I have repeatedly borne testimony in these columns
to his laborious musical scholarship and the breadth of his
musical experience. Mr. Thomas’ opinion of him is distinctly
evidenced in the position he has given him in connection with
the Chicago orchestra, and also this in connection with the
exposition at Omaha. It is owing to his subordinate relation
to Mr. Thomas that he has had very little opportunity of illus-
trating in Chicago his powers as an interpretative artist,
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MUSIC IN INDIANAPOLIS.

BY GRACE ALEXANDER.

The high-tide of musical life in Indianapolis comes with
the festival given annually in May. This festival lasts three
days, during which concerts are given cach night and on two
afternoons. The festivals are given in Tomlinson Hall, which
seats three thousand people. The accoustic properties of this
hall are excellent. [FFor several menths prior to the festival
a large local chorus rehearses cach week.  This chorus num-
bers about four hundred. Only those that have good voices
and can read music are admitted.  Foch vear the effort 1s made
to give the chorus work more and more prominence, and so
progress is made toward a higher artistic plane.

The festival idea had its inception in Indianapolis at a
meeting of music-loving people held in December, 1888, In
January, 1889, the festival association was incorporated, with
James R. Carnaban, president: Honry Rogers, secretary, and
[£. P. Porter, treasurer. Carl Barus of this city was the musi-
cal director.  The festival was held at the same time as the
G. A, R, encampment, and one night was given up to the
singing of war songs.

Between this modest beginning and the festival given in
May of this year there is a marked difference. It was natural
that with increased experience the directors should show in-
creased wisdom in management, while the artistic quality of
the concerts has made a corresponding improvement. It is
generally conceded that the last fcestival given was the best.
The chorus personnel is largely the same from vear to year, and
this makes possible an intelligence of rendering and a finish of
effect that could not be gained with entirelv new material
each vear. .

In 1893 Mr. Barus was succeeded as director of the festival
by Mr. F. X. Arens, who served until last vear, when Mr.

Frank Van der Stucken took up the baton. Mr. Van der
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MR. ALBERT J. BEVERIDGE.
President of the Festival Association.
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Stucken’s enthusiasm communicated itself to his chorus, and,
in spite of the fact that he is an indefatigable worker, he was
exceedingly popular with them. He brought with him his
orchestra from Cincinnati, which did remarkably fine work.

The chief works that have been presented at the festival are
Mendelssohn's “Hymn of Praise,” selecticns from Verdi's
“Requiem” and Rossini's *Stabat Mater,” *“Judas Mac:abaeus,”
the first half of “St. Paul,” and, complete, “Fair Ellea™ (Max
Bruch), “Daybreak™ (Eaton Fanning), “Samson and Declilah”
(Saint-Saens), “Miriam's Song of Triumph” (Schubert), “The
Minstrel's Curse” (Schumann), “The Sun Worshippers™ (Ar-
thur Goring Thomas), “Choral Fantasia” (Beethoven), “The
Flight Into Egypt” (Berlioz), and “The Swan and the Sky-
lark” (Arthur Goring Thomas). In addition a Wagner night
has been given for four successive years. This night has been
one of the most successful features of the festival.

The orchestra has been a different one almost every year.
In 1891 Mr. Thomas brought the Chicago orchestra. In the
following year the Damrosch orchestra was employed. For
1893 Mr. Seidl was engaged, but at the last moment failed to
keep the contract, and the festival as originally planned had to
be abandoned. Instead a single concert was given, with the
chorus and Mme. Nordica, Miss Walker, Margaret Reid, and
Richard Schliewen, then a resident of this city, as soloists.
For three successive seasons the Boston Festival Orchestra
played, giving satisfaction in accompanying but doing poor
solo work. The Van der Stucken orchestra last year was
therefore hailed with delight.

The festival association is an organization of business men
who love music. The present officers are: President, Albert
J. Beveridge: vice-president, Gavin L. Payne; secretary, O.
R. Johnson; treasurer, Andrew Smith.

Indianapolis music-lovers cheri-h many hopes of the Sym-
phony Orchestra, an organization now in its second ycar. Karl
Schneider is the director, and has proved himself a good one.
Three excellent concerts wcre given last year and a like num-
ber, the first of which has already taken place, is announced for
this vear. At each concert a symphony is produced, thus justi-
fying the name of the orchestra. Raff's “l.conore” symphony
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was produced at the first concert this season. The other num-
bers on the program were:

Concerto in A minor, op. 16..................oua... Edvard Grieg
For pianoforte, with orchestral accompaniment.
Allegro moderato, Adagio, Allegro marcato.
Mr. Oliver Willard Pierce.
American Folksong, for string orchestra (new)........ Carl Busch

MR. KARL SCHNEIDER.,
Director of the Symphony Orchestra.

Danse Macabre—Poeme symphonique, op. 40............ Saint-Saens
(Solo, violin, Mr. McGibeny.)
Jubilee Overture, op. 59 (ending with “America’’)............ Weber
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There are sixty-four instruments in the orchestra, distributed
as follows: First violins, 10: second violins, 10; violas, 5;
‘celli, 4; double basses, 4: piccolo, 1; flutes, 2; oboes, 2;
clarinets, 2; bassoons, 2: horns, 4: cornets, 2: trombones,
3; base tuba, 1: timpani, 3: small drum, 1; bass drum, 1;
tambourine, 1; triangle, 1; cvmbals, 2; xvlophone, 1; harps,
2. With the exception of a very few instruments, players for
which are supplied from Cincinnati, the orchestra is composed
of local musicians.

