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SOMETHING ABOUT SELF-PLAYING

INSTRUMENTS.
BY W. S. B. MATHEWS.

It is related of a rich but tight-fisted elder of a leading church
that upon being canvassed for aid to a city mission enterprise
he listened in silence to all the arguments for quite a long time
and then, drawing a sigh, defined his position: “What I am
looking for,” said he, “is a self-sustaining mission.”” I fancy
that many a youngster and not a few of older growth, upon
finding the innumerable possibilities of going wrong upon the
piano or organ, has sighed, in like spirit for some kind of
“music” that would play itself. No appetite of the musical
world is more widely disseminated than this. Despite all our
lesson giving, our clubs and our crowds of students and devel-
opment of musical *‘culture,” the sale of self-playing instru-
ments is enormously large and constantly increasing. More-
over, in certain directions the latest inventions give certain
instruments of the self-playing category an educational value
and a really musical importance previously unknown to the
tribe. And as everybody knows some of the members of this
many colored caste of “seli-players,” while but few know how
extensive it is or what are its leading peculiarities, I have
thought it not uninteresting to treat the subject with a certain
fullness.

Strictly speaking, there is no such thing as a self-playing
instrument. When one plays a piece upon the piano or the
organ the force which produces the tone is that of the fingers
and arms of the player. None the less is it true that the force
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in all these self-playing instruments is also derived directly
from the immediate enthusiasm of the person desiring to hear
the music. In some cases you wind up a spring, which runs
down to the extent of force which you have expended in wind-
ing it up; in others you work a motor, turn a crank, or in
some way furnish a certain equivalent of energy. Even the
“nickel in the slot” instruments are no exception; for quite in
the churchly spirit, when you put in your nickel somebody has
devoted so and so much of what the minister calls *'vour sub-
stance” to winding the spring.

I think the oldest of the musical instruments capable of
furnishing music without being “personally conducted” is the
music box. This consists of a little chest, anywhere from four
or five inches long and one inch high to twenty-four inches
long and eight or ten inches high. All are composed upon the
same principle. The music is produced by a set of little steel
bars or teeth, like those of a comb. The smallest of these have
no more than twenty tones in their compass. They play, I
believe, diatonic music, and all the pieces are in the same key.
There may be a few modulations; I neglected to look up this
question. Very possibly there are one or two chromatic tones
in each of the higher octaves.

The sound of these steel bars is that of little bells, and, as
there is no contrivance for “damping” the sound, i. e., for
extinguishing a tone when the next one begins, there is always
some confusion in the effect, like a piano played with the
damper pedal held through several measures.

The music box belongs to the barrel variety of self-players.
There is a little brass barrel or cylinder, in the small ones about
a half-inch in diameter, running the length of the “‘comb” or set
of steel bars. The surface of the barrel is very exactly divided,
and little steel pins are set in it, projecting about a sixteenth
of an inch, so placed as to come in contact with the ends of the
steel bars in such order and at such intervals of time as the
piece requires. Every box plays several tunes. This is man-
aged by setting later sets of pins about a line further to the
right than the preceding sets. Now, when the barrel is shifted
for a new piece, it is simply slid over to the left about a line
distance, in such a way that the second set of pins engage
the proper tones when the barrel is revolved. For the next
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tune the barrel is pushed still further towards the left. The
extreme minuteness of this movement will be realized when
one remembers that eight sets of pins are set upon one barrel,
giving eight different tunes, the whole eight movements tak-
ing place within the space of about a fifth of an inch. The
tunes are so set that each revolution of the barrel complet:s
the air. The box goes on repeating the same air until it is

MUSIC BOA.

set by for the next, but no matter how long it plays in one
position, it simply repeats the same air over and over. The
player has no control over the tempo of a music box. It is
adjusted before leaving the factory to revolve at a certain rate,
carefully determined according to the requirements of the
music.

Music boxes were formerly made almost exclusively in
France and Switzerland. The repertory of a large box reaches
as many as twelve tunes, while very small ones have only three.
In price they range from three dollars up to three hundred. If
one desires additional tunes one has to buy new barrels; and
as the boxes are not made with this provision, this means that
the box must be returned to the factory to have the repertory
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changed. A new box is about as cheap. The large boxes,
some of them, at least, are planned with reference to using sev-
eral barrels at pleasure. A new barrel costs from two to three
dollars for the small ones up to fifty or more for a large one.
Hence there is by no means the artistic flexibility about these
pleasing little dispensers of melody that one would expect.

A very important modification of the music-box principle
has been invented by some American inventor. It is called the

REGINA MUSIC BOX.

“regina.” In this instrument, instead of setting the tunes upoa
a barrel, flat disks of steel, like circular saws, are employed.
The holes in these disks represent little projections on the rear
of the plate, and a tone results from the passage of each pro-
jection across the star-wheel of the instrument. The tunes
are cut in these disks by machinery, and there is only one tune
upon each disk. They range in price from twenty cents to
two dollars. Large instruments of this kind have forty-four
notes’ compass, and one can have as many tunes as one wants.

A very curious adaptation of the regina principle has lately
been made for nickel-in-the-slot purposes. This is a large in-
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strument, about twenty-seven inches long and three or four
feet high. When a nickel is deposited in the slot it releases a
spring which brings up a disk for the tune to be played, places
it and plays it through. At the end the disk is lowered again
to the bottom of the box, and the instrument, like a smiling
young robin, is ready for another feed. These boxes cost
about the same as the old style, but they are far more likely
to remain in good order, and the repertory is entirely within
the owner’s control. The regina is the culmination of the
music-box idea.

A curious lot of instruments are the organettes and hand or-
gans, reaching at last to the orchestrion. The smallest of all
these, an American invention, is the mechanical organette,
which is so often seen upon the street played by mendicants,
preferably by a woman with a baby (frequently borrowed or
rented for the purpose and heavily drugged with opium). The
cheapest of all these instruments is what is called the Angelica.
It has twenty notes’ compass, the music being produced by
reeds, like those in the American reed organ. But as they
have to be very near the surface, the tone is crude and not
musical. The instrument is plaved by means of a paper roll,
in which are punched certain slots and holes, which in the case
of the Angelica are about a quarter of an inch square. These
holes and slots are carried across the keyboard of the instru-
ment (consisting of a lot of tubes open at the end). When-
ever a hole passes over the end of the tube, air is admitted to
the reed and the tone sounds as long as the hole is pressing
over the end of the key-tube. If the hole is elongated to a slot,
the tone is proportionately elongated. The smaller of these
instruments have only fourteen tones compass. The rolls cost
a few cents each. The motive power is applied by a crank,
which the player turns. The crank both revolves the paper
roll and pumps the bellows. It throws an interesting side-
light upon the expected customers for this class of instrument
that the directions for playing are only in English and Italian.
Evidently what is sometimes called the “dago” patronage is
anticipated. Angelicas cost from five dollars up to twelve or
even more. Besides their use in the streets they have a large
sale in the remote country, and are sometimes used for dances.

The best instrument of this class is the Improved Celestina,
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which in size corresponds to the angelica; but it is a finer
made instrument, and is played exactly upon the same princi-
ple as the Aeolian, its highly cultivated and professionally dis-
tinguished distant cousin. Celestinas are made from twelve
dollars up to twenty-five. The holes in the music roll are

CELES1INA.

much smaller than those in the rolls for the angelica. The
compass ranges from twenty notes up to forty. These also are
played by means of a crank.

The oldest instruments of this type were the hand organs,
barrel organs and orchestrions. The old-fashioned hand or-
gan, such as we have seen so often carried about by an Italian
gentleman, or a polished Greek, accompanied by his remote
relative, the sprightly monkey, represented quite a bit of fixed
capital. Such instruments, even the small ones, cost as much
as one hundred and twenty-five dollars. For this price onc
has an organ about two feet long, sixteen inches high and per-
haps fourteen inches deep. Inside there are, first of all, little
wooden pipes, which produce the sound. Then there is the
bellows furnishing the wind, and the barrel, which carries the
pins for the tunes, exactly as in the music box, only the organ
barrel is as much as eight inches in diameter. These small
organs carry about ten tunes upon a barrel. There is provision
for changing barrels in order to adapt the repertory to the
“trade” of the organist.
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Accessory attractions are often found in this class of instru-
ments, but they represent exactly so much additional capital.
For instance, there were formerly organs of this class which
had a little puppet stage and moving figures of dances and the
like, operated by the organ mechanism in unison with the
music.

Then there are larger and larger instruments of this class,
many of them costing large sums, built for use in beer halls
and for merry-go-rounds. An organ expressly built for en-
tertainments of the latter category has only eight tunes, but
besides the pipes of wood it had also pipes of brass, voiced like
horns, and bells, drum effects and the like. Such an instru-
ment costs four hundred dollars. New barrels can be had 0
the extent of the customer’s purse or his taste for variety.
Each new one, carrying eight airs, costs about sixty dollars.

There is also a large trade in street pianos played by the
barrel and crank mechanism. A piano for this use is generally
made in Italy, although better ones are now made in America,
and it costs somewhere about two hundred and fifty dollars.
These have interchangeable barrels, costing about the same as
the large organ barrels mentioned above. The piano hammers
in these instruments are actuated by strong springs, which the
passage of the pin releases. The strong right arm of the pian-
ist furnishes the force to put the springs again in position.
The instrument adjusts itself. When new these instruments
have considerable musical possibilities; but they are usually
badly kept, unless indeed the pianist has a gilt-edged clientele.
Many of these street pianos nowadays are seen fixed upon a
platform of a wagon, a docile and long-suffering horse fur-
nishing transportation for the change of location. An outfit
of this kind might represent a capital of nearly or quite five
hundred dollars—such are the inroads of the capitalist upon the
virtue of the people. This is a case where Ruskin's appeal for
the nobility of hand labor would be very much in point.

The large orchestrions, to go back again to our organs,
are built as expensively as wanted. One, by no means large,
costs twelve hundred dollars ; and really large ones four or five
thousand dollars. One was shown by a German manufacturer
at the Columbian Exposition costing about seven thousand
dollars. It was in the gallery of the German section. It was
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really quite a large organ, of probably twenty or thirty sound-
ing stops, and a full apparatus of percussion. It was intended
to be actuated by a motor, but it could be operated by hand.
The music of this was also set upon a barrel, and new barrels

HAND ORCHESTRION.

<
cost probably eighty or a hundred dollars ecach. Instruments
of this class are much in favor in Germany for beer halls and
the like.

To descend again to the minute varieties of this kind of in-
strument, there are what are called " Gem roller organs,” cost-
ing from less than five dollars to twenty-two each, for which
plenty of barrels can be bought at twenty-five cents each. The
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organ is of the reed variety, but old style, and the music ex-
tends to a compass of twenty notes of pitch.

From the beginning these self-playing instruments have ap-
pealed to two classes of taste. Some of them, like all the
music boxes and the larger orchestrioms, were intended to ai-
ford refined musical pleasure, and it is not wnusual to see an
expensive orchestrion placed in a residence or pgivate music
hall. The other class of these instruments, the hand qrgans
and so on, were intended for street use and commercial pur-
poses. The great difficulty with the finer instruments was the
inflexibility of the repertoire and the great expense of a really
superior musical instrument. After the American organ at-
tained so great a development, somebody had the fortunate
idea of applying the reed principle in a completely artistic man-
ner. This was undertaken perhaps at nearly the same time by
two different firms of manufacturers. The Aeolian Company
soon attained the head of the procession, which they have held
up to this time.

The Aeolian is a reed instrument of the American organ
variety, and in the more expensive styles tubes are used on
the vocalion principle, by means of which the reed attains
qualities of tone resembling those of the finest pipe work, but
free from the hollow, whistle-like sound of wooden pipes, such
as we find in the German portable organs. The modern
Aeolian is an instrument of about six octaves’ compass, and
with as many as eight, ten or twelve sets of reeds, the motive
power of the bellows and for moving the music roll being
furnished by the player’s feet. There is a stop for controlling
the tempo, to enable the roll to run faster or slower and there-
by play the music quick or slow, a stop for rewinding the
rolls, and all of the reeds are controlled by means of stops.

In the earliest arrangements for these instruments the piano
copy was followed, even when the composition was an orches-
tral overture or symphony. Latferly the much better way
has been adopted of arranging orchestral pieces direct from
the original score, and in this way the instrument is able to
put in a great deal more of the detail of the orchestra than is
possible for the fingers of a player. Very beautiful and com-
plicated effects are attainable on these instruments, whici
have many of the good qualities of an orchestra. By means
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of the crescendo and diminuendo pedal, and the controlling of
the rapidity of movement by means of the tempo stop, it is
possible to produce rubato effects and to intensify the rhythm,
just as a good player would do. The repertoire of this
instrument has now attained to the number of several thousand
compositions, and the pieces cost all the way from sixty cents
to two dollars each; the instrument itself costs from six hun-
dred dollars to twelve hundred. It is capable of a very artis-
tic effect and deserves to occupy a place in every house.

It will be observed that the Aeolian is not strictly a self-
playing instrument, because in addition to the motive power
which the player has to furnish, one has control of the tone
quality and volume, the movement and the expression. In
fact, one has to do this in order to play the music in a satis-
factory way. In other words, in playing the Aeolian, provided
you do not mind the labor of working the pedals, you are able
to conduct your symphony or concerto or whatever you hap-
pen to be playing, just as a musical conductor manages his
orchestra. You add stops or take them off, make your ex-
pression any way you like, pause at any point, accelerate, in
short, give the music whatever expression you like. Thus, in
playing the Aeolian, you have all your finger work done for
vou, and are left entirely free to interpret the music according
to the degree of your musical conception.

This principle has lately been applied to large church organs,
and rolls have been expressly prepared, containing orchestral
overtures and the most elaborate and difficult organ music,
for use upon instruments costing ten thousand dollars or more
and containing three or four manuals. On this instrument
still the player controls the stops and the movement, just as
upon the Aeolian.

The success of the Aeolian principle and the very obvious
value of it, and the popularity of instruments of this class
among music lovers who do not care to undergo the drudgery
of practice, has led to a great number of imitations, most of
which up to the present time are inferior to the original in-
strument in the finish of their work, but have the merit of
being furnished in some cases at a lower price. One of the
most remarkable of these is that of the W. W. Kimball Com-
pany of Chicago, which has a self-playing organ upon the
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Aeolian principle. and has carried out the same thing in its
pipe organs, which they now build in a very superior man-
ner. For some months this company has been experimenting
in the direction of dispensing with the work of the player. The
idea is to attach a motor to furnish the power and to arrange
the music roll in such a way that changes of stops, crescendo
and diminuendo, and if possible the movement itself, will be
controlled by the roll without any interference from the out-
side. The difficulties of this undertaking are very great, and
quite naturally they have not as yet been wholly successful,
especially in the matter of the tempo. I had the pleasure of
hearing one of their church organs with this attachment, and
it was very interesting to observe how it changed stops and
varied the music without any interference.

It will be observed that the standpoint of the Acolian people
is quite different in this respect, and also in the matter of value
and expense of the instrument. What the Aeolian people are
secking to do is to furnish a completely artistic instrument at
a practicable price. They have the idea that as much money
can very properly be devoted to an instrument of this class,
which affords its possessor control of the whole repertoire of
classical and modern music, as for a grand piano, which, when
you have it, you have still to learn to play. Moreover, they
believe that it is a mistake to make the instrument wholly
automatic, thinking that when the player has been relieved
from the responsibility of complicated finger work he is much
better satisfied to conduct the music himself and give it ex-
pression, and that in doing so he experiences the delight of
musical interpretation as he could not possibly do from an
instrument which managed its own expression independently
of his ideas. This is a very charming difference of opinion,
and one which I do not attempt to settle at this point, but will
wait and see how the public takes it. I have no doubt, how-
ever, that the Kimball Company are right in believing that
there are many music lovers who are not sufficiently well ac-
quainted with the higher class of music to be able to conduct it
themselves, who nevertheless will be very thankful to have an
instrument which plays it for them in proper style and frees
them from personal responsibility.

The street piano has also experienced remarkable develop-
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ment within late years, and several firms have engaged in the
effort to apply the Aeolian principles to the piano in a satis-
factory way. The difficulties in this case are peculiar and al-
most impossible to overcome. When an artist plays the piano
he varies the touch by insensible degrecs, according to his
mood and the nature of the music. Sometimes he uses a
great dcal of force, and again he uses very little. In a single
chord one or two notes may be played much more heavily than
the others. In fact, this is almost invariably the case. More-
over, one of the most important parts of the tone production
in the modern piano is the damper pedal, by means of which
the sympathetic resonance of the instrument is controlled and
the general quality modified, and the mechanical piano player
is not able to vary its touch to any great degrec. In many of
them, like the ordinary street pianos, the touch is always the
same. There is an accent for the measure, but this is ob-
tained by striking more notes at the beginning of the measure.
There is no pedal, and anything approaching an artistic inter-
pretation of a nocturne or slow movement is wholly out of the
question.

The Aeolian people have lately brought out what they call
a Pianola, which is reallv a self-playing attachment to be
wheeled up to and connected with any piano. The music is
controlled by means of music rolls, the same as in the Aeolian.
The force of the Pianola for actuating the keys is furnished
by pneumatics, of which they have threc grades, a heavy, a
light and an intermediate. These are controllable by the play-
er, so that a considerable range of expression can be obtained
from this instrument. Moreover, the player controls the
damper pedal by means of his left hand, while at the same time
with his feet he works the mechanism of the self-playing at-
tachment. This instrument is not perfect as yet, but it is a
great advance on anything previously produced.