A large and representative audience was present in spite of
the fact that there were strong counter attractions.

The concertmeister of the orchestra is Hugh McGibeny, a
sympathetic and skillful violinist. Mr, McGibeny and his wife,
who is a charming accompanist, vwere formerly members of
the McGibeny concert company.  Mr. McGibeny sings as well
as plavs, and his wife gives musical monologues, so theyv to-
gether can entertain an audience for an entire evening.

The Indianapolis Maennerchor is the oldest existing musical
organization in this statce: it was corganized in 1854. There
was one musical organization in the southern part of the state
organized before this time, but it ix not now in existence. The
president of the Maennerchor, Mr. Gottfried Recker, has been
an active member of the society for forty-three vears. The
Maennerchor has alwavs been in the first rank of the local
musical organizations, and its influence on the progress of
musical culture in Indianapolis has been marked.  Its standing
and influence in the North Americin Saengerbund, which is to
celebrate its fifticth anniversary in Cincinnati in 180, is prob-
ably second to none: this enviable reputation and standing is
due to the consistency and persistence with which the society
has adhered to the study and presentation of the works of the
great (;erman masters.,

It has just secured the services of Prof. FFranz Bellinger of
Philadelphia. a man of superior inusical cducation and fine at-
tainments. The foremost on the list of names of its conductors
are Prof. Carl Barus and Prof. Max Leckner. The personnel
of the society is made up from the first German famulies of
the city.

Among the musical socicties of Indianapohis the Matince
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Musicale occupies a prominent place. It has a large active
membership and an associate membership as well. It was or-
ganized in November, 1887, with Mrs. A. G. Cox, Mrs. Fred-
erick Baggs, Mrs. U. J. Hammond, Mrs. M. H. Spades, Mrs.
W. C. Lynn, Mrs. O. H. Hassz2lman, Mrs. Clara Eddy, Miss
Marcia Willard, and Miss Emma Ridenour as charter mem-
bers. Mrs. Baggs was the first president. In 1883 Mrs. A. M.
Robertson was elected to that office, and so untiring have been
her efforts in behalf of the society that she has been retained

MR. HUGH McCGIBENY.
Concert-Meister Symphony Orchestra.

continuously since. The meetings are held fortnightly on
Wednesday afternoons in the large assembly hall of the
Propylaeum, the beautiful club hcuse built by the women of
the city. For a time one of the parlors in the building was
used by the society, but the increase in membership that fol-
lowed a broadening of the qualifications required for admis-
sion, made the larger hall necessary. The Musicale is divided
into two sections, which furnish programs a'ternately.
During the scason there are one or more “open days.” at
which friends of the members, to a limited number, may enjoy
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the excellent programs rendered. Several artists’ recitals are
also given, and to these the public may come, on payment of
a small admission fee. At the beginning of each year presi-
dent's day is observed, when the members come together for
social talk and tea-drinking. The character of the work done
is indicated by the program for the present year. Some of the
subjects considered during the present season are “Four Cen-
turies of English Song.” *Music of Northern Europe,” “Re-
cent Piano Music,” “Study of ‘Der Frieschutz,” and **Music
Introduced in Shakespeare’s Dramas.” In January Mr. Sher-
wood will give a recital before the sccicty.

The Metropolitan School of Music, on North Illinois street,
in the central part of the city, is more than a city institution,
a large number of its pupils coming from other places over
the state. It was founded several years ago, with F. X Arens
as president. Since Mr. Arens’ departure for New York, Oliver
Willard Pierce is president, with Mrs. Flora M. Hunter as
vice-president and treasurer, and Karl Schneider, secrctary.
The school offers three genceral courses—the preparatory, the
academic, and the artists” or teachers’ course. There is also
a post-graduate course. Thorough instruction is given. The
faculty is large and able. Recitals are given regularly each
fortnight so that students may learn to appear in public with-
out embarrassment.

Perhaps no musician in Indianapolic is so widely known
over the country as Max Leckner. IHe has been active in the
work of the M. T. N. A, and in 1888 was its president. He
also served as president of the I. M. T. A. for three yecars.
Mr. Leckner has at various times had charge of the choirs of
prominent churches, including that of the Second Presbyte-
rian Church. Ilc is at present the dircctor at Meridian street
church. He served for seven vears as director of the Macnner-
chor and has had charge of choral societics in other cities of
the state. Ile is an exceedingly busy man, his time being
fully occupied with lesson-giving and choir work. Several
vears ago his pupile organized a club which they called the
Amateurs, which meets regularly everv fortnight for musical
study. Mr. Leckner has taught music in Indianapolis for
thirty-two vears.  During all this period neither his ability
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nor his integrity has been called in question. His attitude
toward other musicians is always friendly, and he has been
singularly fortunate in his relations with them. Every one
knows that the musicians of a city are too often on hostile
terms. Mr. Leckner’s position in this regard has been a dig-
nified one, and it has gained for him the respect and good will
of all.