Several other firms have self-playing mechanisms of more
or less success, and it is evident that a great future is looked
for in this class of instruments. Personally, I am free to say
that I think the Aeolian principle is much more likely to sur-
vive than that of the self-playing piano. The piano is only a
substitute for music at the best. Its legato is imperfect, its
tone quality is susceptible of only a moderate varicty, and it
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is very doubtful whether it will ever be possible to entirely
free the self-playing instruments from the mechani¢al charac-
ter so offensive in good music. The Acolian, on the contrary,
being founded on the tone of the .\merican organ, has a gooil
variety of tone and a pure sustaining quality. It is incapable
of attack and finish, like all instruments of the organ class,
but in the long run I confess that more genuine pleasure will
be obtainable from the Acolian than from any sclf-playing
piano. This, however, is only a personal opinion which a few
fortunate inventions may overturn any day.

The best thing about this development of self-plaving in-
struments is that in all the more advanced varicties the reper-
toire is flexible. Additions can be made to any extent, and
fine music is now available in all of them.



SAMUEL P. WARREN.
BY PAULINE JENNINGS.

There will always be two types of artist: the “artist mili-
tant” and the ‘“‘artist contemplative.” The one does battle
with the world for the acceptance of himself and his creed;
the other forgets himself in the magnitude of his work. The
one would be known as a master; the other is content to be
one. The one would reach the goal of fame; the other would
overtake his own ideals. The immense preponderance of the
former class makes the appearance of a great artist of the latter
all the more noteworthy.

For the aggressive party has never lacked its out-riders,
its standard-bearers, and its raw recruits, while to the defen-
sive party leaders have now and again been raised in such
quiet and reflective minds as stand uncompromisingly for the
noblest art, regardless of the popular verdict.

Among the musicians of America whose work has been of
permanent educational value and dignity none can claim
greater pre-eminence than Samuel P. Warren, although this
artist would be the last to advance personal claim, his work,
as he remarked, having been done “'in quiet, and without the
wish to attract fame and notoriety.” Yet no organist of this
country or of Europe has had a more illustrious activity and
influence than has this great master. For so many years his
name has been identified with the elevation of the standard of
organ playing in New York that we are apt to associate his
influence with the city, overlooking the fact that his reputation
belongs to the world, for it has long been universally acknowl-
edged that Warren is one of the greatest organists of our age.
A name which is written so large and imperishably in the
musical history of New York may well be regarded by its peo-
ple with the pride of possession.

Samuel P. Warren was born in Montreal, Canada, in 1841,
and early manifested such decided musical ability that at
twelve years of age his taste for the organ had been so far
cultivated that we find him playing in St. Stephen’s Chapel,
and later in the American Church in the same city. After
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completing a course in college, he went to Berlin in 1861 to
continue his musical studies under the guidance of Haupt
in organ and theory, Gustav Schumann in piano, and Wie-
precht in instrumentation. Returning to America in 1864,
the next yecar found him in New York, where he has ever
since remained, and where his activities as organist, editor,
composer and teacher have been so potent a factor in the
musical education of the city. For twenty-four years the or-
ganist of Grace Church, he inaugurated there the weekly re-
citals, of which more than two hundred and thirty were given
in Grace Church alone, and which, covering the entire litera-
ture of the organ, form one of the most remarkable series
of recitals ever given in this or any other country. In supreme
artistic mastery these interpretations, which were truly re-crea-
tions, have never been excelled; while to find a parallel for
their scope and extent one must look to Rubinstein’s histori-
cal piano recitals in Paris. Too individual to be classical as
belonging to any one school, the range of his artistic sympa-
thy has been phenomenal, and he has been one of those who
laid the foundation for New York’s musical cultivation by
constantly bringing beforc the public the best of all schools
and all times. The greatest literature of the organ has been
laid under heavy tribute for these recitals—a literature remark-
able for its wonderful richness and yet for its singular poverty,
since the large number of its masterpieces cannot make us
quite forget that Becthoven confided none of his ideas to the
organ, that Brahms has left us but two compositions for this
instrument, and that for reasons inscrutable a rich freightage
of Schumann’s thoughts was stranded on the pedal piano. And
so the transcriptions which have their place in the organist’s
repertoire have been made by Mr. Warren, and none are better
than his. We owe to him so much for his scholarly editions
of the classics of the organ, as well as for masterly transcrip-
tions, that had he accomplished nothing more for the musical
world he would have earned the gratitude of all present and
future organists. But editorial work has not dcterred this
master from original composition. It has been cause for re-
gret among many musicians that Mr. Warren has not pub-
lished a larger number of his own works; for so much interest
and admiration have been awakencd by the creations of a
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fantasy at once elevated and distinct that one notes in his case
a reversal of the time-honored attitude of composer and public,
since most music-makers are more willing to give good things,
it may be, than is the public to receive; while a small but musi-
cianly audience has a -warm welcome for the many works
which Mr. Warren does not bestow. As a pupil of this master,
I was honored by the memorable privilege of hearing some of
his unpublished compositions in the winter of 1898. The
beauty of idea and purity of form of these works must surely
evoke enthusiasm from genuine musicians whenever published.
To my remark, “But why not let the world know these beautiful
things?” the answer was: “They are slight.”” It was then I
was reminded of what Dudley Buck once said: ‘“Samuel War-
ren has one pronounced and unconquerable fault—modesty.”

As a teacher the influence of Mr. Warren has been wide and
peculiarly effective, and a large circle of enthusiastic pupils
have carried his rigor of method and something of his lofty
aims into the art of organ playing. Many of the most promi-
nent organists now before the public have been his pupils, Will
Macfarlane, Fannie M. Spencer, and that highly-gifted com-
poser and organist, Harriette Judd, being among the most
distinguished representatives of his teaching. Augusta Low-
ell, too, one of the first women organists of America to
attain recognition as an interpretative artist of the first rank,
was his pupil. All who have had the distinction and privilege
of his instruction regard with reverence a master by whose
generosity of reception the best possibilities of each student
were discerned and by the most patient care developed. All
who have received of his musical wisdom think with gratitude
of the inspiring lesson hours in Grace Church or the Men-
delssohn Glee Club Hall, while some of us date them from our
erstwhile stormy wrestlings with the Bach Toccata and Fugue
in D minor. And as a Frenchman falls into a state of superla- -
tives at the name of Victor Hugo, so a Warren pupil lapses
into adjectives rampant yet insufficient as appreciative ex-
pressions when another Warren pupil is able to make the ad-
jectives “one better.” Censorious musical fledgelings, whose
“short swallow flights” have unduly developed the hypocritical
pinions, take lessons from this master in kindly recognition of
others; for added to many claims to eminence, not the least is
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Mr. Warren's power of secing the good in all. He has even
the generous word to speak of other musicians, finding the
characteristic excellence of each (or it may be only the one
redeeming good point), but always the meritorious is empha-
sized, the poor and trivial left to itself. As a teacher his re-
marks are so incisive that one may go on developing along
the line of some chance suggestion, perhaps thrown in in
parenthesis, for a season or two. Ifamous for the clear-cut
character of his playing, and for the beauty of his phrasing,
his remarks upon the latter subject are often of special inter-
est. “Ah! here you have been a victim of conscience,” he
once said to me; “one should not be too strenuous; think of
the slight incision you are to make at this point in the recurring
phrase, then try to make it. The result will be about right.”
Subtle and very delicate were many of these cffects of phrasing
whereby even prose was turned into poetry. Indeed the re-
finement of this artist’s phrasing is of matchless distinction.
Also_the variety of touch produced on an instrument with
which the public has been too little accustomed to associate
varying touch qualitics. Range of color in touch has been
regarded too much as belonging exclusively to the piano, while
for contrasted tonal effects in organ playing, registration,
which, like charity, covers many sins, has been the somewhat
overused reliance. As a result we are familiar with the char-
acterless touch and fantastic color-scheme of too many organ
virtuosi. Those who seek “to add another hue unto the rain-
bow” by restless registration will scarcely find support in the
art of a master who to varied beauty of touch and phrasing
adds a somewhat reserved use of primary colors. In the mat-
ter of tempi, too, Mr. Warren is individual, holding that most
modern organ playing is too fast.

The tradition of the GGerman organ school whereby perfect
smoothness of manual and pedal technique was so imperious
that to its demands was sacrificed tonal coloring (even to the
extent of the performer’s requiring assistants to stand at his
elbows and effect infrequent changes in registration, lest per-
fect legato be endangered by the divided attention of its de-
votee), and the new vernacular of the French for a new in-
strument perfected by themselves and for which they have been
the first great colorists, might seem to represent tendencies
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too diverse to be exemplified in the playing of any one artist. .u
Yet of the old German school with its scholastic polyphony
and absolute legato, and of the modern French school, esgy- 10
tially symphonic in its treatment of the organ, and with-its" i
enlarged and altered style of registration, Samuel P. Warréa™ - i
is past master. Rheinberger, the German, and Widor, the' * -
Frenchman, he holds in great esteem among the moderns, the
wonderful beauty of thought of the former, and the highly -
organized and delicate rhythmic sense, the great technique of
manual combination, and the fine fantasy of the latter, find-
ing most sympathetic interpretation through him.

The art critics tell us that the first requirecment of a good
draughtsman is an individual manner of seeing the world; and
we know that the priceless possession of the musician is per-
sonality.  As the cmotional expressiveness towards which
modern music so largely tends is its glory so long as it makes
to itseli objective forms in themselves beautiful, so the sub-
jective power in interpretative art is to be desired above all
things except faithfulness to the composer’s intention. In-
deed, Rubinstein tells us that he can allow only of the subject-
ive in the interpretation of music. But with him the basis of
comparison was always the piano. And the piano, less rich,
less varied in power, but more sympathetic as a means of per-
sonal and emotional expression, contrasts strongly with the
orchestral breadth, the majestic grandeur and the impersonal
character of the organ. Whether we will or no we feel in
a manner acquainted with the personality of a pianist whom we
have heard interpret any number of compositions congenial
to his nature. Hec cannot but reveal himself. The organist,
too, stands self-confessed provided his personality be so strong-
ly marked and highly characterized as to triumph over a more
impersonal medium of expression. Derhaps the greatness of
the instrument as a mechanism, with the very opulence of
material it presents the player, makes it the more difficult for
the organist to find himscli. Behind the organ hides many a
Liliputian, too, so effectually concealing his littleness by its
vastness that a no inconsiderable chorus cries, “What giant
have we here!” But to develop a distinct ego recognizable
behind the masses of tone, the intricate voice-leadings, the
“mountainous fugues,” and the physical beauty of the organ’s
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tone-colors, demands an artistic personality of unusual persist-
ence. Now it is not by the great technique of Mr. Warren.
though for these many years that has been accounted phe-
nomenal, but by the great personality ever discernible back of
this technique, that this artist is distinctly characterized. The
power of an individual poetic fantasy is his in the highest de-
gree. Hanslick would have us believe that whatever of emo-
tion we hear in musical composition comes through the inter-
preter, the forms of music, highly vitalized by intellect, receiv-
ing emotional impress only through the performer. Which
opinion certainly exalts the interpreter, if it robs the com-
poser of the production of a compicte work of art, which must
ever be the balanced and harmonious expression of intellect
and emotion. Be that as it may, one hears in the playing of
Mr. Warren an infusion of thought, iceling, life and art which
gives it profound significance, and permeates cach figure with
new meaning. .\s a widely-known ILondon musician once
remarked to me, "I cunsider Warren the deepest organist in
the world.”

A great artist in the highest sense is perhaps not so much
a great painter, sculptor, composer, interpreter, as he is a
great personality which expresses itscli naturally through the
medium of picture, statue, sonata.  Dante was not so much
a great poet, said a historian, as he was a great man. He
wrote a master poem which was an incvitable outcome of his
greatness of nature and poctic faculty. Now if this power of
great and original personality be that whereby alone endur-
ing names arc¢ won, it follows that among artists of high gifts
there can be no qualitative estimate by comparison.  As every
person in cven the most limited sphere is intended to be and
to do what none other can, the artist, by so much more as he
is greater, is unlike all others.  Such artists as Guilmant,
George A. Parker and Clarence Eddy have too strongly
stamped the quality of their own minds on their work to be
accounted other than individual in their greatness of achieve-
ment. And we shall surely enjoy each the better for enjoying
every other; appreciation being like the mountain of salt in
Cumana, of which the more you use the more remains. Even
among the composers whose works endure to strengthen and
elevate mankind, each has scrved the world after his kind, and
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we find no “best unique” but adjudge Mozart the greatest
absolute musician, Beethoven the most colossal and sublime,
Schumann the profoundest poet-musician, Schubert the most
lovable and natural, Brahms the great master of form, and
Bach to contain all, yet spcak a language less direct in its ap-
peal. “In-Music’s house there are many mansions,” said
Otto Dresel. “Bach and Handel did far greater work than
Beethoven in oratorio and church music; where is he on the
organ compared with Bach? The greatest composer! Will
you please tell me who is the greatest composer ?”’

An every-sided best seeming impossible in view of many-
sided art and multo-myriad-sided man, we find every great
creative mind in part conforming to a recognized standard of
the best, and in part changing and enlarging that standard,
yet always expressing the everlasting beautiful in fresh and
individual guise. It is according to Hamilton Mabie’s defini-
tion of art as an expression of the human spirit in the lan-
guage of beauty that the interpretations of Mr. Warren take
such commanding rank. Yet for several years this artist has
played but little in public. This is much to the wonder of
many musicians. But as a personality developing in thought
and solitude becomes largely independent of circumstance and
event, it would seem that this nature has become too much
enriched through expcrience and art to stand in need of much
from the outer world, least of all of popular applause.

Perhaps, too, music has become “chiefly valuable as a means
of mental activity,” for to him in his deep communings with
the inner meaning of music may be applied the words of Haw-
thorne: “When the artist rose high enough to achieve the
beautiful the symbol by which he made it perceptible to mortal
senses became of little value in his eyes, while his spirit pos-
sessed itself in the enjoyment of the reality.”



THE WAGNERIAN ILLUSION.
BY CAMILLE SAINT-SAENS.

First of all the reader must understand that I am not here
undertaking a criticism upen the works or the theories of Rich-
ard Wagner. I am doing something entirely different.  This
understood, we will proceed.

I.

Everybody knows the prodigious development of Wagnerian
literature. During forty vears books, periodicals, reviews and
journals have discussed without ceasing this author and his
works : every day new analvses appear of works already ana-
Ivzed a thousand times: and this goes on indefinitely and no
one can foresee when it will cease. It goes without saving
that all the questions have been discussed this long time: we
find over and over again the same dissertations, the samce
descriptions, the same dactrine. 1 know not whether the pub-
lic takes an interest.  One would say that they were not dis-
turbing themselves on the subiect.

This is what we see with our eves, and we notice further
the strange aberrations which are sprinkled along the pages of
most of the numberless writers, and we do not speak of the
inherent and inevitable incompcetence of authors who, as has
been said, are “forcign to the building.™  Nothing is more dii-
ficult than to speak of music. It is sufhiciently thorny for mu-
sicians, it is almost impossible to others : the strongest and the
most acute are careiul.  Latterly, tempted by the attractions
of Wagnerian questions, a “'prince among critics,” a luminous
spirit. appears, so poweriul. and soars towards the high sum-
mits. and I admire his superb mastery. the audacity and sure-
ness of his flight. the beautiiul curves which he describes in the
azure, when, all of a sudden, iike Icarus, he ialis disgracefully
upon the earth in declaring that musical theory may indeed be
permitted to adventure into the domain of philosophy, bun
not into that of psvchology: and as 1 rub my eves I discover
that music is an art which is not able 10 penetrate the soul
and can only move itseli by narrow paths: and its domain in
the human feclings reduces itseli exclusively to the iesser pas-
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sions in their moments of complete explanation and full
sanity.

Will you permit me, my illustrious and duly admired master,
to say that I do not agree with you in this and do not see
things from your standpoint? Maybe I have myself certain
rights; you concede. them without doubt, to pretend to know
a little of the secret movements of an art in which I have lived
since my infancy, as a fish in water; now, I have always seen it
radically powerless in the domain of pure idea (is it not all pure
idea which philosophy deals with?), but all powerful, on the
contrary, when it is necessary to express passion in all its
degrees, in all its shades and delicate distinctions of sentiment.
To penetrate the soul and to move about at pleasure in narrow
limits is very properly its role by choice, and also its triumph.
Music begins where the word finishes. It speaks of the in-
effable, it discovers to us deeps within ourselves of which we
were ignorant; it represents impressions, “states of soul,” this
word which we cannot explain, and, be it said in passing, it is
by reason of this that dramatic music is so able to' content
itself with mediocre texts or works; for in certain moments
music itself is the word and expresses everything; the word
becomes secondary and almost useless.

With his ingenious system of “leitmotive” (frightful word)
Richard Wagner has extended the field of musical expression
in explaining to us by means of this motive what the person-
ages say, even their most secret thoughts. This system had al-
ready been foreseen, in fact attempted, but it attracted very
little attention before the apparition of these works, where it
has received its complete development. If somebody asks me
for a simple example, chosen among a thousand, Tristan asks,
“Where are we?” “Near our end,” replies Isolde, upon the
same music which just before had accompanied the words
“head devoted to death,” which she sings in a low voice, stead-
fastly regarding Tristan, and one comprehends immediately
what was this ending that she means. Is this philosophy, or
is it psychology?

Unfortunately, like alt delicate and complicated organs, this
one also is fragile; it only has an effect upon the spectator
when he is in a condition to understand distinctly all the words
and happens to have an excellent musical memory. But this
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is not what I started out to say; the reader must pardon me
this digression.

As long as commentators limit themselves to describing the
beauties of Wagnerian works, saving a tendency to extrava-
gance and hyperbole at which we need not be surprised, one
has nothing to reproach them for; but only on condition that
they enter into the life of the question, that they go on and
explain to us wherein the musical drama differs from the lyric
drama, and this from the opera; why the musical drama ought
to be necessarily symbolic and legendary, how it ought to
exist in the orchestra and not in the voice ; and why we cannot
apply to a musical drama the music of the opera, which is
essentially after the nature of a leading motive; when they
desire in a word to indoctrirate us into the sources of beautiful
thoughts a rich veil descends over their sight; strange words,
incoherent phrases appear suddenly, like the devils which had
escaped from their cavern; for explaining things by honorable
words they seem to have no talent whatever. In proof of this
it is not necessary to go back to the fabulous and ephemeral
Wagnerian Review, declaring one day to its stupefied readers
that it would henceforth be edited in intelligent language; the
wisest writers and the most ponderous do not escape this
contagion.

Endowed by nature with a fountain of teachableness which
years have not been able to dry up, I have for a long time
sought to comprchend. “It is not the light which is lacking,”
I say to myself, “It is my cye which is bad.” I find fault with
my imbecility. I try hard to penctrate the sense of these dis-
sertations with most sincere cffort, hoping to some day find the
same reasonings intelligible to me under the pen of a critic
whose ordinary style is as limpid as crystal; I even write to
him and ask him if he will not, out of regard to the fecbleness
of my vision, turn the lantern upon me a little more plainly.
He had the politeness to publish my letter and to give a re-
sponse, a response which answered nothing, enlightened noth-
ing, and left things as they were. LEver since that I have re-
nounced the effort, and have undertaken to find out the cause
of this queer phenomenon; they arc probably many. Maybe
the theories themselves at the foundation of the discussions
have not all the clearness desirable. “When I read over my
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former theoretical works,” one day Richard Wagner said to M.
Villot, “I no longer understand them myself.” It ought not to
be astonishing that others also have the same difficulty in un-
derstanding them. These things were not clearly conceived,
as you will see, and not clearly explained. But this does not
explain the prodigious superabundance of writers upon the
same subject of which I have already spoken. The wilderness
of theories cannot be for nothing. Let us search them, and
maybe we will finish by finding other causes for these strange
anomalies.
II.

The curious book of Victor Hugo upon Shakespere has a
chapter entitled *‘Art and Science” which ought to be pub-
lished by itself and be in the hands of artists and critics, as a
sort of breviary. In this chapter the master demonstrates that
between Art and Science, the two great lights of the world,
there exists a *‘radical difference. Science is perfectable, Art
not.”

He has been accused of having undertaken in this book a
special plea disguised for his own benefit. If this were true
the occasion would be a fine one for him whose influence, not
alone upon literature but upon the entire range of art, has
been so great, for him who has renewed poetry and the lan-
guage itself, modifying it to his use, to insinuate, by establish-
ing a law upon the progress of art, that his work was the sum-
mit of modern art.

He has done exactly the contrary.

“Art,” he says, “is the organ of equalities. The beauty of
everything below is its capacity for being perfected ; the beauty
of art is that it is not susceptible of being perfected. Art pro-
duces in its own manner. It moves on like science, but the

-successive creations between the immutable remain. Homer
had only four winds for his tempest; Virgil, who had a dozen,
Dante twenty-four, and Milton thirty-two, are not a bit more
beautiful. One loses time when he says: “Nescio quid majus
nascitur Illiade.” Art is subject neither to diminution nor to
enlargement and he ends by this saying:

“*These geniuses of the past, we may cqual them.”

“How?”

“By being different.”
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The Wagner exegesis starts out with a different principle.
It assumes that Richard Wagner is not simply a genius, he is
the Messiah ; the drama, music, were up to his time preparing
themselves for his appearance; the greatest musicians, Sebas-
tian Bach, Mozart, Beethoven, were only forerunners of Wag-
ner. There is nothing more to find out bevond the principles
which he traced, because it is the language and the truth of
life ; he has revealed to the world the gospel of a perfect art.

From a position like this it is impossible to have any ques-
tion of criticism, but only of proselytism or apostleship; and
so one understands the perpetual beginning over again, this
preaching which never brings out anything new.  Christ,
Buddha, are dead this long time, and they aiways comment
upon their doctrines; one still writes their lives. And this
will last as long as their cult.

But if, as we believe, the principle lacks justice, if Richard
Wagner was maybe only a great genius like Dante or Shakes-
pere (surely this ought to content him), the falseness of the
principles would inevitably react upon the conscequences; and
it is very natural in this case to see the commentators adven-
ture themselves continually into incomprehensible reasonings,
the source of delicious deductions.

“Every great artist.” said Hugo, “imprints his own image
upon art.” And this is all. This does not leave out the past,
nor does it shut out the future.

The Passion, according to St. Matthew, Don Juan, Alcest,
Fidelio, have lost none of their value since the birth of Tris-
tan and the Nibelung. There are only four wind instruments
in the Passion, there are twenty in Don Juan and Fidelio, an
there are thirty in Tristan, forty in the Ring of the Nibelung.
What of it? So little that Wagner himself in the “Meister-
singer” was able without loss to go back again almost to the
orchestra of Beethoven and of Mozart.

IIL.

Let us take up these questions in cold blood. They give us
as something new, or perhaps as a discovery of the Greeks,
this double play of sympathy, this brief union of the drama
with music, with acting and the decorative resources of the
theater. A thousand pardons, but this idca has always been
at the foundation of the opera ever since it existed. They did
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it badly it is possible, but the intention was there. They did
not even do it so badly always as certain ones would like to say;
and when Mme. Falcon played the “Huguenots,” when Mme.
Malibran played “Othello,”” when Mme. Viardot played the
“Prophete,” the emotion was at its climax; one experienced
the sobs of St. Bartholomew, one trembled for the life of Des-
demona, one thrilled with Fides finding in the Prophet sur-
rounded with the pomps of the church the son she had be-
lieved dcad—and one asked nothing further.

Richard Wagner has imprinted his image upon art. In him
is realized in a new and beautiful way the intimate union of
the different orders, of which the combination constitutes the
Iyric drama. So be it. This formula is sufficiently definite.
Is it true?

No! It is not, because it cannot be, and because it is im--
possible that it should be. Because if he had done this, Art
would have attained its perfection, and this is not in the power
of the human spirit. Decause if he had done this, Art could
never be anything more in the future than a collection of imi-
tations, condemned by their very nature to mediocrity and use-
lessness.

The different parts which compose the lyric drama hold
themseclves without ceasing in perfect equilibrium without ar-
riving anywhere, because there are always new solutions to
the problem. At times one voluntarily forgets the drama in
order to understand the voice; and if the orchestra discovers
itself too distinctly one rebukes it and accuses it of distracting
the attention.

Nevertheless the public understands the orchestra and seeks
to follow the thousand designs which are being carried out, the
color play of the different sonorities; and for the sake of this
one forgets to notice what the actors are saying upon the stage;
he even loses sight of the action.

This new system almost completely annihilates the art of
singing, and even vaunts itself upon doing so. The voice, the
instrument par excellence, the sole living instrument, is never-
more charged with announcing the melodic phrases; there are
others to do this, instruments made by our hands, pale and in-
effective imitators of the human voice, which stand in its place.
Is there not something inconceivable about this?
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Iet us go on. The new art. by reason of its extreme per-
piexity, imposes upon the periormer. upon the spectator even,
extreme and at times superhuman efforts. Desides the special
pleasure which it awakens through an unioreseen development
of the resources of harmony and the instrumental complica-
tions, it engenders nervous extremes, extravagant exaltations,
nutside of the things which art ought to do properly. It fills
up the head at the risk of disturbing its balance. I do not
eriticise. I simply state. The occan submerges: the light-
ning kills.  The sea and the tempest are none the less sublime.

Proceed. Tt is contrary to good sense to put the drama
into, the orchiestra when its place is upon the stage.  You say
to e that genius has reasons which reason knows not. But
even this is enough, I think, to demonstrate that this art has
its faults like evervthing clse in the world, that it is not the
pericct art, the definite art, after which it is no more possible
to ascend the ladder.  The ladder is always there.  As Hugo
sayvs, “The top round is always empty.”

IV.

Hugo made a picture of Genius, and it is curious to sce how
naturally it applics to Richard Wagner. One would say mo-
mentarily that he had traced his portrait.  Observe:

“These men climb the mountains, enter into the clouds, dis-
appear, reanpear ; we discover them, we watch them.  We con-
centrate our attention upon them.  The way is rough. The
precipice is inaccessible. It is necessary to hew out a way and
to make steps by which malice may ascend in order to vent its
spite.

“The geniuses are still beyond.,

“Not to be susceptible to attack is only a negative virtue. It
is fine to be attackable.

“These great spirits are unfortunate in some respects, and
there is something in the reproaches commonly made against
them.

“The great, the beautiful, the noble, the luminous, from a
certain point of view, are things which wound one.  Your in-
telligence—they are beyvond it vour conscience—they question
it and confuse it; your inmost affections—they twist them;
your heart—they break it; your soul—they sweep it away.”
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Great, like Homer, like Eschuyles, like Shakespere and like
Dante, so great is a great genius, but not a Messiah ; the time
of the gods is past. There is no great difficulty in saying this,
but even still under this illusion there are difficulties and dan-
gers. I mention first, every great artist brings new processes.
These processes enter into the public domain. Each one has
the right, the duty, even, to study them and to profit by them
as a resource; but imitation ought to stop there. If one de-
sires to follow step by step, if one forgets to originate, he con-
demns himself to impotence. He can make nothing else than
imitative works without life, without power. Another danger
is in imagining that art is like the blank sheet, that he can
commence and pay no attention to what has been passed. This
is a little like when we undertake to build a tree by suppressing
the roots. It is impossible to have serious studies without re-
spect and a culture for tradition.

“Tradition is a force, a life; it is the warchouse of the most
profound faculties of the race. It assures the intellectual
solidarity of the generations that follow for all time; it distin-
guishes civilization from barbarism. When one wishes no
more of its services, onc despises its tecachings, one ignores the
masters, and, a curious thing, at the same moment one throws
himself into the imitation of strangers. But in these imita-
tions one loses his actual qualitics, and one takes but very
little except their faults. One ceases to be clear like a good
Frenchman in order to be profound like a Norwegian, or senti-
mental like a Russian; one succceds only in being abstract
and tiresome, and, under the pretext of putting into our litera-
ture more life and beauty, one composes books which lack both
qualitics and lack also the old national tradition of movement,
art and good sense.”

So spoke an eminent man, M. Charles Richet, who had no
idea probably of the questions which we are now discussing
when he wrote an article upon “litcrary anarchy.” It would
be possible to write anothcr upon musical anarchy. Thus
when men are actually persuaded that the rules ought to be
suspended, and there ought to be new rules even for their pe-
culiar temperament, they return to the savage state of music
and the time of diaphony. Some of them write unformed
things analogous to those which babies strike out when by
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chance they put their little hands upon the keyboard of a
piano.

Richard Wagner did not proceed in this way ; he thrust his
roots down deep into the language of the school, into the
classic soil of Sebastian Bach, and when later on he formu-
lated rules for his own use he had honestly acquired the right.

Another danger is one which is often illustrated in these
declared Wagner critics (and there are such) who do not wish
to know any other music than that of Richard Wagner. Ig-
norant of everything else, and rejoicing in it, your queer appa-
ritions can enthuse themselves over absurdities and make a
marvel of the most ordinary things. It is in this kind of spirit
that one of these writers one day, desiring to give a very pro-
found counsel to an orchestral director, said that “In the mu-
sic Wagner, Crescendo and Diminuendo signified an aug-
menting and a diminution of sound.” It is the same thing as
if he had said that “In the works of Moliere a period placed at
the end of a word notifies the reader that the sentence is fin-
ished.” It would be possible to make a very amusing an-
thology of these errors and notice the absurdities of every sort
which palpitate in this Wagnerian criticism under the eye of
the innocent public, but I must leave this to the care of those
less occupied.—From the French in the Revue de Paris,
March, 1899.



RHYTHM, MELODY AND HARMONY.
BY M. KUFFERATH.

Of the three elements which compose our modern music
much is spoken in musical treatises and in the speculations of
philosophers and aestheticans. The reciprocal relations of these
three elements have been the subject of numberless disserta-
tions. Nevertheless, it seems to me that everything has not yet
been said on the subject. Some writers assign to melody a
preponderance over rhythm and harmony ; others hold, on the
contrary, that without rhythm and harmony, melody has only
a relative value, especially from the point of view of our mod-
ern art. It is certain that a melodic succession of sounds, com-
monplace and uninteresting though it may be, is capable of
moving us profoundly ; this without the assistance of harmony
and rhythm. But inversely, rhythm and harmony, without
melody, are insufficient to give us a real musical satisfaction.

Which of these three elements is the more important ?

This is a serious question, all the more difficult to answer
because the three elements in every musical work are united
so intimately that it seems impossible to separate them. They
react more or less the one upon the other, to such a degree
that it is very difficult to consider them apart. According to
the point of view from which you regard them it is sometimes
one, sometimes the other, which holds the first place and which
plays the more important role.

According to many writers and aestheticans, this problem,
from a practical point of view, is insolvable, and, in fact, sig-
nifies very little whether we assign the predominance to melo-
dy, to rhythm, or to harmony. I do not contradict this; I
believe, nevertheless, that the question is more essential than is
generally thought. If one will examine attentively the differ-
ent evolutions of music one will clearly perceive that they have
all been dominated by an instinctive or determinate influence,
unconscious or voluntary, given by the great masters of our
art, sometimes to one and sometimes to the other of the three
elements in their music.

Stated in these terms, the question of their relations and of
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their intrinsic value takes an entirely different aspect. It is
not at all indefinite ; and to examine this question seems to me

- not a useless or superfluous undertaking, in fact many inter-
esting things will be discovered if we examine the subject more
closely. .

For a century past the problem of music has occupied phil-
osophers to a very lively degree. All the great thinkers, all
the great aestheticans, have occupied themselves with analyses,
and have tried to scize the mystery of this art, which pene-
trates us so profoundly, and which has taken so surprising a
development in our modern society as to in fact dominate all
the other arts.

Unfortunately it has too often happened that these thinkers
have had only the most vague and insufficient notions concern-
ing music. By the side of theories apparently very attractive,
and in fact decisive, the mcst of them have put down judg-
ments so strange, and so little concordant, upon master-works
universally admired, that we have the right to ask of them
whether we should be expected to admit a thesis which in its
application results in conclusions opposed to the sentiment of
musicians.

Such is the case of Tolstoi, for example, Schopenhauer, and
Frederic Nietzche, whose musical appreciations are full of
astonishing things, so much so that they offend good taste and
contradict what, according to the general consent of musi-
cians, is considered incontestable in the works of the great
masters.

The explanation of these singularities we may, without
doubt, find in the deficiencics of their special education.  But
there is another thing ; and in examining them more nearly we
perceive above all that these eminent thinkers deceive them-
selves, and that they are not near enough to music to com-
prehend in their subtle intimacies the extremely delicate phe-
nomena which they desire to analyze; certain notions inspire
them; they interpret falscly some of the phenomena, ecither
physiologically or psychologically, and consequently do not
arrive at the true acsthetic sense.  Let us, then, seek to deter-
mine these matters more precisely, and to penetrate to the very
root. Possibly this effort will result in a more precise compre-
hension of the nature and essence of musical art itself,
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Song (let us be quite clear upon this point) is as natural and
necessary to man as speech. It is not a mode of utterance
derived or developed, as has so often been said and written;
quite the contrary. Song, the primary form of all music, is,
if not anterior to, at the least simultaneous with, articulate
language; it intervenes precisely at the moment where the
symbols of language become insufficient, where they are no
longer capable of expressing completely the intensity of the
vibrations of a hecart actuated by emotions which have awak-
ened it from a state of repose, equilibrium or indifference. It
is in this moment that the sense of words seeks to be enlarged
and amplified, rendered more subtle and delicate, or to go be-
yond the meanings which they conventionally express. Then
we sing. We avail ourselves of the assistance of music natu-
rally and without effort.

It is the natural expression of exaltation in sentiment; it is
capable of cxpressing the most delicate nuances as well as the
paroxysms of passion. It commences with vague and un-
formed sounds such as the new-born infant murmurs, mani-
festing its joy of living, and it extends to the rough cry of
fright or grief or rage. All the infinitely graduated scale of
our emotions belongs to its domain ; it is the most spontaneous
and the most direct manifestation of those vibrations of which
Herder speaks.

(Note: Herder has clearly analyzed the phenomenon of
music. Long before Schopenhauer, he established that mu-
sic expresses interior states, that is to say, the modifications
provoked in individuals by their emotions. He has also ob-
served very justly that these emotions were very different from
the emotions of poetry and of the other arts, in that they ex-
pressed to the ear the very thing itself which they represent;
their sound, movement and rhythm were not alone the appear-
ance of the vibrations of the medium, but the vibrations of the
medium itself, that is to say, of our sensations. Later, Scho-
penhauer took this, conforming it to his system of philosophy
and his more metaphysical phraseology, and expressed it thus:
“Music does not stop with the word of appearance. It occu-
pies itself, on the contrary, directly with the thing-in-itseli,
which conceals itself behind the appearance; the sounds are
intermediary expressions of the very essence of the word.”)
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Behold the primordial phenomenon! In order to pass over
this primary state to the dignity of art, song has to submit to
a development analogous to that of language; as in the latter
articulate sounds have little by little developed to words, and
the words to phrases, so musical sounds placed in combination,
animated by rhythm, have formed in turn phrases (melismes)
which in turn have formed melodies. The variety of these
combinations of musical sounds is as infinite as that of the
combinations of vowels and consonants which compose lan-
guage.