Oliver Willard Pierce is an artist whom Indianapolis
audiences delight to honor. He has appeared twice at the May
festival here, and each time won a triumph in a difficult con-
certo with orchestral accompaniment.  He is not yet thirty.
He was a pupil in piano of Dr. Louis Maas, and in composi-
tion of Chadwick before he went abroad. where he studied
with Moszkowski. He came to Indianapolis three years ago,
and at once established for himself the enviable position he
has since occupied. He has much personal magnetism, a
beautiful and varied touch and an illuminative style. Besides
his concert work and teaching he gives lecture recitals, which
his broad cducation make interesting and profitable.  His star
is in the ascendant.

At the Schellsehmidt studio, on FRast Ohio street, lessons are
given by Adolph Schellsehmidt, eellist, and on the violin and
harp by Misses Bertha and Fmma Schellschmidt.  Adelph
Schellschmidt stands alone in Indianapolis as a plaver on his
instrument.  He is also prominently identified with the Du-
Pauw School of Music at Greencastle, Ind. One or more
members of this family take part in almost every musical en-
terprise in the city.

A well-known and popular teacher s Mrs, Flora M. Hun-
ter. Mrs. Hunter studied in Leipsic under Reinecke and other
teachers.  She has wide experience and s ecarnest and pro-
gressive.  Her pupils are organized into a club called the
“Crescendo,” which has entered upon itz ffth scason of work.
Its object is to bring pupils together for the study of musical
history, current musical events and piano-forte  literature.
During the past vear fQfteen piano recitals were given by the
members.,

Fdwin Farmer is an artistic pianist who has made this
city his home for three yvears. He has had the advantages of
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study abroad, being a graduate of the Leipsic conservatory.
Last year he was the soloist at one of tlie Symphony concerts.
Mrs. Farmer, his wife, possesses a cultivated voice.

Carl Barus, or ‘“Papa Barus,” as he is affectionately known,
is one of the pioneers in music in Indianapolis. He was for
many years the director of the Maennerchor, and was the first

MR. MAX LECKNER.

director of the May festival. Recently he has devoted himself
entirely to teaching.

Alexander Ernestinoff is a teacher and director of promi-
nence here. e was for a number of vears director of the
choir at Meridian street church.  More recently he was in
charge of the music at Central Avenue church, a position that
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he resigned in order that he might go to Allegheny City each
week to direct the music of Calvary church there. He was
director of the Maennerchor until a short time ago, when he
resigned to take the same position with the Musik Verein, a
new musical club organized by members of the Deutsche
Haus.

A familiar figure on the streets of Indianapolis is Charles
Hansen, the organist at Meridian street church. Mr. Hansen
has been blind almost from birth. His musical memory is
remarkable. Ie is very popular.

A veteran teacher here is James S. Black, the father of
Charles Hoiman Black. Mr. Black strongly belicves in what
is known as “the old Italian method of singing.” He has
had many pupils. Of late vears the carc of Mrs. Black, who
has been an invalid, has occupied all his time.

Mrs. Perle Wilkinson is the effici:nt supervisor of music in
the city schools. She strives constantly for a pure tone, and
insists on using only music of good quality.

Among other musicians of the city, whom space forbids an
extended notice, are Miss Ida Sweenie, who possesses a beau-
is the organist and director of a large chorus choir at Memo-
rial Presbyterian church; Mr. Arthur P. Preston, organist and
director at the I'irst Baptist church; Miss Sarah T. Meigs,
an accomplished pianist and a teacher; Mrs. Miner Morris, a
teacher of piano; Miss Adelaide Carmien, a teacher at the
Institute for the Blind and organist at the Second Presbyte-
rian church; Miss Theresina Wagner, a talented concert player
and teacher; Mr. Charles Ehricke, a violinist of ability; Mr.
Barclay Walker, who has written many popular songs; Mr.
Louis Weslyn Jones, a writer of dainty ballads; and Louis
Dochez, the possessor of a magnificent baritone voice, who
will go to New York to study January 1.

I could not willingly close this article without saying some-
thing of the Portiolio. This delightful club is by no means
limited to musicians. but so many of the representative mu-
sical artists of the city belong to it, and music forms so unfail-
ing a part of its programs, that I think some mention should
be made of it in any resume of the musical life of the city. The
musicians here have no social club all their own, and for
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this reason the Portfolio means even more to them than it
otherwise would. Perhaps a club which contains painters,
architects, journalists and art-laymen as well, as this one does,
is even better—it certainly cultivates a broader spirit. The
club occupies a unique position. Its meetings are held in
artistically furnished rooms in the Metropolitan School of
Music. They are always informal, and indeed, now and then,
are alive to the color and form and motion that are in life—
stray over into the borders of Bohemia. Pictures, music,
plays, stories, sketches—all are included in this Portfolio. The
ing, seven years ago, in characteristic and beautiful phrase in
a paper by Mr. Morris Ross, one of the chief promoters, who
hoped that it might give expression to “those sympathies that
sympathies that are susceptive of these things for their own
sake—that are swayed to seek the soul of truth and beauty,
in its presence to know what it is to be really free, reaily to
live.”