No less varied is the significance which attaches to these
melodic fragments, the sense of which, at first sight undefin-
able, is, nevertheless, not more fugitive than that of the verbal
roots, although otherwise disposed which enter into the com-
position of all known languages.

We have, then, in music something artificial and convention-
al. It is this which explains the diversity of musical language.
Just as in spoken language the same syllables serve to form
words of different style and meaning, so in music the same
aggregations of sounds do not have for the mouth and the ear
of Europeans the same sense as for Orientals, Asiatics, Af-
ricans, etc.

Music, then, is not a language absolutely universal; it is,
like other determinate language, a means of sentimental com-
munication between men of the same race and of the same
cult. The music of the Chinese is as foreign to us as their
speech ; the music of the Arabs and the Orientals surprises us
and astonishes us as much as their customs and costumes and
attitudes. We neither enjoy it nor comprehend the sense of it,
because we are ignorant of the conventional and traditional
meaning of their symbols.

If we wish to become accustomed to it, it is necessary to
undertake an apprenticeship in order to appreciate the charm
by actual experience—a course of study analogous to that of
a foreign language in comparing our own words to those of
the foreign language and in fixing the sense in our memory.
We cannot comprehend this music by pure intuition. ,

There is one element in music, however, which seems really
to possess a universal sense: Rhythm. A melody may affect
very differently men of different races and cultures, but the
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same rhythm—never. Rhythm is the absolute of music; it
is the mathematical law ; it is truly the spontaneous manifesta-
tion of the vibrations of the heart; it is this—not melody—
which expresses this “essence in word” of which the Philoso-
pher of Frankfort made mention. Rhythm is the elementary
force in music.

I am not unaware that a different classification has been
established. Many aestheticians consider tone as such to be
the first element; it is clear that it would be impossible to con-
ceive of a music which had not for its foundation tone. Now,
as sound comprehends also harmony, this establishes the fol-
lowing hierarchy of the three elements: melody, as the imme-
diate result of tone; second, harmony, as the result or the
source of melody; third, rhythm, the element which co-ordi-
nates the other two.

In a certain sense this classification may be justified. With-
out melody and without harmony there is no music in the
aesthetic sense which we give the word ; but if we wish to get
to the foundation of things, it is neither melody nor harmony
which is the creative element. A continuous sound is not
music; a succession of sounds is still not a melody ; the har-
monies which follow each other signify nothing. In order that
these sounds and these harmonies should mean something,
should have a sense, the intervention of rhythm is indispen-
sable.

Since a certain order becomes disposed in time according to
a certain movement, they take on a physiognomy; they ac-
quire a signification. Even a single sound, a single harmony,
repeated without the slightest modification, acquires a musical
sense when animated by rhythm.

Rhythm is the movement; it is the life; it is the productive
element. Rhythm ought to be considered as the fundamental
and essential element of music. “In the beginning was
Rhythm,” said Hans von Bulow, parodying the word in
Genesis. He was right.

One might compare rhythm to the bones and muscular
structure, which are the characteristics of the human species
in the zoological order, and which, aside from secondary modi-
fications of race and individual, are inevitable. The melody
element might have its analogy in the blood and the flesh
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which builds out and shapes so differently the structure of the
body and by modifying the exterior appearance creates infi-
nite varieties of human types. (Lect it be noted, these analogies
are merely suggestive, and form no essential part of my argu-
ment.)

Let us note, nevertheless, that every kind of movement is not
in itself a rhythm. A continuous movement has no more a
musical sense than a continuous sound ; in order to constitute
a rhythm it is nccessary that it be broken- off and recom-
menced ; rhythm comprises the different moments of a move-
ment which interrupts and repeats itself.

These notions are by no means non-essential. ‘Upon com-
prehending them depends all the comprehension of music. In
our theory and in our actual practice they are too often inconi-
pletely explained or comprehended. There is not a single one
of our methods of teaching singing which formulates themn
correctly. All the methods stop with externalities. They ex-
plain rhythm by the division of measure into two or three
beats and their multiples. Not onc of them has observed
that measure is not a musical reality ; that it is simply a prac-
tical means of subdividing or analyzing the rhythm; that meas-
ure is only a fragment, a molecule, an atom, exactly the same
thing as a motive or a thematic design when compared with a
melodic phrase or melody. .

I will make an exception of the interesting work upon musi-
cal expression by M. Mathis-Lussy, who, first in France, al-
though incompletely, attempted to put a certain clearness into
this method. In Germany, the remarkable rescarches of Hugo
Riemann have developed the true principles of this part of
musical theory and practice (Musikalische Dynamik und
Agogik). He is the first who has clearly shown the nature of
rhythm. These explanations, unfortunately, are still far from
becoming well known. They are still shut out from all the
establishments of musical instructions, because to the faithful
servants of holy routine they appear to complicate the ques-
tion ; the true reason is that three-fourths of the professors are
perfectly incapable of comprehending what rhythm in reality
is and of explaining the principles of it to their pupils.

How many are there of our practical musicians who com-
prehend rhythm other than from measure to measure? How
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many of them understand that rhythm is nothing less than
the relations of proportions which repeat themselves, com-
bining and contrasting one with the other, absolutely as the
movements of the human body or any other animal body?
Ought we to be astonished when we look at the incalculable
number of pianists, stars, who play or sing music measure by
measure, mechanically, without suspecting even the superior
sense of the rhythm comprehended in itself by the side of the
mere notes, without perceiving that by means of the repetition
of what we might call a rhythmic molecule an organism is de-
veloped ?

For this reason, it is of the utmost importance to insist upon
the place that rhythm occupies in the order of phenomenally
constituted music. Our actual order suffers from anemia,
but not as Tolstoi wrote in his book “What is Art,” from the
lack of captivating subjects; it is not in danger, as Nietzsche
thought, because the most recent masters have abandoned
rhythmic construction; it is sick, wholly and entirely, because
the rhythmic sense has become enfeebled, and, above all, be-
cause that in teaching and practice rhythm is relegated to a
secondary place.

The old masters were cven more enthusiastic; rhythm was
their principal preaccupation ; and yet they thoroughly under-
stood theory. See, for example, J. S. Bach. What sureness
and what exactness in his rhythmic indications! They are so
precise that it is possible to pass over the indications of move-
ment and the character at the head of his vast architectural
sonorities, without fearing to be fully understood. Take his
Well-Tempered Clavier, that marvelous collection of preludes
and fugues, which he wrote for the musical education of his
sons, and I speak for all of them. It is well known that in the
original there is not a single indication of manner or of move-
ment, not even the most elementary, no allegro, no andante,
no adagio, no presto; there are only the traditional time marks
after the clef. And, for all this, if anybody knows how to read
or analyze the rhythm, there is no nced of being deceived or
making a mistake upon the character or movement of each
piece. The indications added by Czerny and the later editors
of this work have been entirely superfluous. It is sufficient to
know that according to a tradition of the school of the time of
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Bach the measure of 4-4 was considered as a normal measure,
and the movement in 4-4 corresponded to the beating of the
pulse. All the other values were related to this. By a very
simple operation of multiplication or division one obtains,
without possible error, the desired degrees of quickness, light-
ness or weight. It follows from this that a rhythm of 4-4
ought to have a more pleasing attraction and be better poised
than a rhythm of 2-4, necessarily lighter and quicker. When
Bach wrote in 3-4 or in 4-8 he required an accentuation more
forcible than when he wrote in 3-8, without necessarily sub-
jecting the eighth note to a modification of value in time.
The complex measures which Bach employs so often, the 9-8,
the 12-8, the 12-16, or still the same thing in double values,
the 2-2, the 3-2 and 6-2, have no ambiguity when it is remem-
bered that the normal beat of the pulse is taken as the point
of departure, as the fixed principle of the movement. The
time figures serve to give us the gait and the character of the
piece.

We have changed this. We have been wrong; because in
abandoning as a point of comparison, and as a unit of move-
ment, the normal beat of the pulse, we have abandoned a prin-
ciple absolute, precise and universal, which the metronome
only imperfectly replaces. So our modern composers, and
even many of our great masters, Chopin and Schumann for
example (I will mention only those who are dead), are often
incorrect in their rhythmic writings. They put very often
6-8 rhythm where they ought to have noted it in 3-4 or 3-8;
we employ 12-8 in place of 6-4 for slow movements without
considering that the 12-8 ought always to be a movement above
all lively and well balanced, and so on. Then, in order to
n3ake the matter more clear, we have recourse to our un-
precise means of expression, which correspond to nothing
with any certainty ; andante, allegro, presto, adagio, etc. And
this is the reason of the surprising differences to be remarked
in the interpretations developed by us. It is arbitrary, fan-
tastic, capricious.

But our living composers are incorrect with other things
much more than with rhythm. They are preoccupied infi-
nitely more to find out original or personal turns of melody and
attractive harmonies than to establish their rhythmic pro-
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portions; and, nevertheless, without the latter these works
can never have vitality nor exercise a lasting impression, be-
cause it is rhythm alone which can define their general sense
and give them their ‘“power of contagion,” if we avail ourselves
of the expression of Tolstoi. Rhythm, it cannot be said too
often and repeated, is the one element which is immutable and
eternal in music.

(From the French in La Guide Musicale.)
(To be concluded.)



FROM BACH TO BEETHOVEN.
BY VINCENT D’INDY.

(Concluded.)

We have now arrived at the most delicate point of our task,
where it is necessary to clearly seize the nature of the intel-
lectual chain, which through the links of Rust and Emanuel
Bach binds Beethoven to the great ancestor of modern sym-
phonic music—John Sebastian Bach.

In order to do this successfully it is necessary for us to
penctrate well the special characteristics of the genius of Bee-
thoven, who after his first productive period of six years (a
period relatively uninteresting, in which he showed himself an
almost servile imitator of Mozart) entered resolutely, about
1802, into a wholly new idea, which brought him during the
next twenty years to the production of imperishable monu-
ments : the ninth symphony, the Mass in D minor and the last
quartets.

The principal characteristics of this mature epoch are three
in number:

The importance and the dramatic spirit of the musical idea.

The organization of the “development.”

The establishment of the great variation as the constitutive
element in a musical cycle.

* k%

Let us sce first what happens with the idea,

In the conversations reported by Bettina d’Arnim, who, if
not always strictly a faithful reporter cannot surely be sus-
pected of having invented remarkable ideas by wholesale, we
find her declaring as coming from Becthoven himself: “I'rom
the fount of enthusiasm melody escapes; breathless I pursue
her, I eventually rejoin her; she breaks away from me again,
she disappears, she plunges into the profound gulf where pas-
sions rage; I seize her again, I embrace her, no power can
separate me from her, 1 multiply her by different modula-
tions, and at last behold her triumphant over the musical
idea!”

Even if the terms of this citation are not exact, they indicate
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nevertheless the importance which Beethoven attached to the
musical idea; he considered it, with right, as the active mover
the ultimate cause of a piece of music. Phrases in his work
which appear most simple, turn out to have been the result
of long and laborious research. Without speaking of the
final hymn of the choral symphony, which haunted him for
eleven years before he decided to write it, I cite as proof of
this assertion the rondo of the sonata in C, opus 53, some-
times called “The Aurora” (in English more often the “Wald-
stein”), of which the naive and pastoral theme would seem
to have sprung spontaneously from the brain of the master;
nevertheless there are no less than six versions to be found in
the note books of Beethoven all very different melodically
and rhythmically.

After 1802 the Beethoven melody has almost nothing in
common with the elegant phrase of Haydn er the symmetri-
cal strophe of Mozart. By what route, then, shall wé go on to
trace the source of this new melody? To what influence,
possibly unconscious to Beethoven himself, must we attrib-
ute this divergence? Incontestably, to the pupils and succes-
sors of old Bach.

Actually, when we examine the works of the two musicians
who form the object of this essay, we find not only a number
of musical ideas capable of a human and dramatic interpreta-
tion, which in no way recall the melodies of the Salzbourg
master or those of the polished cape]lmeister of the Princes
Esterhazy ; more surprising still, we find melodic designs and
even whole periods recalling, or more properly presaging in a
stupefying fashion, certain phrases of Becthoven, and these
not his least celebrated.

Thus we recognize in the first page (I cannot say the first
measures, these pieces being written in free rhythm, without
measure bars) of the fantasia in E flat of Emanuel Bach, mak-
ing part of the fourth book of “sonatas for connoissieurs,” all
the beautiful opening of Beethoven’s fifth concerto for piano,
also in E flat.

The second theme of the so-called “Wurtembourg” sonata
in A flat, by Emanuel Bach, is a very near parent of the cele-
brated sonata, opus 27 (which Rellstab named, one knows not
why, the “Moonlight”).
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In the andante of this same sonata of Emanuel Bach, we
find a reminiscence in advance of the plaintive phrase which
Beethoven takes as one of the themes of his sonata, “The
Farewell, the Absence, and the Return.”

In the case of Rust this similarity of melodic contour be-
comes so striking that the biographers, perhaps too zealous,
have taken it as a text apropos to the meeting of the son of
Rust, Wilhelm Karl, with Beethoven at Vienna. They tax
the great composer almost with an actual plagiarism—a sys-
tem too generally employed by critics of our own days, a bad
one to copy, illustrated notably in the so-called “Wagnerian
reminiscences” predicated of young composers. For our-
selves, we incline to think that such coincidences are by
chance and due to progress and the natural development of
art. It is, however, not less true that in the work of Rust we
encounter at each step the spirit, often even the letter, of
Beethoven.

In an unpublished piece for two violins there is note for note
the second idea of the overture to “Coriolanus.”

In the violin sonata in G (1791) is the whole beginning, and
in the same key (D major), of the beautiful theme of the
adagio of the great Trio of Beethoven, dedicated to the Arch-
duke Rudolph, opus 97, which dates from 181r1.

In the minuet of the sonata for piano, in F sharp minor,
of Rust (1784), is almost identically the theme of the Andante
Favoris in F, which was originally intended as a second move-
ment for the sonata, opus 53, composed by Beethoven in
1805.

*x Xx %

As to the working out, it is never with Mozart and Haydn
anything else than an ingenious treatment of themes, follow-
ing the principles used in the fugue, but modified specially
for the construction of these works; this sort of working out
is easy to foresee, and whoever knows the first part of a so-
nata or symphony of these two authors can without difficulty
reconstruct the rest. But it is not so with Beethoven and
his precursors; there the working out, while resting upon
tonal laws partly constitutional and logical to musical archi-
tecture, take on an interest not simply as “work,” but I might
almost say as musical psychology.
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For the sake of comparison, I would have the reader exam-
ine the development of one of the most beautiful of the so-
natas of Mozart, that in C minor, of the year 1784; the
strange enharmonic amplification of the fantasia in A of
Emanuel Bach; and the opening recitative (upon a diatonic
group of five notes) of the sonata in C minor of Rust; and
one will perceive easily the essential difterences which exist
between the methods of composing of the two ancestors of
Beethoven and that of the author of *“Don Giovanni.”

*x k%

If I pass immediately to the third characteristic of the Bee-
thoven work, the advent of the great variation and its em-
ployment as a means of cyclic construction, still more striking
contrasts meet us. :

We are now far away from the ornamental system of the
Haydn-Mozart variation, where the melody, despite its rib-
bons more or less colored, and the garlands more or less pro-
fuse, with which the masters have sought to give it a new
appearance, remains invariably in the same character; the
Beethoven variation is exactly the opposite of all this.

Growing out of, perhaps, the seductive ornaments which
we encounter in profusion in the medieval liturgic monodies,
the variations amplify themselves melodically with Sebastian
Bach and his school (see the Partitas, and above all the ad-
mirable Chorals for organ), and reaches at length with Bee-
thoven its highest application, namely : through the presenta-
tion of what we might call theme-personages, whose man-
ner of being modifies itself successively throughout the prog-
ress of the work, in such a way that every variation makes
us acquainted with the personage under an absolutely differ-
ent aspect without his ceasing for all that to be himself, and
thereby we become able to penetrate much more intimately
into his nature.

Already with Emanuel Bach the tendency toward this sort
of variation is appreciable (see the. Rondo in E flat); but it
is above all with Rust that it arrives at a more definite form.
I do not ask for a better example than the sonata in C major,
the first page of which I have already mentioned above, a
sonata constructed entirely upon the air “Marlborough s’en va-
t-en guerre.” How could it happen that this satiric French
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song chanced to haunt the spirit of the musical conductor
of Dessau? However that may be, the chanson which forms
the principal theme of the work reappears nobly varied and
much amplified in the different parts. It is necessary, more-
over, to remark that the sonata in C of Rust presents in its
general conception the same lines, or very ncarly those, of the
last quartets of Beethoven; the same abundance of move-
ments, the same connection by means of recitative between
these movements so numerous and so different; moreover,
without fully approaching the same artistic result, the manner
in which the author treats the theme makes us think of cer-
tain sublime and imperishable variations, those of the Twelfth
Quartet, for example, or of the Thirty-two Marvels upon the
vulgar and insipid waltz air of Diabelli, op. 120.

As a conclusion of this study I recommend the reading of
three picces which resume in substance the history of the
Beethoven art.  The first is a fantasia in C major of Philip
Emanuel Bach, taken from the fifth book of **Sonatas for Con-
noisseurs and Amateurs”™—a Fantaise characterized through-
out by a superb and dramatic cxpression, pleasing here and
there by lively traits of unexpected modulations, which pro-
ceed from Sebastian Dach as to the form of instrumental
writing, but recall Beethoven as soon as we study them from
the expressive side. The second piece justly demands a
pause. It is the Lento, the sccond movement of the sonata
for piano in D major, which Rust wrote in 1795 in circum-
stances so particular as to be worthy recounting. On his
return from Italy, Goethe, having arrived at Dessau, had oc-
casion to meet Rust and took very much pleasure in conver-
sation with him, so much so that upon his return to Weimar
he sent a message in one of his many letters to his friend
Behrich, who lived at Dessau, giving his compliments to the
“great master musician.” Rust, extremely delighted by this
acquaintance, resolved to write a sonata in honor of the great
. German poet and philosopher.  When he came to end the
first movement he gave it an unexpected turn.  Ilis own son,
a student at IHallé¢, had Dbeen accidentally drowned in the
Saale during a fishing excursion. The sccond movement of
the sonata in D was then turned from its original design, and
became, under the title “Lamentations,” a funeral homage of
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the father in memory of his son. This largo is capable of
bearing comparison with the most poignant and dolorous
themes of the Bonn master.

And, finally, for the sake of arriving at this route by which,
passing from Emanuel Bach and Rust, we come to the great
manner of Beethoven, I shall cite the short sonata, op. 9o, s0
dramatic in its two acts of different nature, which Beethoven
dedicated to his friend, the Count Moritz Lichnowsky. This
sonata, very little known, and very little played in the rarc
concerts where they play Beethoven, because it affords so lit-
tle for the pianist (if I may be pardoned the expression), is
composed of two sentiments very different, the one suffering,
the other joyous. Observe now what Von Lenz, the Rus-
sian counsellor of state, who wrote in French by the aid of
paraphrases of German thought, a very fantastic, but very
enthusiastic, study upon the sonata, entitied “Beethoven and
His Three Styles”:

“Dedicated to the Count Lichnowsky, the sonata, op. 9o, is
composed of two pieces, of which the first describes a pas-
sion which the Count experienced for an actress in the Opera
of Vienna, as well as the objections which opposed his desire
of marrying her; and the second, the happiness which he
found in this union. Beethoven said nothing of all this to
his friend, but the Count, having discovered a program in the
sonata, Beethoven told him to go over his old love affair,
and that the first piece might be entitled ‘The Battle Between
the Head and the Heart’ and the second ‘A Conversation with
the Loved One.” The personages to whom he addressed this
sonata are no longer living, but their memories survive in this
Epithalamium for piano, this hymn of happiness, to which
Beethoven gave no other title than the words, ‘Not too quick,
and to be played with great expression.’

With this saying I end this long discussion, hoping that I
have more or less awakened in your minds a doubt upon the
well-founded idea of affiliation between Haydn, Mozart and
Becthoven, and have suggested to you a desire to know the
works of his two great precursors, who were William Rust
and Carl Philip Emanuel Bach.

(From the French, in La Tribune de Saint Gervaise.)



INTERPRETATION AND THE PAST OF ART.
BY CARL HOFFMAN.

All the achievements of the present rest upon those of the
past. The tree of knowledge sends down deep roots into
the productive mold of the ages to draw therefrom the rich
fruitage of science, art and commerce wherewith to nourish
and refresh earth's teeming millions. However much we may
boast of independent attainments, however much we may flat-
ter ourselves with self-made rank and glory, we cannot, if we
would, deny the obligations we are under to the past of grand
achievements which have made possible all this attaining an<
becoming. Every way we turn this past holds us with bands
of steel which we can neither break nor put aside. And this
is true in a double sense.  Not only do we build each advance,
every new departure upon knowledge and skill handed down
to us from generations past, but from the same—and how
remote we cannot conceive—come our capacities for such
building, as well as our individual traits and tendencies.
Along with mechanical aptitudes, then we inherit ways of
thinking and even standards of right and wrong: our very
individuality, in fact, is a cumulative product, the aggregate
of forces and elements brought forward from many and re-
mote periods.  Just so sure as the microscopic life atom con-
tains within itself all the actualitics and possibilities of the
matured human life, so certain is it that all the ages and epochs
preceding it have contributed in infinite maze the disposing
influences obstructive and impelling, negative and positive,
that give it whatever potency the future may show it to pos-
sess ; and this mysterious potencey is not a whit more wonderful
than the complex of causes determining it.

To this past included under the term History we as stu-
dents are therefore under deep obligations. Al student life
is fed from history as represented in text books and teachers.
Through it the learner is constantly looking backward upon
models in thought and action drawn from the great store-
houses of the past. Therefrom he gathers mental stimulus
and spiritual inspiration, so assimilating the best things said
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and acted among these faits accomplis as to fit himself for
new, worthy achievements through which he, in turn, makes
history for the times which follow. Note how assiduously and
intimately the great exponents of modern musical thought,
Beethoven, Schumann, Chopin and Liszt, studied the older
classical models and how, starting from knowledge so acquired,
each was able to break new paths in the fields of music and
to reveal in the mold of his own artistic individuality more and
more of the beauties of the art in manifold directions.

This brings us face to face with our subject, which is to in-
quire into our relations to history as limited to the interpreta-
tion of musical thought, as to what this interpretation owes
to the past and to what extent an intimate acquaintance with
it will benefit the interpreter and make him more worthily an-
swer the ends of his high calling.

What is interpretation in its present application? This may
be taken to mean a realizing in tone language of the inner
meaning of a musical work according to the intent of its
composer, or as the performer conceives it, to which attaches
unavoidably something of the emotional state of the latter
at the moment. For the composer’s thought can never be
stated in exact terms, and this for two reasons. It is modi-
fied. as already intimated, by the mood-state of the player
in its transition from conceiving to reproducing and again it
is conditioned as to effect by the receptivity of the hearer—
two greatly varying factors. In his “Conversation on Mu-
sic” Rubinstein says: “Every interpretation of it is made by
the person and not by the machine is, eo ipso, subjective.
There are no two persons of the same physical complexion;
even the difference of touch of piano players, of the tone of
violin and ‘cello players. of the quality of voice in singers and
of the nature of the director, affect the subjectivity of inter-
pretation.” “Music bears interpretation,” says Macfarren,
“as various as the preceptions and sympathies are various of
those who hear it."” Thus expert opinion has summarized the
two stated factors. )

This suggests three lines of examination in treating our
subject—namely, the formal, including structure and technic;
the conceptive, embodying the sense of the various compii-
cated relationships of music with their subtle meanings as co-
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ordinated in the expression of idea; and the subjective, the
personal clement in interpretation involving the expression of
the highest mental and spiritual attainment of the performer.

Turning our attention first to technic, we find historical data
for comparative study, if we pass by the carlier rude forms of
mechanism which were occupied with simply drawing the
slides of the primitive organs, or, in later ones, pressing with
hand or fist the cumbrous key levers, mainly confined to re-
cent centuries. Passing through the intermediate epochs oi
keyboard and bowed instruments, we find much that is inter-
esting and useful, naturally more and more as we come to the
present wonderful completeness of mechanical means and the
equally wonderful technical mastery evinced by the modern
virtuosi. In this survey we note that all through technic and
mechanism have reacted upon cach other, much as in our
own day we have secn naval armament conditioned by the
projectiles contrived to pierce it; the latter acquiring more
and more penetrative and explosive energy as the resisting
power of the armament has increased. For example, the pro-
nounced success of Clementi, the “father of modern piano
playing,” near the close of the last century, had undoubtedly
most, if not all, to do with the later universal construction of
pianos after the English pattern with a view to greater so-
nority and power as opposed to the limpid sweetness which
characterized the Viennese makes.

An examination into the development of the structural ele-
ments of the language of music reveals material for our pur-
pose still more interesting and profitable. Beginning with
antiquity we find what little can be certainly determined con-
cerning Egyptian and Asiatic music so involved in mysticism
that logical results can scarcely be gained therefrom. DBut on
the other hand we find the old Greeks with their strong philo-
sophical tendencies, turning the achievements of their neigh-
bors across the seas to such good account and with such thor-
oughness as to have left permanent impress on all the after
life of music. Their tetrachordal scale systems, with their
subtle key relations, have come singing down through the
centuries, receiving here and there a distorting twist, on
through the pruning processes imposed by the genius of har-
mony in the sixteenth and seventeenth: centuries, to find at last
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a fixed survival in our major and minor scales—the Lydian
and Hypodorian octave series of the ancient Greeks. In the
Hellenic system, with its octave series, transposing scales, its
diatonic, enharmonic and chromatic genera, is to be found
interesting problems in pitch relations, which, strange as they
may be to us with our diverse habits of audition, are yet, in
the opinion of critical observers, by no means beyond the pos-
sibility of approximate revival in some future advance of the
art. ,
Especially in the department of rhythm will the intelligent
interpreter find almost indispensable material in the Greek
music. With it rhythm was a controlling factor, in conse-
quence of which it received a surprisingly complex and varied
development. Modern music has made extensive application
of its salient features—through survival processes again—in
its splendid, picturesque notation and elaborate formal struc-
ture, but can scarcely be said to have really formulated any-
thing new. One learned reviewer thinks that “there is yet
to be worked out a higher conception of rhythm in modern
music since and including Bach, built upon that which was a
peculiarly beautiful feature of the Greek rhythm, the quantita-
tive instead of our accentual basis for rhythm forming.”
Greek music was characterized by great variety in the order
of the rhythmic podes, or fect; effective novelty in this direc-
tion being considered a great merit in a music work. One
point of very great importance in this connection having ref-
erence to the correct presentation of musical idea, may be
emphasized here. With us moderns the basis of this idea is
harmony, to which melody (pitch) and rhythm contribute the
living, moving superstructure. With this harmonic basis is
associated the cadence as a vital feature of form. In this
cadence appears the defining of rhythms and metrical parts
which are thus made to end upon strong or relatively strong
parts of measures and impliedly to begin upon relatively weak-
er parts. Here originates the application, as the norm of
modern rhythm, of the iambus and the anapest of Greek mu-
sic, that is the relationing forward of the weaker elements in
every formation, large or small, into its rhetorically strong
part, which constitutes its center of gravity or climax. This
relating of unaccented and accented moments characterizes
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fundamentally all the structural parts of a modern music
work and lies at the basis of their audible effects. The inter-
preter should understand that by the intelligent application
of this rhythmic norm he may be cnabled to fix more pre-
cisely the quantitative and qualitative factors which enter in-
to his work and through a formally correct analysis build up
a more characteristically expressive performance. There s
no more serious, and perhaps more common, fault in the in-
terpretations of master works than that of misapprehending
their often clusive relations, as attested by the contradictory,
even grotesque, nuances given in them. The noblest work
may thereby find its finest, most subtle effects almost neu-
tralized. Most modern works show frequent, and perforce
expressive, rhythmic irregularities or deviations from the ex-
pected order, in the clisions of weak or strong factors, in dou-
ble relations, or in manifold contractions and extensions of
members and in other directions, all of which must be cor-
rectly apprehended as the inevitable preliminary to their re-
production in the truest and best sense.

So far the grammar side of our subject. But just as ex-
ercises in spelling, grammar and composition do not con-
stitute the actual literature of a language, just so little does the
study of tone systems, rhyvthmic and harmonic progressions,
the mere material of the tone language. constitute the abiding
thought of music. To be sure, music, like poetry, must be
organic; have a clearly fixed and worked out plan: beyond
all this, however, must it be pervaded with emotional pur-
pose and meaning and have the power of exciting moods.
Between the emotional totality incident to any musical work,
with its mood inciting power, stands the interpreter, who, with
his ability to apprchend and the trained skill to educe its’
mood pictures, becomes the apostle of the gospel of art to dis-
seminate its gracious message. The performer can put no more
into his work than he himself gets out of it.  Thercfore what-
ever mood the work inspires in him will be reflected back into
his rendering of it. To illustrate: Three persons look out
upon an Alpine landscape. The eyve of ecach observer focuses
faithfully and equally all the objects lying within their range
of vision. Nevertheless cach one is conscious only of sucih
objects as accord with his then dominant mental state, draw-
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ing from these a mood picture peculiar only to himself, and
diverse from either of the others. The first, a traveler, sees
before him a panorama of wonders, the main features of which
he will fix in his memory for future description. The second,
an artist, is inspired by the play of color, light and shade, the
wealth of contour and perspective and the sublimity of the
whole scene. The third, a mountaineer, sces, central within
the view, the home with its loved ones and its surroundings
of crag, precipice and vale hallowed by precious and thrilling
memories. Each observer thus carries away in his impression
of the scene a.reproduction of his own temporary mental state,
no more, no less, and the same will be exactly true of a picture
in words or in tones in the attitude of its interpreter toward it,
or, in brief, the mood picture which he himself has developed
out of it.

Toward the musical mood picture, history sustains a re-
lation so intimate and potential as to place the interpreter un-
der absolute obligation to it. If the artist is to enter into the
thought of the composer and sce it with his mind—if the emo-
tional motive of the composer’'s work is to beconmie an essen-
tial feature in his conception of it—in short, if the mood pic-
ture as a result of all this is to be true as well as striking,
then his obligation to the past of which the composer is a
part is incontestible. This obligation is dual in character;
directed first to the composer’s creative personality, and next
to his artistic environment. Just as the actor upon the stage,
in the unfolding of the plot and the interplay of character in it,
must likewise give a faithful, correlative picture of the time
in which the play is supposed to move in order to a complete
histrionic effect, so must the performing artist-musician give
us such a view of the tone poet in his work that we who listen
to his music may feel even the atmosphere of his artist soul and
life in it as an added charm to his music. DBach, for instance,
must be studied in association with the ethical standards,
mechanical limitations and art forms peculiar to his times, in
order to arrive at an adequate conception of his music; more-
over, one should meet him familiarly in the midst of his home
life and duties, note his needs and struggles and feel the in-
spiration of the master's moral and artistic conscience. To
conceive and play Bach as one would a composer of today is,
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of course, absurd from the standpoint of real art, and the re-
sult in such case would be more or less a distortion. And
what is true of this master is true of all others belonging to the
past. Their times, the moral and artistic influences bearing
upon and working within them, warping, hindering or advanc-
ing their creative activity, must be studied intimately—
“einstudirt,” as the expressive German has it—if one would
faithfully reproduce their works.

Nor does this fully suffice for the purpose to be sought
Study of the kind mentioned must of necessity be also retros-
pective in order to understand the spirit and aims of the epochs
from which the composer himself drew his inspiration. The
reason for this is obvious. Since every present is the out-
growth of all the past before it, each epoch will appear as a
cumulative product and at the same time as a contributing
cause, according as its past or future is regarded. Emerson
says, “The highest art attainment of any period represents the
altitude of the human soul at that time.” To understand fully,
therefore, any great result in art or literature, the influences and
agencies combining to produce a Shakespere, a Raphael, a
Goethe, a Beethoven, or a Wagner, there must be assumed in
corresponding lines of activity certain attainments as points
of vantage from which the genius of each makes new depart-
ures and advances.

It seems clear, therefore, that the artist seeking recognition
in the consecrated officc of an interpreter, a high priest to
serve in the temple of art, must needs put himself, so far as
possible, at the very beginnings of music and its literature and
master their forms and spiritual meanings on down through
all ages to the present; and only the artist-performer, instru-
mentalist or vocalist, who does so will be able in his interpre-
tations, other things being equal, to prove the profound truth
of the apostolic saying: “The letter killeth, but the spirit
maketh alive.”

Lastly, a very important phase of this question of interpre-
tation is that of the personality of the interpreter. Here, to
parody a famous French proverb, Interpretation oblige.
He who would reproduce great thoughts so that they may
have their full power upon us must very seriously consider
what obligations these, as such, make upon him and scek to
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measure up to them. The doing here will be measured by
the being. The artist in color gives in his reproduction of a
landscape a measure of his own mental and moral sclf since
he can reveal to us no more than his utmost powers of divina-
tion have been able to draw from the view. So, too, with the
artist in tone, who, because of failure or deficiency in mental
and moral outfitting—in short, character—may stop far short,
in his renderings, of results either authoritative or impressive.
To this end it is not too much to say that on the personal side
the artist’s work should embody the very best culturc the mind
and soul can reach, or strive after. And what is culture? One
definition is this: “To know intimately and feel deeply the
best that has been said and done in the world.” Note the won-
derful comprehensiveness of this definition; it includes every
worthy thing, excluding nothing. It sets up a standard of at-
tainment, to be sure, difficult, or cven impossible, but never-
theless binding upon every earnest sceker; a standard of en-
deavor which includes within its sweep all history with its
treasures of thought, art and literature, its deeds of heroism
and self-sacrifice, all of which it brings before him for his in-
struction, example and inspiration. For the upbuild of charac-
ter which we expect of him, the interpreter of our musical mas-
terpieces must come into sympathetic and assimilating con-
tact with this glorious past and thus incorporate into his very
being, not simply the externals, but also the deep spiritual con-
tent of its best achievements, causing them to bear fruit in
his own and other lives in an abiding enthusiasm for the good,
sympathy for suffering and faith in himself and his destiny un-
der God. Lacking in the power of personality acquired from
such culture there will always be a fatal defect in the armor
of the champion exponent of art. This has been exemplified
in the work of all our really great artists since the beginnings
of expressive music. The perfection of art is a perfect life.
How can an ignoble soul give fitting utterance to thoughts
which voice a message from the Infinite Mind? ‘““Noble art is
but the expression of a great soul, and great souls are not com-
mon things.” Professor Stanley says: “In the majority of
cases a truly great interpretive artist is a person of higher in-
tellectual attainments than the composer himself.”
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Thus, to mect fully his exalted task, must the artist musician
have large gifts and generous training:
“A nature like unto a harp whose myriad strings,
Attuned and tense, respond to all life's murmurings:
Light fingered Joy swceps o'er them rapturously,
To pluck from vibrant chords sweet notes of melody:
Or, touched by Sorrow's heavy hand, the sweet refrain
Resolves itself into a sad. low minor strain.
Diviner yet the harmony when love doth smite
Upon the sentiment chords with all his skill and might.”
Bertha Evelyn Jacques.