A great loss has befallen the musical world of America in
the death of the celebrated Wagnerian conductor, Mr. Anton
Seidl, which took place March 28, 1898, just as the previous
number of MUSIC was in press. Mr. Seidl after lunch went
to the house of his manager, and there almost immediately
was taken violently ill, in a manner suggestive of ptomaine
poisoning. A physician was unable to afford relief and his
own familyv medical attendant had no better success, and so,
surrounded by wife and children and a few intimate friends,
he passed away at about 10:30 the same evening.

The death of Mr. Scidl is a loss to American music, the im-
portance of which it is not possible just now fully to realize.
Although Hungarian by birth and German by education, Mr.
Seidl long ago became an American citizen, and the American
composer had few warmer and more svmpathetic friends. I
remember that once I heard Mr. Dudley Buck mention hav-
ing received within a few days letters from Mr. Thomas and
Mr. Seidl asking whether he had not some compositions suit-
able for bringing out in popular programs. e replied to Mr.
Seidl that he had several which would be sent in a few days;
and to Mr. Thomas that he had nothing ready.  Upon my ex-
pressing astonishment at this answer to Mr. Thomas, he replied
that the reason was that Mr. Thomas would take such com-
positions and perhaps play them once, after which they would
be shelved, and nothing more would be heard of them; whereas
Mr. Seidl would play them over and over again, several times
at the Manhattan beach concerts, and in this way they would
have a chance to demonstrate their goodness or badness. [
thought the point well taken.
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Few music-lovers outside large cities have any idea of the
important place which Mr. Seidl occupied in New York, as
conductor of the Philharmonic from the time that Mr. Thomas
left it, and from his connection with German opera during sev-
eral seasons in this country, he made a special record as con-
ductor. An efficient orchestral drill-master, he was a sympa-
thetic interpreter and accompanist, and his services were in
frequent demand for all sorts of orchestral undertakings, the
extent of which can be inferred from the understanding among
his friends that his income from these sources ranged between
fifteen and twenty thousand dollars a vear.

* sk £

I had rather a hard time of it the other day in a discussion
with a musical friend. And as the problem proved a little too
much for me I propose to turn it over here for the benefit of
the reader, who may be able perhaps to help me out. On the
morning after a piano recital in which a very strong pro-
gramme had been beautifully playved, the daily papers con-
tained no notice of the playing at all, nor was any account
of the recital made subsequently. A musical acquaintance met
me and called my attention to this omission in emphasis dis-
tinctly secular, declaring that it was simply disgraceful that
an artist should receive no recognition because he happened
to reside in the city. To this I replied that journalism was
not altogether a question of rewarding the good and punishing
the wicked, but, as Mr. Melville E. Stone says, “to reflect pub-
lic opinion,” and in the case of an event so unimportant as
a piano recital, even if given by the greatest possible master,
no journalistic attention could be expected to be given it unless
it could be run in as “news” or something extraordinarv. Now,
it is evident that in the present case there had been noth-
ing extraordinary, because the pianist always plays in this
way, and it has been noticed of him repeatedly in Paris, in
London and in New York, and even in Chicago, more than
twelve years ago.

‘Moreover, we had to take into account the number of peo-
ple interested. It was evident, from the attendance at the re-
cital, which was limited by the capacity of the small hall in
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which it was given, that five hundred people in Chicago were
directly concerned. This, when distributed among a popula-
tion of somewhere towards two millions, amounts to a little
less than three-hundredths of one per cent, a percentage too
small to have much journalistic potency. If we compare this
with almost any variety show performance it will be found that
the percentage of public interest is materially larger; moreover,
the variety show continues through the entire week at the
same house and is witnessed by overflowing audiences every
night of the week. In this way a well performed variety act
becomes a subject of more or less thrilling interest 10 an ag-
gregate of perhaps ten thousand people, which, as a little
arithmetic will show, amounts to almost half of one per cent
of the population beiore mentioned. It is evident, thercfore,
that merely on the ground of population percentage the va-
riety act is a more legitimate subject of journalistic attention
than any merely cultured and refined presentation of tone
poems at the piano.

At this point my friend interrupted me with great warmth:
“How long is it.” said he, “since you have been so struck on
the varicty stage? [ thought that at vour time of life you had
lost interest in this sort of thing, and in fact I was not aware
that vou ever attended them, and what do you mean by saying
that the presentation of a selection of great master works for
the piano, by an artist of phenomenal ability, is a matter of no
journalistic importance? Do you mean to tell me that you
have lost vour admiration for the master works of Beethoven,
Schumann and Chopin?  And that when they are played by
an artist of this caliber. who produces them with an exquisite
finish and periection and with a musical beauty such as no pre-
vious interpreter in my memory has accomplished, you con-
sider this a matter of no importance?”