PIANOFORTE PLAYING AS A STUDY.
BY FRANK E. DRAKE.

To many persons taking lessons in pianoforte playing the
idea of treating the matter as a study is quite foreign to their
minds. We mean treating it from the same standpoint as
arithmetic, geography, spelling and kindred studies.

Not only should it be regarded as a study, but also one of the
most exacting in its demands upon the perception, attention,
patience and perseverance of the pupil.

Many persons, however, do not view it from this standpoint,
but instead look upon it as a so-called accomplishment, which,
no matter how 'tis done, will serve to be an ornament to a
voung lady or gentleman as they enter society. Good or bad,
it only serves to fill up gaps in a social hour, and strumming
the keyvs with many wrong notes, and a generally careless
performance is simply a matter of indifference to many who
are engaged in its practice.

Much of the lack of result so often found in pupils who
have spent much time in its practice is largely due to the fact
that the student has never looked upon it as a study, with
definite, accurate results to be attained by painstaking effort,
but rather as a pastime, or ear-tickling amusement, and there-
fore only worthy of desultory study.

It is excused on the ground that the pupil is not to be a
professional player, and need not, therefore, worry over details ;
or that people for whom they play will never know the differ-
ence, be it right or wrong; it is forgotten that both these views
reflect upon the pupil and teacher as well, and simply mean
waste of time and money. To the practical student the final
question after having studied the piano is what can he do?
Not how much do I know about Deethoven's Sonatas, but
am [ able to play them?

How many people there seem to be who claim to have stud-
ied this or that work, some in Europe, some at home, who,
when asked to play the same, at once begin to make excuses,
and utterly decline to put themselves to the test of perform-
ance. These same people are usually most voluble in their
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criticisms of others who will at least attempt the performance,
and scem ever to be able to tell how the thing should be done,
yet never doing it themselves, or even making the attempt.
Much of this inability, we believe, is directly due to the fact
that many have ncver really studied their pieces, but simply
played with them until they are tired, and then change to some-
thing else, only to repeat the same process. Of course such
students will learn much abcut music, but will not develop into
performers.

One of the first requisites of a good student in any study
is a habit of great painstaking. No detail must escape him,
and his painstaking must be supplemented with great patience
and deliberation, added to which must be perseverance to con-
tinue in well doing. even after considerable skill may have been
developed. Much repetition must also enter into the acquire-
ment of any kind of knowledge. The person who has not
patience ought not to try to study the piano. for here we find
repetition of particular passages an absolute necessity. Nor
must these repetitions be idle and perfunctory, but always with
mind alert and perception quick to see when the slightest thing
goes wrong.

The habit of accuracy is also most important, and this seems
to be one of the first troubles an earnest teacher will have to
get over with many pupils.

Each study or piece is like an example having a definite
answer, and the pupil should work at it until just that answer
is attained.

Surely in arithmetic, if the answer to a given example be
48, and a pupil gets anything else, he has not solved the prob-
lem. Five and four do not make about 8, or nearly 10, but
exactly 9. Why should we not insist upon similar accuracy in
the piano playing. When Stephen Heller writes this:
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although this is just what I have found many pupils are
most apt to do.
Again Chopin writes thiS'
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while many pupils will rendcr 1t thus
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These examples could be added to ad infinitum.

"Tis true they are only details, but in every case they change
the effect.

How entirely details of this character influence the effect
can instantly be seen in the familiar strain from the Tannhau-

ser march :
a b
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Played as at b, all decision in the rhythm is lost, and a loss
of effect will ever be felt in all pieces where such details are
ignored. ’'Tis true, there scems but a hair’s breadth between
the two versions, but to the sensitive musical nature these mat-
ters are all-important. Now, here is where the element of study
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must come in—real painstaking study to do just the thing
which stands before us, and not something else just a little
different.

There is no difference between getting the right answer to
an example and the right answer to the piece also, and I
believe matters of this kind should begin in the first pieces a
child takes, and be thoroughly insisted on, so that the child’s
sensitiveness to them will ever be increasing. To see that de-
tails of this kind are not always attended to one need only go
to the average pupils’ recitals so often given and listen to the
performances.

Allegro pieces are often heard in a tempo molto moderato,
and the slow pieces are often quite devoid of those details of
phrasing, shading, etc., which produce only a most monoto-
nous effect. :

"Tis true, that in many cases these things are not the fault
of the teacher, but rather should be laid to the indifference of
the pupil. The latter are not students, and practice only to
the point where they can manage to get through the piece.
In many other cases the fault does lie with the teacher, in that
he allows the pupil to do these things, and is not insistent that
the right thing shall be done.

Strictness on the part of a teacher nced not imply crossness
nor ugliness. It is simply the same thing that the tcacher of
arithmetic demands when he asks the pupil to get the exact
answer to the example. If the pupil is allowed to get a mere
approximate result, of what possible value will the arithmetic
ever be to him? Of what value to the merchant is a book-
keeper who cannot keep accurate accounts? But when it
comes to piano work, the matter seems to be viewed in an
entirely different way, many pupils seeming to think that they
can take all sorts of liberties with the mere facts, simply because
it is music.

We admit that music is not merely fact, like arithmetic—it
is poetry in tone—it is a great thought from the mind of
genius; but does this give one the right to distort the com-
poser's thought, as is so often done by the absolute inaccura-
cies introduced by careless players? In many cases it is
excused by the performer on the ground that it is his way of
playing it, and represents his idea of the expression, so called.
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We cannot but think that a composer is entitled to his thought,
and fidelity to the work as he wrote it, so far as we can know
it from the printed page, is only his just due. We will not say
that some sort of liberty should not be allowed the performer,
but it should never over-ride the positive directions of the
author. Passages marked pp should not be played forte, nor
vice versa; crescendo does not mean diminuendo, etc., etc.
These are all positive directions, and should be obeyed, as they
always are by artistic players.

This passage from Chopin:
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by Rosenthal is brought out in all its detail; slur, dot, and
accent.

Paderewski, in playing Liszt’s arrangement of “The Erl
King,” does just what the music directs. Presto agitato-dra-
matico. Did he play it in an ordinary tempo, convenient and
moderate, it would lose all its emotional effect, and become
most commonplace. It is because these men really do the
thing set them to do that their performances are so satisfying,
both to the musician and the general public.

"Tis a fact that these men have a technical command of the
instrument which enables them to produce these pieces as they
are written, but we must not forget that this same technique
would enable them to play it equally well in any way they
chose. This, however, is just what they do not do, but instead
are, generally speaking, most faithful to the text, the author’s
thought.

Much of the deplorable lack of result so often found in the
average student is due directly to my mind to the way music
is looked upon by so many—as a gift natural to one, but never
to be acquired by study.

The great Rubinstein, when asked how he had attained his
wonderful powers, answered it was “by much stoody,” and
much study it was, of the most exacting kind, persevered in
for years.

The same answer comes to us from all the great ones, and
the average student will find that it will pay to be exacting
toward himself, if he ever hopes for valuable results,
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We are quite aware that a Liszt or Rubinstein started with
a large measure of genius, and we cannot hope to make the
ordinary person ever their equal, even through great study;
but the ordinary person will find that if he will look upon
music as a study, and will pursue it as other studies are pur-
sued, with definite results always to be attained, he will at
least be able to advance a long way on the road toward the per-
fection he seeks. \We have dwelt largely upon the mere ques-
tion of accuracy in this paper, not unmindful that this is only
one phase of the matter, and that our study must be directed
to many other features which will be treated later. We here
simply offer the plea that students of the piano must view it
in the light of a serious study, if they hope for any other than
the most mediocre results.

They must bring to it all the qualities of mind and tem-
perament which go to make success in anything, if they expect
to reap success in this most exacting study.



The Chicago season of the Castle Square English Opera
Company opened September 25 with the Strauss operetta,
“The Queen’s Lace Handkerchief.” This ran to crowded
houses one week and gave place to Milloecker’s pleasing “Beg-
gar Student.” After this Gilbert and Sullivan’s “Gondoliers.”
The company has been strengthened a little by some new
singers, chief of them being Miss Bernice Holmes and Miss
D. Eloise Morgan, the latter making a pleasing impression as
the Donna Irene in the Strauss work.

The stage of the Studebaker hall has been deepened about
ten feet and the seating rearranged enough to compensate for
what otherwise would have been loss of seating capacity. The
stage is much better, and the orchestra now is almost entirely
underneath the stage floor—which naturally lessens the vol-
ume of sound and prevents the singers from hearing the ac-
companiment so well. The orchestra is directed by Mr. Emer-
ico Morreale.

Light opera is all that this company intends, and the per-
formances, while of good average merit, do not rise to any-
thing of commanding interest upon the musical side. Amuse-
ment and entertainment are the watch-words of the begin-
ning of the season. The chorus, as last season, is the fore-
most feature. The voices are good, numerous and willing. As
a rule, they sing too loud. Refinement and finish would be
better points to work for, saving cffects of great force for the
legitimate climaxes of the works performed. This is all the
more important because, owing to the small size of Studebaker
theatre and its excellent acoustic, the singing sounds very
near the hearer and no extra power is necessary or desirable.

It is announced that Mr. Savage (the New York proprietor
of the Castle Square name) will presently open a season at St.
Louis with a third company. Moreover, it is also promised
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that in December there will be a change between this company
and that now giving grand opera in New York, and we are
to have here Wagner’s “Mastersingers” in English and other
large works.

Complaint is made from New York that the ‘“Mastersinger”
performance was weak upon the orchestral side; as was al-
ways complained of the Boston seasons, and most likely with
still greater reason, for the Boston orchestra was not only in-
sufficient in number but inferior in quality, and sometimes
played abominably. In spite of this the press overlooked the
weakness and wrote generally complimentary notices. To have
an orchestra of eighty or cven sixty in a house like Studebaker
hall is neither possible nor desirable. All that it will be reason-
able to expect will be somewherc about thirty-five good players
carefully rehearsed until they play the music with a good en-
semble.

*x ¥ x

The talents and deficiencies of the principal singers of the
Chicago company bring out in strong emphasis the current
defects of our instruction in singing. I am not complaining
now of recitative, for in these operettas there is no recitative;
but of the arias and the ensembles, in which, while there is
often fine vocal work as such, the text fares rather hardly.
This comes in part from lack of intellect on the part of the
singers; for a really intelligent singer secks not only to sing
legato and with fine tonal efiect, but also to deliver the words
so clearly that the audience can understand what it is all about.
In the ensembles, where often several different sets of words
are being sung at the same time, clearness of text is impossible.
In these cases they must do as they do in Italian, where the
singers take turns in bringing out their own part and senti-
ment, the others restraining their ardor momentarily in order
to render this possible.

It is inevitable, in this period of imperfect cultivation, that
our singers should generally fall something short of what one
would like to hear in dramatic work. It takes so much to be
a good singer of opera. There is, first of all, the voice to settle
with, for voice is the first thing a singer needs; and then, in
order that her days may be long upon the boards, she needs
to be well trained.
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Now, a well trained singer is a rare bird. It takes a long
time to train a voice and a good master to do it. Unfortunately
the world of vocal instruction is full of people who are not
artists in this particular, and it is no.uncommon experience to
hear a singer whose voice has been worn out in trainihg it.
But granted that the young singer has undergone the three
or four years of almost exclusive tone-work, which completely
placing a voice requires, and at last has possessed herself of a
pure, even, resonant and enjoyable organ, she has still to learn
the whole art of singing, for the voice and its use as voice are
merely the material or the instrument with which when she
knows how she will be able to sing. And this part of the work
means another three or four years’ work, at the end of which
time one should be a very fine concert singer (according to her
temperament and musical aptitudes) and should be able to ap-
pear creditably upon the stage. But she now has still to act;
she must learn to do all her difficult things under handicaps,
sometimes very serious handicaps; and so the whole story is
a very long one, full of discouragements, unappreciations and
mistakes. But at the end, when a young. singer has a voice,
a real voice, and sings easily as birds sing, and has learned the
artistic part of her art, what delight she has it in her power to
afford! The sensation which she makes, the gratification of
applause, frequent recalls, and the like are feeble expressfons
of the deep pleasure she awakens in the hearts of her hearers.

It is not every singer who does this. Many there are whose
art is imperfect and leaves one cold, despite the talent it shows.
Remember how Mme. Parepa-Rosa, Christine Nilsson, Patti,
used to touch their hearers with such songs as the “Swanee
Riber,” “Home, Sweet Home” and the like.

* * x

What is it about a singer that gives such pleasure? And
why is it that the hearing of any kind of a song should be so
great a pleasure and so dear a memory?

This is one of those questions which can be more easily
asked than answered. It is not always vocal art; many are
the singers who have this gift naturally. Remember how Jules
Lombard used to touch the heart with Dr. Geo. F. Root’s war
songs, or with the “Flee as a bird to your mountain.” Emma
Abbott, who was never a really artistic singer, was very pop-
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ular, and thousands remember her ‘“Nearer, My God, to Thee”
as the acme of song-singing. Still there is one thing to say:
the public which remembers these seclf-made singers, like
Lombard and Abbott, was not the public which remembers
Patti and Nilsson.

Probably, after all, the delight is mainly in the mind of the
hearer. It is faith which works the miracle. A few of these
artists have that magic something we call “temperament”—
the power of making themselves felt. To them we listen, with
them we soar. It is our own heart which sings in the voice
of the singer. A few singers have so much faith and so pure
art (which never gets in the way of the impression they are
trying to make) that from them we experience the magic
something whigh the art of music was intended to communi-
cate.

* o %

And how rare it is to hear in opera the real thing—this
magic touching of the heart! One may go an entire season and
experience this satisfaction so few times that they may be
counted upon the fingers. Take the case of Jean de Reszke—
a singer, a tenor singer, a cultivated man of the world, a con-
summate artist, raved over and run after by women more than
almost any man of his generation. Yet it is very rare that
any strain of his quite touches this high water line of dra-
matic sincerity. Never does he forget himself; always there is
the conventional, the well-considered, the correct. Other men,
far below as artists, occasionally touch this deeper chord of
fecling. Take Tamagno in "Otello”—it was like a horrible
nightmare to hear him and to sec him. It was the intoxica-
tion of passion which carried the hearer off his fect. And upon
the wings of his passion was based much of our satisfaction in
the sweet singing of Albani in the .Ave Maria,” which shortly
precedes the end. .

No! It is a hard thing to be a good opera singer. One
needs, first of all, a voice which will forward art and not ob-
struct it, a quality of dramatic fervor which will carry the song
as far as possible without ever destroying its poise, and a sin-
cerity and simplicity which keep the personality of the actor
in the background. There are but few such singers, and con-
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sequently but few well-sung operas.

Nevertheless the existence of such attempts as these of the
Castle Square are precisely what we most need for music, since
in opera the whole art of musical expression is traversed and
explained. We need them also for trial of our attainments in
singing, for nothing shows up the weakness of a singer like
placing her upon the stage as a part of a dramatic action, in
which music and drama run along hand in hand.

What a difference in these singers when they have lines to
speak! Many a talented vocalist comes to grief over her
spoken lines. Study the cadence as careful as she may, she
never feels the dramatic situation, and so her spceches are
empty of sincerity. Hear the lines of Miss Carrington in the
Chicago Castle Square company. This is a pleasing young
lady, an agreeable singer, but her lines show at once why it is
that her songs make so little effect upon us. She does not
enter into and feel the drama of which she is alleged, upon
the bills, to be a part. For the opposite of this, take any good
comedian. There is no use in being a comedian if the jokes
are not going to strike home, for this is where, if anywhere, the
laugh comes in” Hence the whole art of comedy is to get
this sincerity of speech. Sometimes they also learn to sing—
but it is a custom oftener honored in the breach than in the
observance.

Xk ok

It is stated that rates at some of the second-class Chicago
hotels have been advanced, owing to the crowds of young
singers waiting for places to sing in the Castle Square chorus,
with a view of getting a chance for understudy experience, and,
later, through the natural survival of the fittest, leading places
in the casts.

There are advantages to a young singer in being in the
chorus of a well-managed opera company. One acquires part
of the routine of the stage, hears the principals at close range,
is able to observe the stage business, and so on. But there are
also serious disadvantages. Greatest of all is the wear of the
voice due to daily rehearsing and singing eight times a wee::.
This, combined with the effort to show the chorus in its strong-
est light at every performance, makes the work not only ardu-
ous, but exhausting and wearing to the voice. It is a good
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deal like learning the trick of social graces by doing house-
work in a millionaire household. The graces and the ameni-
ties of life are there all right; but the houseworker is not in
them, nor ever likely to be.