“Stop, stop, my friend.” T said, “I did not deny the im-
portance of this act of vour friend the pianist, but only its jour-
nalistic importance: because, as our friend and official mentor
of news, Mr. Melville E. Stone, says, “it is public opinion we
reflect in journalism.” and what this is [ have alrcady demon-
strated to vou on the score of percentages, because vou know
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figures cannot lie. I go with you to a certain extent. 1 am
quite willing to say that for me personally a tone poem like
the Schumann ‘‘Davidsbuendler” or the “Etudes Sym-
phonique,” is a work of refined poetic imagination equal to the
most beautiful poem possible to be mentioned from any first
class author, from Shakespeare down, and an artist able to pro-
duce tone poems of this caliber with the inner light that be-
longs to them and with the technical mastery that gives them
with smoothness and refinement, is entitled, in my opinion, to
rank with an interpreter of Hamlet or Shylock, or any other
great role. But you see the journalist is in a certain difficulty
here. While his personal appetite for piano playing may be
of the most robust kind, that of the managing editor may be
wholly dissimilar, and, upon the very night when a recital of
this kind is being played, the managing editor very likely gives
him an assignment to a “show” of wholly different grade, and
the consequence is that the affair which interests you and me
so much is neglected, as happened on this occasion.”

“Confound your journalistic ethics!” broke in my friend,
angrily. “What kind of a city are we to have here, if no sooner
is an artist located in it that he is to be completely ignored?
Why should an artist ever come here to live at all? And if
he has made the mistake of coming, why should not he get
out of it as soon as possible into some more enlightened com-
munity, where a man of brains is estimated at some kind of
fair valuation?”

When he paused to take breath I was obliged to confess at
the moment that I had no answer ready for his impatient
conundrums; and on using a little reflection I was obliged to
admit that from a financial standpoint it did look as if almost
any artist would take the same view of the matter.

The best I could do in this stress was to remind my friend
that even though our local newspapers ignore home artists
they certainly do up the strangers in a very handsome man-
ner. The French pianist, Pugno, they spoke of as showing
virtuosity of most unexampled quality; Siloti they found a very
astonishing artist, and young Hofmann a sort of concentra-
tion of everything in sight in the ling of musical and pianistic
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qualities. When these verdicts are averaged up with the neg-
lect of local artists, the result is something like a very fair valua-
tion for all partics concerned; and why is it that I am not sat-
isfied? ‘

* * *

Personally T confess T am a very indifferent journalist. I do
not sce that it is possible for the skillful journalist to avoid a
certain kind of leading, if he takes any position at all. In
order to reflect public opinton it is necessary either to select
certain phases of public opinion as proper to be reflected, or
else one has to reflect them all, in the latter case being on all
sides of all questions at the same moment.  This large con-
tract is not so impossible as it might be supposed by the un-
journalistic reader, as the perusal of some of our journals will
show. Dut if a paper is to have a mind of its own, it has to
decide which phase of opinion it will reflect: and while it is
about it T see no particular difficulty in deciding also in refer-
ence to these musical performances of one sort and another
that certain things are better worth reflecting than others, both
for the innate quality of the subject matter presented, and for
the quality of the performance.

x Xk %

The Chicago Tribune of April 10 had in its musical columns
a reference to the Cincinnau May Festival of this vear, which
is the twenty-fifth anniversary of the first establishment of this
series of concerts, and called attention to the fact that in the
present vear, in spite of its jubilee character, there is no com-
position, cither large or small, by an American composer. The
Tribune seems to regard this fact with surprise.  But in doing
=0 it must have forgotten that the Cincinnati festival is now
and has been during its entire career under the direction of
Mr. Theodore Thomas: and while in the carlier Jdavs of the
festivals, under the inspiration of the late Col. George Ward
Nichols and some other public spirited gentlemen of that time,
prizes were offered for compositions by American composers
and several works were brought out, the custom of recogniz-
ing the American composer has finally died out with the Amer-
ican gentlemen suggesting it,



EDITORIAL BRIC-A-BRAC. 67

There are certain other peculiarities of the Cincinnati festi-
val of the present time which make it of questionable value to
the city. Cincinnati is just now trying to maintain a symphony
orchestra under the direction of one of the most competent
men to be found in this country. Mr. Franz van der Stucken,
who is also the educational head of the College of Music there.
One would suppose that in a city which now for three years
has been making an earnest effort to maintain a symphony
orchestra of its own, and which has in its College of Music an
endowment affording important advantages for musical edu-
cation (if its affairs were well handled), it would at once be seen
that a May festival ought to be given under the direction of
the principal director of the city and by the aid of its own
players, supplemented by whatever number it might be neces-
sary to bring in from the outside: This is the plain common
sense of it.

Opposed to this view is the sentiment for Mr. Theodore
Thomas, whose name has an important value as a trade mark;
—an important value, but by no means a supreme value, as
is shown when the affairs of the late Anton Seidl are looked
into. Mr. Seidl, who lacked some of the qualities for taking
care of himself which have made Mr. Thomas a success for so
many years, nevertheless acquired in New York a very influen-
tial and lucrative position as a conductor, and his name was
considered as good a guarantee of musical excellence of any
concert where he might appear as conductor as the name of
Theodore Thomas or Emil Pauer.

While the Chicago orchestra and Mr. Thomas are going
down to Cincinnati to conduct the May festival by the aid of
a Cincinnati chorus and Cincinnati money, the Cincinnati or-
chestra and director will be in Indianapolis carrying on a May
festival there by the aid of an Indianapolis chorus and Indian-
apolis money, and so honors will probably be easy.

* k%

A very important question which the advanced vocal direc-
tors of this country have to work out is as to the quickest and
best manner of training a chorus to read modern music, which
modulates freely without the formality of a “sharp four” or
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“flat seven.” Tt is well known, to all who have tried it, that
the tonic-sol-fa principle applics very imperfectly to the ex-
treme modern works, such as those of Wagner and the great
choral works of Brahms. In another part of this issue will
be found an interview with Mr. Arthur Mees, giving his views
upon this subject. They deserve to be read with care, because
in two vears Mr. Meds has taken a chorus composed of not
particularly good material and has just now brought to public
rehearsal and performance Brahms' *German Requiem,” which
is probably the moat difficult work to read to be found in the
entire repertory of choral musie. The sureness of the inton-
ation and the reliability of the singers in the difficult passages
of this work were such as to support Mr. Mees' theory on this
subject, by showing that reliable work has been done in this
nunner,
*x ® %

Any one who is in the habit of reading German criticism
and musical hiographical matter must have noticed that when-
cver Brahms is spoken of seriously it is as a composer of the
“German Requiem.”  Whenever, in his later life, the critics de-
sired to express their regret at what they were pleased to re-
ward as his failing powers, they always compared him to the
author of the "German Reaquiem.”  For many vears 1 have
wondered at this unfailing recurrence to the beauty and mag-
mificence of this work, because it is a work which has been
given in this country but very few times, and never attempted
by a Chicago chorus until the present season. A\t the moment
of writing 1 have just heard a rehearsal of this work, with the
two poriormances et to look forward to. and it is no longer
with me a matter of surprise that this work is spoken of by
Gierman writers in such terms. It must be the most beautiful
senous choral work which has ever been written. The orches-
tration and’ the musical ideas are exquisitely beautiful.  The
tone is noble and scnous and the dramitic force of the coloring
»osomething wenderful. This mable master-piece was written
m a8 1t has already made its wav in Germany, the first
periormance having been given at Bremen in a very memor-
ablc manner in 1NN and it is greatly to be hoped that we can
have in this country more periormances of it.
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To recur again to the absence of the American composer
from the Cincinnati festival, it would very likely be said by
Mr. Thomas or those speaking for him that there are no good
works being produced in this country at the present time, no
works of first rate value. Perhaps not, although Mr. Thomas
does not know this fact if he says so; but at least there are
serious works being composed and if the American musician
had any show at the hands of his German musical boss (for
all our conductors-are Germans with one or two exceptions)
there would be more works produced.

In this connection, however, I cannot fail to notice the
remarkable difference between the musical state of this coun-
try and that of Russia. I mean now, in so far as regards the
production of original works. The St. Petersburg and Mos-
cow conservatories were established in Russia about forty
years ago, but the more talented of the young musicians con-
tinued to spend a year or two abroad for some vears later.
Presently, however, the succession of Tschaikowsky to the chair
of harmony in the St. Petersburg Conservatory, and a little
later of Rimsky-Korsakow to the chair of composition, and
the activity of such masters as Rubinstein, Tschaikowsky,
Rimsky-JKorsakow and associates in the higher departments
of musical composition, gave a most astonishing impetus to
musical ambition in Russia and in that country at the present
time they produce works which are in the fullest manner an
expression of the national spirit, with all its boundless energy,
its semi-barbaric taste for magnificence of color, its fondness
for sensuous beauty, and above all its natural technic of con-
struction, by means of which these qualities, each imperfect in
itself, are welded together for the production of works of im-
mense force and instructiveness.

In fact the Russian school of musical composition at the
present moment expresses the national life and spirit in its
different phases as truly as the musical compositions of Ger-
many, the Brahms’ German Requiem, with its lofty and beau-
tiful mysticism, down to its comic operas by Strauss, and its
child fairy stories by Huniperdink, express the ideality and
sweet mysticism of Germany. If, now, we had in America en-
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dowed schools with competent masters of composition, Amer-
ican masters by all means, and in place of supporting such
cities as Stuttgart, Leipsic, Dresden and Berlin, with colonies
of hundreds of American music students cvery year, our young
musicians were cducated at home, under American influences,
we would very soon have an American school which would
be as truly an expression of the American life as the Russian
school is of that of Russia.
*x ¥ X

It descrves to be noted, however, that the beginning of Rus-
sian musical life was not in these conservatories and these com-
positions, but in the folk song of the peasants and then in the
national opera of Russia, in which the folk song had its place.
The Russian school was founded by Glinka, who wrote operas
which were successful and played in ever part of the empire.
It is true we have in this country American operas which are
plaved in every part of the Union, but as yet not any serious
ones. Our light opera dispensation needs to be taken with a
little higher ideal than it has at present in order to perform
this office for America. Meanwhile, since we have very little
music of our own, and are not allowed to hear that which we
really do have, we must do the best we can with the German,
French, Russian, Slavonic, and Scandinavian master-pieces
which, fortunately, we are permitted, nay, adjured, to hear.

W.S. B. M.



INTERVIEW WITH MR. MAX BENDIX.