* %k Xk

There is something pathetic in the public delusion that in a
well-regulated community any talented young person ought to
be able to acquire a living by her own talents while obtaining
an education. In another part of this issue of MUSIC is a let-
ter from a lady who desires to find a place where her eight-
year-old son can have a musical education and his support in
return for playing at the concerts of the school. Thousands of
candidates are now in training for the so-called “free scholar-
ships” of the schools and private teachers. Everybody is will-
ing to take lessons of the teacher on the whole they like best,
and to give that teacher the advertisement of being their teach-
er in return for the instruction. As a leading piano teacher
remarked to me the other day, every talented pupil comes here
prepared and expecting to bilk the town. Formerly it was a
partial scholarship that was asked for; even the musical ama-
teur sometimes knows that the music teacher will have to live.
Later it was a completely free scholarship that was wanted;
but still there were diploma and certificate fees to be paid,
together with matriculation. But now they demand always
free teaching and free certificates and diplomas, free registry,
free matriculation, and the latest development is a wish for a
chance to earn enough, by playing at college concerts or oth-
erwise, to defray living expenses.

The idea is a taking one. Do the things one likes best, be
free from care, and have your cducation going on all the time.
Why not? Simply because such a state of things is impossible.
Wherein would it ““advertise” the University of Chicago, let us
say, to have a beginner in the John Dewey kindergarten
recite poems or do action plays in public for the credit of the
university> And why is it different with a music school?
What is a music school for, if not to illustrate the highest and
most thorough training? And if this is the end of the college,
wherein can it be ‘‘advertised” by the playing of a beginner,
however talented? It is the same with the private teacher.
No private teacher of piano is favorably ““advertised” by the
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playing of a new pupil, or even a pupil of one or two years.
Those who were friends of the ‘“before taking” period will
indeed be in position to sce whether a betterment has been
made in the playing or the singing. But those who have not
this previous acquaintance with the pupil will simply see that
the work is still incomplete—and if incomplete naturally the
fault of the school, for “Mary Jones was awfully talented, you
know, and played like a seraph before ever coming to this
school”” The players who “advertise” the good teachers are
those who have been their pupils, at first or second hand, at
least four to six years. Good piano playing cannot be made
in less time. It is the result of long processes of education and
growth. You cannot hustle it up in a year or two any more
than you can raise an oak in six months, develop a large oyster
shell in thirty days, or fat a pig overnight.

As a matter of fact, our leading schools have suffered in
prestige by permitting talented pupils to enter classes for which
they were not properly prepared and graduating them in due
course at just the moment when the pupil herself had begun
to realize the defects of her training. Instead of feeling hon-
ored by her diploma, she often feels humiliated by it, as a
sort of token of superficiality. There is no leading piano or
singing teacher in Chicago but has heard the confessions of

graduates of this sort.
*x X X

Every teacher has one or more pupils to whom he gives les-
sons without money. Sometimes it is the daughter of an old
friend who is unable to pay; somectimes a very talented pupil
without means. Occasionally these pupils in after life evince
gratitude and try to do something in return for the teacher.
Sometimes (in one instance, at least in my own case) they
come in after eight or ten years and deposit a check for the
whole amount—and this without ever having been reminded
that the obligation existed. But genecrally they go through
life indifferent and wholly forgetful of the endless hours of
attenfion they have had. A private teacher, however, has no
right to complain of this sort of thing. This kind of instruc-
tion ought to be made matter of distinct agreement; either
that it is given outright, or that it is to be paid later on, when
the pupil obtains professional success. In the latter case the
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girl will generally forget the obligation. She will get mar-
ried and be ashamed to tell her husband of this ‘“mechanics
lien” upon the finished structure.

* k%

One thing at least deserves to be clearly known: It is that
free instruction costs somebody quite a good deal, and that
the chance of its returning to the giver in favorable notice from
the playing of the instructed is very remcte. Moreover, that
there is no more propricty in expecting musical education
free of cost than any other kind of technical training. If you
are proposing to study music as an enjoyment and as art, pay
your way; if as a profession, surely pay your way.

L I S

In the interesting article by Mr. Campbell-Tipton upon
“Leipsic as a Student Center™ there was one point which needs
to be turned over a little. Mr. Tipton remarks that one
trouble with Americans at Leipsic is that they are unwilling to
make up the defects of their classical training before going on
with modern works. In other words, that a pupil should be
thoroughly grounded in all the classical writers before being in
position to study modern works. The German professor is in
quite a similar fix to the engineer of a certain Mississippi
steamboat of the olden time. Upon one occasion, the river
being very low and the channel very crooked, the pilot rang
the bells so often to “‘stop her,” “‘go ahead,” go ahead star-
board,” “back port,” “back both,” “back easy,” and so on,
that the engincer found himself entirely unable to keep up.
Work as fast as he could, new orders came in before com-
pleting the earlier ones. At last the nose of the boat stuck
in the bank and the pilot rushed down to the engine room to
have it out with the engincer. As he came in view there was
the engineer prancing around from one handle to another,
perspiration falling like rain, his eyes rolling in a fine frenzy,
upon seeing the pilot he exclaimed: *'For heaven’s sake, don’t
say a word; I am more than ten orders behind now.” He was
filling them in the order of their reception. This is the idea of
the German professor.

The German standpoint is well illustrated in the little nar-
ration of an American student who was pupil of a certain
kapellmeister composer in Berlin. One pupil asked for some-
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thing by Brahms. Now this pupil was not aware that the for-
bidden name to this teacher was precisely this of Brahms. To
her the professor, severely: ‘“Do you know everything of
Bach?” “No, master, answered the pupil. “Do you know
everything of Haydn, Mozart, ‘Beethoven?” “No, master,”
answered the pupil. “In that case,” said his reverence, 1
think we will not have any Brahms just yet.”

My friend was wiser. She heard and pondered. In her
sweetest tones she asked: ‘‘Dear master, would you kindly
give me something of your own for the next lesson?” Entirely
forgetting the long role of the sainted but unknown dead, the
innocent man fell into the trap and answered: “With pleasure.
Get my ‘Triumph of Hope.” You will do it in six lessons.”

*k k%

It is not a question of proper fundamental training, but of
the advisable and easy order of advancing studies. Speaking
from the standpoint of the piano, is it true, as German teachers
hold, that all the early training ought to be bestowed upon the
classics, and only after these are known come down to the
moderns? The idea is absurd and impracticable. Take it in
literature. According to this idea the youngster must know
Chaucer, Dante, Virgil, Homer, before knowing Tennyson,
Longfellow, Holmes. Why? Simply because we are filling
our orders in the sequence in which they have reached the
race. It will be hard upon the mind of the youngster. The old
writers used a language by no means that of the present day;
the range of their ideas was different. Although in the native
speech of the student, it is like a foreign language, so much
has the language changed in six hundred years. Or if we
go back a lesser distance—merely to the days of Shakespeare,
is it not also true that these things are foreign to the young
idea?

But, not to linger upon the literary side of this question
(seeing that it has already been answered authoritatively by the
consensus of the educational world) let us come down to
music. Speaking roughly, from Bach to Brahms, at least four
different ideals have ruled, one after the other. With Bach,
the musical idea as such; with Haydn, the pleasing, but also
the monophonic and the musical; with Mozart, the melodic;
with Beethoven, the personal; with Liszt and Schumann, the
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rhapsodical—which is both musical and personal; and with
Brahms, the musical, and, above all, the personal. Take the
lighter works, the ideal is mostly the pleasing. (ccasional
notes of something deeper we have; but the pleasing is the
main element.

Now there are times in the development of the student when
nothing will do so much for him as an earnest study of Bach;
at other times of Schumann and Liszt. It is then a question of
awakening the emotions. Now, in music the first condit:on of
progress is for the student to be interested; and, in America,
to be interested under difficultics and discouragements. This
is not possible when the time is concentrated upon the classical.
Hence the modern music must form a very active part of the
work.

But there are other considerations more serious. Think of
the hands. German teaching imagines that a young student
put at sonatinas and brought along to Bach and the classical
school, with some studies of Cramer, will come out able to play
Chopin, Schumann, Liszt and Brahms. Nothing of the kind.
So much time is occupied by this alleged “thorough founda-
tion” of the classics that the pupil does not reach the modern
writers until he is past twenty vears of age, and it is now im-
possible to form the hand to these new works. Any pianist
will tell you that the hand must be formed to the most ad-
vanced modern works by the age of sixteen. or very soon after,
if distinguished piano playing is meant. Hence I hold that
modern works come first; this solid foundation of the classica!
(which is not very solid after all, for why spend so much time
upon works which are really dead for all practical purposes?)
can better be put in after the teacher has made sure of the
proper formation of the hand and brain for the demands of
modern music, since these things must be done in carly vouth
or they can never be done successfully.  Just here, no doubt,
I shall be taken in hand by some one who will claim that my
position is overturned by the fact that all the German schoois
turn out hundreds of good players every vear—all of whom
have succeeded where I have just declared that success is im-
possible. I take issue with the fact. The German schools
turn out very few good piano players—very few. The few
who do live through are those who in youth followed their own
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bent and formed their hands and their heads to the music they
liked, and only later, under authority, took on a certain veneer
from the conservatory. All the pianists I have ever known,
all the great pianists, have been practically self-educated. They
have violated all the precepts of the schools, and have played
by instinct.

The reason is that their instinct was more just than the prin-
ciples of the school. The proper remedy is for the school to
so modify its course as to make itself possible for real talent.



M. VINCENT D'INDY.

Born at Paris, March 27th, 1852, and designed by his family
to become an advocate, he commenced his law-studies at an
early age without the slightest inclination for them, and later,
in obedience to an irresistible penchant for music, he forsook
them for good.

His first studies on the piano were made under Marmontel,
and in harmony under Lavignac. Later, when the Franco-
Prussian war broke out in 1870, he volunteered as a soldier
and joined the 105th Regiment. He took part in the defense
of Paris, and was also present at the battle of Buzenval. His
army service having expired in 1871, he abandoned the study
of law and engaged himself in the orchestra at the Chatelaine,
under the direction of Colonne, as tympanist and director of
the chorus; which functions he exercised during five years.
In 1872 he presented himself to M. César Franck, who ad-
mitted him into the Conservatory as a pupil in the organ
classes, but after taking the prize for organ D’'Indy left the
Conservatory in order to carry on privately with César Franck
his studies in counterpoint, fugue and composition. In 1873
he undertook a journey to Germany and remained several
months at \Weimar near Liszt.

In 1875, at the popular concerts directed by Pasdeloup, Mr.
D’Indy’s “Overture to Picolomini,” after the Tragedy of
Schiller, was produced; this afterwards became the sccond
part of his Trilogy of “\Wallenstein.” In 1882 his comic opera
in one act, “Attendez Moi Sous I'Arme,” after the comedy by
Reguard, was produced at the Opera Comique. In 1885 he
obtained the grand prize of the City of Paris for musical com-
position, a prize which is very rarely awarded, with his “Song
of the Bell,” a symphonic legend in one prologue and seven
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tableaux for double chorus, orchestra and solo. This score,
for which the author had written the poem as well as the music,
was performed under the direction of Mr. C. H. Lamoureux
in 1886, the celebrated tenor, Van Dyck, singing the principal
role; it was afterwards performed many times at Paris, Bruges,
Amsterdam, Harlem, Brussels, Liege, etc.

In 1887 D’Indy became the chorus master for Lamoureux’s
concerts, and in this capacity had to undertake the production
of “Lohengrin,” a single model representation of which took
place on May 3d at the Eden Thecater. He was one of the
few Frenchmen who was present at the first presentation of
the “Ring of the Nibelung” at Bayreuth, in 1876; he returned
afterwards many times to Bayreuth and was present at the first
performance of the “Parsifal.” Mr. D’'Indy had, in association
with César Franck, Saint-Saens, Faure, Castillon, Dupare and
Chausson, been one of the founders of the National Society of
Music, which is now in its twenty-eighth year of existence,—
a society devoted to the cultivation of symphonic and chamber
music. After the death of César Franck, Mr. D’Indy was
named president of this society.

In 1893 he was designated by the government as a member
of the commission to reorganize the Conservatory of Music,
and was charged to devise a project of reform, which was vio-
lently combated by the professors of the school and rejected, -
by reason of their dislike at having anything changed in the
established order of things. On the death of Guirard, the gov-
ernment offered Mr. D’Indy the place of professor of composi-
tion in the Conservatory; he, however, refused it, not wishing
to give up his liberty nor to participate in a mode of teaching
of which he did not approve.

In 1896 Charles Bardes, the director of the singers of St.
Gervais, Alexander Guilmant, the celebrated organist, and Mr.
Vincent D’Indy founded at Paris the Schola Cantorum, a mu-
sic school which is in a flourishing condition, Mr. D’Indy hav-
ing charge of the course of advanced musical composition, the
success of which may be judged from the fact that the pupils
number at the present time more than fifty, among whom are
a number of former pupils of the Conservatory who have left
that establishment in order to inscribe themselves in this
school.
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One of the most important of the musical works of Mr.
D’'Indy was his opera of “Fervaal,” a dramatic action in three
acts and prologue, of which he wrote both the words and the
music. This work was represented for the first time March 12,
1897, at the Royal Theatre of Monnaie, at Brussels, with suc-
cess, and was repeated again in 1898 at the Opera Comique in
Paris, where it retained a place during the whole season.

At the present time Mr. D’Indy is at work upon a musical
action in two acts called “The Stranger,” of which he has com-
posed the poem as well as the music. He is inspector of music
teaching for the town of Paris, chevalier of the Order of the
Legion of Honor in 1892, and commander of the Order of
Charles III. of "Spain since 1896.

The following is a list of the important works of this com-

poser:
COMPLETE LIST OF THE WORKS OF M. VINCENT
D’INDY.
Dramatic Works.
Op. 14—"Attendez Moi Sous I'Arme”:

A comic opera in one act, composed 1896-1878, performed

at the Opera Comique 1882, pub. Enoch.
Op. 34—‘Karadec”:

Incidental music for the drama of Andre Alexander, com-

posed 1890, performed Theatre Moderne 1892, pub. Heugel.
Op. 40—“Fervaal”:

Dramatic action in threce acts and a prologue, composed
18890-1895, performed Theatre Monnie, Brussels, 1897, pub.
Durand.

Op. 47—“Medee":

Incidental music to the tragedy of Catulle Mendez, com-
posed 1898, performed Theatre Sarah Bernhardt 1898, pub.
Durand.

Orchestral Works.
Op. 8—“Le Foret Enchantee”:
Symphonic legend after Uhland, composed 1878, per-
formed Concerts Pasdeloup 1878, pub. Heugel.
Op. 11—“Le Chevauchee de Cid”:

Moorish-Spanish scene for baritone, chorus and orchestra,
composed 1879, performed Concert Colonne 1883, pub. Ha-
melle.

Op. 12—“Wallenstein”:

Triology for orchestra, after the tragedy by Schiller, com-
posed 1873-1881, performed Concert Lamoreux 1888, pub.
Durand.
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18—“Le Chant de la Cloche”:

A dramatic legend for solo, double cherus and orchestra,
composed 1879-1883, performed Concert Lamoreux 1886,
pub. Hamelle.

21—"“Sangefleurie” :
Symphonic legend after Robert de Bourieres, composed
1884, performed Concert Lamoureux 1885, pub. Hamelle.
25—"“Symphony”’:
For orchestra and piano on a French air, in three parts,
composed 1886, performed Concert Lamourcux 1887, pub.
Hamelle.
31—“Fantaisie”: .

For hautboy and orchestra on popular French airs, com-
posed 1888, performed Concert ILamoureux 1889, pub.
Durand. '

42—"Istar”:

Symphonic variations, composed 1896, performed Con-

certs Ysaye, Brussels, 1897, pub. Durand.
Chamber Music.
7—"“Quartet”:

For piano, violin, alto and ’cello, in three parts, composed
1878, pub. Durand.

24—"Suite in D":

For trumpet, two flutes and quartet, in five parts, com-
posed 1886, pub. Hamelle.

290—"Trio”:

For piano, clarinet and ’cello, in four parts, composed
1887, pub. Hamelle.

35—"First Quartet in D”:

For two violins, alto and ’cello, in four parts, composed

1890, played by the Quartet Ysaye, pub. Hormelle.
45—“Second Quartet in E”:

For two violins, alto and ’cello, in four parts, composed
1897, pub. Durand.

50—“Chanson and Dances”: "’

Suite for one flute, hautboy, two clarinets, one cornet and
two bassoons, composed 1898, pub. Durand.

Piano Music.
15—“Poeme des Montagnes”:
Suite for piano, in three parts, composed 1881, pub. Ha-
melle.
17—"“Helvetia” :
Three waltzes, composed 1884, pub. Hamelle.
‘Schumanniana”:
Three pieces for piano, composed 1887, pub. Hamelle.
33—"Tableaux de Voyage”:
Album of thirteen pieces for piano, composed 1889, pub.
Leduc.