It having been reported that Mr. Bendix, among his other
excellent work in music, had inaugurated important innova- .
tions in certain technical points in violin playing, a representa-
tive of MUSIC was delegated to question him upon the
subject.

“It struck me twelve or thirteen years ago,” said Mr. Bendix,
“that there was something wrong with my tone down below.
I could get all I wanted here at the upper part of the stroke,
but as soon as I passed the middle of the stroke and had my
wrist down, the tone was not as clear or as good or as full as it
was in the upper part; so I commenced to think about it and
to try and find out a way to remedy it, and I found that by
keeping the wrist up, even to the very end, drawing the bow
down, I would get the same action on the bow and could pro-
duce just as much tone as I did above, so I made that change,
doing away with this old-fashioned depression of the wrist,
simply drawing the bow down and having the arm in exactly
the same position all the time, and getting the tone in every
part of the bow exactly the same way.

Then another thing which struck me was that none of the
old Leipsic school could make a perfect legato change of bow.
In drawing the bow down you cannot bring the bow clear
down and make a change without either making an accent or
a pause. 1 tried to find out how to avoid this and I succeeded
in doing it. The old way is to draw the bow down like that
and bring it up like that (illustrating by an acute angle, revers-
ing its motion when it had reached the point). This would
cause at both ends of the stroke either a sharp accent or
a pause, one or the other of those things, so I got it into my
head to do this: I would draw the bow down like this and
then draw it around in kind of an endless chain (in a sort of a
circular turn), vibrating the strings while I was making the
change of motion. Making this kind of endless chain, I could



2 INTERVIEW WITH MAX BENDIX.

get a beautiful legato change of bow, which aids phrasing, as
you may imagine, considerably.

Well, this struck me at that time and I figured it out and
studied it and spent a couple of years in getting it into shape;
four or five years later I was surprised to find that Joachim, or
rather a pupil of Joachim, had already thought of this and used
the very same technic that I did. That was Kruse; he was
Joachim’s pupil for a great many vears. 1 found when I got
over there that they were teaching this very same thing that 1
had been figuring on, and so it seemed that someone else had
the idea, too.

Then I invented a systgm of application of fingers which
is entirely my own with the violin, which is &xplained in my
little book. There is a system of technical studies, and of
course there can be nothing new in the music of technical
studies, but there can be in the way of applying them and the
way of developing the fingers.  Most violinists scoff at the idea
of getting strength by keeping the fingers close to the strings,
instead of raising them up and throwing them down from a
height. Now, the way I explained it to my pupils and the way
they get it is very simple. You see we have on the violin sim-
ply the four fingers to make our notes with; those four fingers
have to move from one place to another and in various posi-
tions on the different strings: but [ maintain that in order to
get a good solid technic the fingers should be held over the
four tones of whatever position vou are on at the time, so
that they can be dropped with one movement like the action
of the hammer on a piano.

Most violinists lift their fingers away up in the air and
throw them down in order to get strength. I maintain that
this is simply a loss of time and lost motion, and that it is
absolutely no development of strength. Where there is no
resistance there can be no development of technic or strength,
so I keep my firgers near the strings, and cause my pupils to
do the same thing, and after they get their fingers down to use
the pressure then, and that develops.  Another advantage is
that in running work the fingers can follow much more quick-
Iv if they are kept near the strings. A pupil of mine playved
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for Ysaye in this way, and he said: ‘Lift up your fingers; lift
up your fingers.” But the pupil said he couldn’t play so fast
nor get the tone if he did that. ‘Of course these are simply
my ideas; I might think T .am right and others might suppose
they are right. I do know this: I get results from this system
which I did not get before 1 adopted it.” ’

As it had always been understood that Mr. Bendix had
been a pupil of Jaccbsohn, the interviewer asked some infor-
mation as to time, length of study, for it had been his impres-
sion that Mr. Jacobsohn had called Mr. Thomas’ attention to
Bendix, and that this was the way he had been made concert-
master.

“No,” said Mr. Bendix, “I left Mr. Jacobsohn before I was
fifteen. What did I do? Well, I was really dismissed from
the college because 1 was a bad boy. Yes, I was a very bad
boy, and Mr. Jacobsohn simply dismissed me from his class
and said that there was no use of doing anything more for me,
because I would never amount to anything anyway. So I said,
‘Well, if I will never amount to anything there’s no use in
keeping on, and as my family happened to be in Philadelphia
at that time, I went there. I was born in Detroit, Mich., and
am thirty-two years old today. Pretty young man to have
such a big future behind me, eh?

“I went to Philadelphia, and of course I could play. I had
had schooling, and in that way I could play very well, and I
thought that I could make my living. But in three months
I starved. I did not make my living; did not get anything
to do, and the very first thing I got to do was a German ball
where I got three dollars for playing from 8 o’clock at night
to 6 in the morning. That was the first engagement, and
the next was a substitute engagement in a theater, so I man-
aged to get something to eat after a while.

“And the next three vears I spent in Philadelphia doing odd
things and doing theatrical work. I was leader of a variety
show there in summer when I could get nothing else, with an
orchestra of three men, cornet, violin and piano, and I doubled
on the bass drum. I had all this experience. Went through
the whole business. I have done everything in this business
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except black up. I never was a minstrel. Everything else
I have done. Played with circuses and all that sort of thing.

“I was not quite nineteen when the older Damrosch sent
for me to come to New York, but I was a pretty bad boy at
that time and my mother would not let me go. The next year
he sent again, and by taking her with me she let me go. 1
was in New York in the Damrosch orchestra in Seidl's first
season, and 1 was there about threc months when they com-
menced to talk about me—I was a talented orchestral player
and all that sort of thing. Van der Stucken happened to be
giving some concerts there and he gave me the concertmeis-
ter’s position, and 1 did pretty well, and from that on 1 went
on the road as concertmeister with the German orchestra.
Seidl and young Damrosch were the directors then. Before
I went out on this trip I was just about going into my twen-
tieth year. Thomas heard about me and he sent for me to
play for him, and I played for him and he engaged me as con-
certmeister. No, Jacobsohn didn’t do anything until I made
a reputation for myself; then he claimed me as a pupil, after
putting me out of his class and saying I would never amount
to anything.”

“When did vou become concertmeister for Thomas?”

“In the spring of 86. 1 was with them from the spring of
‘86 to the spring of ‘g6, ten vears and two months. I was
with Mr. Thomas, as 1 say, ten years, and never had a disagree-
able word with him, never a single thing. I attended to my
business, and I believe I was more intimate with him than any
man ever had been before or since, or ever will be; but there
was once thing 1 always kept and that was my independence.
I absolutely would not stand any of his awful autocratic meth-
ods that he adopted with everyone else, and he saw it from
the first moment that 1 came into the orchestra, and he always
respected me and always was very careful, and probably
towards the end he thought he could do very well without me
or could improve himself; anyway, all I know is that he en-
gaged Mees as assistant conductor, and I would not have it.
I always had done that work and I had always done it satis-
factorily, I supposed. If I had not he had ten years to find
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out. Mees has been a very good friend of Thomas for a great
many years.”

Here the interviewer interposed a question: “Sappose a
fellow wants to learn to play the violin first class, way up, can
he do it in America, or must he go abroad, and if so, for what?”

“I should think he could do it in America. I do not know
whether I would be considered a first-class artist or not. I
was in Berlin for seven months and was associated with Sauret
there. I had not what you might call lessons. It was after I
married. I simply went there in order to know the man. I
played with him and he played with me, and I adapted my
stvle on his and broadened it afterwards, having other models
to choose from—Joachim and Ysaye. Joachim even invited
me to attend his classes in Hochschule, and of course I got
some ideas; but as for actual instruction I never had more
than three and one-half or four years’ instruction all told. The
rest I have simply done myself.”

Here the interviewer interposed with the ex-cathedra ver-
dict: ‘““As a matter of fact, I do not believe there is a better
violin school in the world than you keep yourself.”

“Well,” responded Mr. Bendix, “if you take simply the werk
of the pupils as a criterion, I can show up, I think, more good
pupils than any other teacher in this country, more good ones.”

“About the increase of violin study and the interest in the
violin in this country; how about that?”

“Well, there has been a great increase as far as the female
student is concerned. Fifteen years ago, or we might sey
twelve years, it was quite an unusual thing to hear of or see
a lady or young girl studying the violin. Today, I venture to
say, that fully two-thirds of the people studying the violin
are voung girls. And they learn to play, too, and they learn
to play well. You know it does not requirc a great deal of
physical strength to play the violin. ' It is more a knack, being
taught how to get it. A girl with ordinary strength and health
can get just as good a tone out of the violin and just as, much
as a boy. 1 find, taking it all in all, that girls get better tones
than boys. They have lighter wrists and they have a better
sense of the beautiful in tone. They have more refinement



76 INTERVIEW WITH MAX BENDIX.

naturally than a boy would have. I have been particularly
fortunate in my young lady pupils. I have produced several
who play very well nowadays. Miss Marion Carpenter, when
she is at her best, is really a charming artist. You know, of
course, the night of our recital, the girls were scared stiff,
playing before an audience like that. They came there to
hear what they could do in order to criticize. Even I was
nervous. I am not usually given to that sort of thing, am
rather a cold-blooded sort of person, but I  was frightfully ner-
vous that night at the recital.”

“What do you make violin players out of? What is the
musical material that finally devclops violin players, aside from
the technical studies?”

“One must naturally be musically inclined, as in any other
musical course. There is no special requirement any more
than there is for any other branch of the study. Of course we
have a system of particular studies, etudes and things of that
kind that lcad up gradually and develop the technic so they
are able to go from one stage to another as in any other system.
And there are different ways of treating them.  You cannot do
the same thing with each pupil. You must measure the pupil
and size her up and sec what her natural ability is. With
some you can get along very fast, of course.”

“What is going to be the outcome in the way of student or-
chestras; are we going to have student orchestras composed
entirely of violins?”

It looks that way. Well, we will have a chance to hear a
good students’ orchestra on the sth of April. Spiering is
going to give a concert, and perhaps he has one. Spiering
is energetic and conscientious and ought to be successful. I
find that what a quartette lacks is char