«

30—
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Vocal and Choral Music.
Op. 13—“Clair de Lune”:
Ballade for soprano and orchestra, composed 1880, pub.
Hamelle.
Op. 23—"Sainte Marie Magdecleine”:
Cantata in two parts, for soprano and ladies’ chorus, com-
posed 1885, pub. Durand.
Op. 32—"Sur la Mer”:
Chorus for female voices, composed 1888, pub. Hamelle.
Op. 30—"L’Art et le Peuple”:
Chorus for male voices, a la Legion de Liege, composed
1894, pub. Hamelle.
Op. 41—"Decus Israel”:
Chorus a capella for six voices, composed 1896, pub.
Schola Cantorum.
Op. 43—"Lied Maritime”:
Melodie for contralto and orchestra, composed 1896, pub.
Bordeaux.
Organ Music.
Op. 38—"‘Prelude et Petit Canon”:
For organ or harmonium, composed 1893, pub. Durand.
Op. 40—“Eight Versets”:
For grand organ, composed 1899, pub. Schola Cantorum.

MISS JEAN M. QUINN.

Miss Jean M. Quinn, who is now a resident of Chicago but
a native of Sandusky, Ohio, is a young musician of great
promise. Her talent is inherited, as she comes of an exception-
ally musical family. At an early age Miss Quinn was sent to
Mt. de Chantal, near Wheeling, W. Va., a school which has
always sustained a high standard in music. This school has in
its traditions the honor of having among its instructors one of
the world’s greatest singers, with so phenomenal a voice that
celebrated artists went out of their way to visit the school in
order to hear a voice of such transcendent power—a grand
oratorical voice, such that only her seclusion prevented her
from wearing the crown of fame. The magnificent register of
her voice, having a note higher and a note lower than the
famous Jenny Lind, placed her easily as a queen of song—a
wondrous gift that Patti and other great artists cannot but re-
member. With the advantage of such teachers, Miss Quinn,
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having graduated with the highest honors, went afterward to
New York, where she placed herself under the instruction of
Bruno Oscar Klein, one of America’s finest musicians and
composers, who, deeply interested in his young pupil, predicted
for her a brilliant future. While in New York this young girl
frequently appeared before the public in concert at Steinway
hall, club musicales and with Gilmore’s band, also at many
semi-public affairs. Her playing on every occasion awakened

Miss JEAN M. QUINN

the warmest enthusiasm. Her refinement, her sympathy, and
the fine emotional character of her interpretations speak of a
soul filled with harmony and intensc feeling which will mellow
and ripen with years. A poet by nature, music to her is the
poetic overflow of a soul possessed and deepened by all things
beautiful. A voung musican so reverencing her life work can-
not fail of its highest meaning and the best achievement. A giit
so great, treasured as a thing of heaven-stamped beauty, will
always be sacred to the touch of this young musician. Located
in Chicago, she is continuing her studies with the celebrated
pianist, Mr. Godowsky, who speaks of her ability as a pianist
in the highest terms and gives all praise to her talent and
great promise of a musical carcer. Miss Quinn also possesses
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a fine colorature soprano voice of sympathetic quality, clear
and luring. Iler voice is being carefully trained under Mr.
Herman Walker. Miss Quinn has a warm musical tempera-

C. B. KimiaLi
ment, a finely svmpathetic and artistic nature, a magnetic and
refined personality, winning Fer audience by a charming indi-
viduality. Anna Cox Stephens.

ITANNAI JONES,

Pleasant things happen to the old teachers sometimes. 1
imagine one of these must have lately happened to the well-
known voice master, Mr. .\. Do Duvivier, when a large and
cordial woman accosted him a few days ago near the Audi-
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torium, proving to be his former pupil in the Royal Academy
of Music, Miss Hannah Jones. Miss Jones. or, to use her

Han~Nan JoxEes

name in private’ life, Mrs. Joseph Parry, is a charming con-
tralto singer, with a full, rich voice, which she uses admirably
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in oratorio, ballads and opera. I have not the material at
hand to give her musical record, but I understand that after
graduating from the royal academy she began to sing upon
the stage, being a favorite contralto at festivals and Welsh
eisteddfods. She married the well-known Welsh composer,
with whom and a small company she has been singing in the
United States for some months. Scenes from Mr. Parry's
operas are given, and songs, Dr. Parry himself plaving a very
clegant pianoforte accompaniment. Miss Jones speaks of her
indebtedness to Mr. Duvivier in terms extremely creditable to
that master, and at the same higily creditable to her own
gencerous nature-—for gratitude is not distinctly a singer’s vir-
tue. Miss Jones is truly admirable in oratorio, where her
breadth of tone and self-sustained phrasing affords a musicai
result much more like in a very high degree pleasing and edi-

fying.

MISS JEANNETTE DURNO.

Among the younger pianists of the middle western states
few more notable are to be found than Miss Jeannette Durno
of Chicago. Miss Durno is a native of Rockford, Ill., where
she began her musical education at an carly age, graduating
from the Rockford IFemale College at the age of fourteen.
Her next school was the American Conservatory, Mr. J. J.
Hattstaedt, teacher, with whom she studied two years. She
then went to Vienna, where for threc years she studied with
Leschetizky returning to America in 1897. Miss Durno has
an exccllent technique, a clear and well modulated style of
playing and musical qualities likely to furnish a good
foundation for success later on. She intends to play recitals
in Chicago and elsewhere during the present scason. Her
first program takes the following range:

Schumann, Faschingsschwank aus Wien. Op. 26.

Tschaikowsky, Variations in I' minor.

Sinding, Fruchlingsrauchen.

Liebling, Capriccio.

Rubinstein, Barcarolle in G major.

MacDowell, March Wind.

Liadow, Valse Badinage.
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Chopin, Etude in A minor. Op. 10, No. 2.
Liszt, 12th Rhapsody.

Miss JEANNETTE Durxo
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Prof. Hugo Becker, from Frankfort, Mozart's overture to “Figaro's
Hochzeit,” and Brahms’ 2nd Symphony.

A few of the other things this winter are the ten Philharmonic
concerts, with a magnificent repertory, in which every scat has been
subscribed for in an unparalleled short space of time; four Bach
Verein concerts, where the “Christmas Oratorio” will be given as a
start; Schumann’s “Paradise and the Peri,” to be performed by the
Leipziger Singacademic; the four concerts of the Kiedel Verein, in-
cluding Handel’s “Israel in Egypt.” Enrico Bossi's “Song of Solo-
mon,” and portions of Liszt’s “Christus,” which they performed in its
entirety twice last year; then the Sunday concerts of the Winderstein
Orchestra, though of a second-rate class, do work by means of their
half classical programmes which is not to be underrated.

In addition to this come the countless recitals on almost every
instrument from a jew's harp to an organ. On October 6th, Eyvind
Alnas, a young Norwegian composer of 25 years and a previous pupil
of the Conservatorium, gives a concert of quite ambitious composi-
tions: ¢. g., Symphony in C minor, Variations on original theme for
orchestra and songs and piano pieces. On the 1oth Eugen Holliday,
a particular protege of Rubinstein, gives a pianoforte recital, and
on the 7th Siloti plays a capital programme. On October 2d Wein-
gartner's three-act opera, '‘Genesius,” is to be performed for the
first time here under the composer’s baton, and will, on account of
its extreme modern tendency, attract a lot of attention no doubt.

In pianistic circles some of the pupils of Tsichmueller are going to
do good things and are doing so. Ilerr Bruno Hinze, the young
artist who made such a brilliant “Prufung” this year at the Con-
servatorium with Saint-Saens’ G minor Concerto, has been playing
it and other programmes up in Danzig and making a tour of the
north this last weck or two, finding everywhere great appreciation
and splendid criticisms. On November 14th he plays an interesting
programme in lL.ecipzic including the Paganini-Brahms Variations, G
minor Ballade of Chopin and several other of his pieces, five pieces of
Sinding and a Strauss-Tausig waltz. Ile also plays, in the course of
the next few weeks, the Tschaikowsky B flat minor Concerto in the
Abendunterhaltung in the Conservatorium, and what will be very
interesting, for the Teichmueller coterie plays this work a couple of
days after a collecague of his—a most brilliant technical virtuoso—Herr
Paul Stove. Senor Alberto Villasenor, from Mexico, who recently
brought the public into a great state of enthusiasm at the Reinecke
Fest, at the Conservatorium, by his magnificent interpretation of the
latter’s F sharp minor Concerto. and his wonderiul technique and
temperament, has been making a little tour in the Ilarz watering
places with Herr Carl Henke, first violin; Herr Haupmann, second;
Herr Lange, viola, and an American, Mr. Knapp, ‘cellist. At Stoll-
berg he got an ovation for his playing and quite extravagant criti-
cisms. Frl. Margerethe Schmidt plays the ILiszt E flat major Con-
certo at the Coethen orchestral subscription concerts. This is the
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place where Bach had his first position as conductor, which reminds
me that a monument is soon to be erected before the Johanniskirche
here, in which church his skeleton was found somec years ago during
renovation work. It is time that a more fitting one should take the
‘place of that which Mendelssohn erected out of his private means
‘before the Thomas Church, as a sign of reverence to the Altmeister
Bach.

At Gera Frl. Gertrude Kellner, another of the pupils, plays the
Beethoven G major Concerto and solo pieces of Liszt, etc., and at
Muhlhausen gives an interesting concert. Then Miss Romaine Curry,
a young Canadian lady of extraordinary gifts, who has also studied
with Siloti, plays the Grieg Concerto, Miss Maud Allwright the Men-
delssohn G minor Concerto, Mr. Lovette Weber's F minor Concert-
stueck, and among the quite young pupils comes Miss Connie Usher,
fourteen years old, with Beethoven's B flat major Concerto and pieces
of Moszkowski and Leschetizky, and George Zschneck will play the
C minor Concerto of Mozart.

Meeting Mr. Harry Field of Toronto recently, he tells me he is
going to give another concert soon here, and among other things
will play the Sonata Eroica of Mr. Campbell-Tipton, an American
composer of whom his land has reason to be proud and who has also
recently left for his fatherland, where I hope he will meet with the
recognition which was meted to him here, and find a public which
will try to comprehend his high musical ideals and pay him the honor
due to an American composer of more than ordinary ability.

At present the town, and particularly the musical section of it, is
quite excited over the Krause-Rosenthal contretemps and it is the
subject of general conversation. Herr Prof. Krause made certain
allegations against Rosenthal in a local paper, of which he is musical
critic, accusing him of breaking his word of honor by not keeping
a promise said to have been made of playing in the Liszt Verein
here. The tone of the allegation reflected strongly on Rosenthal
being a Jew and resulted in quite an annihilating answer from Rosen-
thal through the columns of the Leipziger Tageblatt.  Rosenthal
showed that even if he had broken his word to the committee of the
Liszt Verein (society, association) to make his first re-appearance in
Europe at one of their concerts, which Krause alleges and (which,
however, appears not to have been the case), it would have been
impossible to do so, for to his great surprise, he had recently read
in a number of the “Musikalishes Wochenblatt” that a Liszt Verein
did not exist and if that was so any promises, even if they had been
made, would, in the case, become invalid and worthless. He then
went on to show that the Liszt Vercin was simply Herr Prof. Krause
himself, and said that now he could understand what had not been
clear to him in the matter before, namely, the reason why he and
several friends who had become members of this society about twelve
years ago, and had sent their contributions, had never heard of any
committee-meetings, general meetings, or accounts, etc.
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The answer to this from Krause was very weak and he contented
himself by contending that Rosenthal by his action had “tun a goot
pizness”—again a reflection on Rosenthal’s nationality—and recount-
ing what work the “Verein” had done. A couple of days later he
also wrote saying that on account of the frequent attacks on his person
and the intrigues against him, the ten Liszt-Verein concerts, which
had been offered for subscription for two days, would be withdrawn
and that this year none would take place. He also stated that the
reasons for this action would presently appear in a pamphlet. Every-
body, of course, in the meantime is awaiting its appearance, for there
is much to be cleared up. .

In any case whoever is right or wrong, for a critic to make cheap
jokes about an artist's religion is a thing which will, I am sure, only
appeal to the uneducated and produce the contempt of all honest,
healthy-minded individuals. So much one can say about the matter
without waiting for any further particulars. In my next, as the matter
is one of general and universal importance, I will recur to this again
and state how matters have proceeded.

Leipzig. A. J. VERNON SPENCER.

THE SEASON BEGINS IN BERLIN.

After an uneventful but intercsting voyage of two weeks we are at
last in Berlin and well located in the Korner strasse, next door to the
house Mark Twain and his family occupied during their last visit
here.

Our first duty was to buy a “Berliner Tageblatt” containing an-
nouncements of the theaters, of “Bulow Marie,” who still keeps a
news stand at the Potsdamer Brucke. Bulow always bought his
papers of her, and not only that, but often talked over and criticised
concerts with her, and so Marie became famous, and is now well
known as “Bulow Marie.”

As it may be of interest, I enclose the following clipping from the
Tageblatt, which gives plans of the operas at the Royal Opera House
for two wecks beginning September 3d:

“Don Juan.,” *‘Der Evangelimann,” “Carmen.,” “Der Maurer,”
“Der Barber von Sevilla,” “Lohengrin,” “Don Juan,” “Mignon,” “The
Merry Wives of Windsor,” “Troubadour,” “Hansel und Greten,”
“Cavalleria Rusticana,” “Der Verkauffe Braute,” “Der Maskenball.”

Of the above operas I attended “Der Evangelimann,” “The Ma-
son,” “Lohengrin,” “The Merry Wives of Windsor” and “Hansel
and Gretel.”

“The Mason,” by Auber, opened the present season of 1899-1900.
It was selected by the Emperor as the opening opera, and the posters
particularly announced that his highness and suite would attend.
Also that only ladies and gentlemen in evening dress would be al-
lowed in parquette and the first balcony.
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The house was packed, and the following weck, when the samec
opera was again given with Shumann-Heink as “guest,” the house was
again sold out. Madam Heink 100k the part of Frau Bertrand, the
jealous busybody, and, of course, was exccllent. It is not a role in
which she could display her great dramatic talent and all musicians
were eagerly looking forward to her Ortrud in *“Lohengrin,” but un-
fortunately Madam Heink was taken ill. She appeared in one other
opera, “The Evangelimann,” by Kienzl. This work was written
twenty years ago and at that time brought out at Leipzig, but proved
a failure. A few years later it was again given a trial, but failed
again. Recently the royal opera of Berlin took it up and gave it
with such success that it is now in the repertoire of all the first-class
German opera houses.

Kienzl is a master of instrumentation. The bowling alley scene
is an example of his wonderful technique, and were it not that he
often becomes too sentimental, his opera would undoubtedly take a
high rank.

Another most charming work is Humperdink's celebrated fairy
opera, “Hansel and Gretel.” The plot is taken from the well-known
German legend. The music was originally written for piano and the
whole performed by children, but it was so well liked that Humper-
dink’s friends induced him to make an opera of it. Many of the melo-
dies are German folk songs, but are often enveloped in such intricate
counterpoint that it is difficult to distinguish them. One of the Berlin
critics most aptly wrote: “It is like shooting cannons at sparrows.”
However one can hardly imaginc anything more charming than this
fairy opera and it is no wonder that it proves such a favorite.

Next Friday night the royal opera will give ‘“Die Verkaufte
Braut,” by Smetana, which was written about forty years ago and
only at this late date sees the light of day. On the same night the
Theater des Westens gives an opera entitled “A Trip to China,” by
Bazin, which will be revived after a long rest. Bazin was the suc-
cessor of A. Thomas at the Paris Conservatory, and died about twen-
ty years ago. ‘““A Trip to China” is the best of nine operas that he
wrote.

Among other novelties there will be a weck of Russian opera by a
Russian company. It will undoubtedly prove very interesting, though
the Russian music fad is dying out in Germany.

The Royal Orchestra concerts under Weingartner begin September
29th. Nikisch follows the gth of October with the first of his Phil-
harmonic subscription concerts, with Teresa Carreno as soloist.

The Joachim Quartet is October 29th, and probably by the first of
November there will he such a hewildering array of concerts and
operas that it will be a difficult matter for the music student to make
the proper choice. .

Mascagni will give a concert at the Philharmonic on November
oth with an orchestra of ninety men from Milan.

Octoher 15t an Ttalian opera company nnder the impresario,
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Virgilio, and with Signorina Darcle as prima donna,was playing at
Kroll's Theater.

A few of the novelties that the Royal Opera Company will pre-
sent the first half of the scason are: “Samson and Delilah,” Saint-
Saens; *“Kain,” by E. d'Albert; “Ratbold,” by Becker, and “Der
Barenhauter,” by Wagner’s son, Sicgfricd Wagner.

The Philharmonie Chorus, Siegfried Ochs director, begins its
abonnements concerts October 31st with the B minor Mass by Bach.
This chorus has the reputation of being the finest in Germany.

Conrad Ansorge will give threc piano recitals here during the
winter.

November 6th Professor Germsheim gives the Schumann Faust-
Music with the Sterns Chorus. ERNEST LACHMUND.

TIIE ROYAIL ACADEMY.
Lambertville, N. J., September 22, 1899.
My Dear Mr. Mathews:

My delight was very great tonight on opening September MUSIC
to find Sir A. C. MacKenzie's portrait, and then farther on the inci-
dent of setting Hay's poems to music, and the article on the Royal
Academy.

It will be ten years in November since I appeared before Dr.
(as he was then) MacKenzie for a private ¢xamination previous to
becoming enrolled a student at the Academy. He was kind then, and
to my surprise remembered me subsequently when he met me any-
where in that rambling interior aptly styled by Miss Jones a “Chinese
puzzle.” I experienced his kindness more than once afterward,
especially when he bade me use his name in writing to Dr. (now also
Sir) G. C. Martin, organist of St. Paul's, for tickets admitting my
mother and myself to the reserved portion of the cathedral on the
occasion of the rendering of Bach's St. Matthew Passion Music—
the favor of reserved seat tickets removing the necessity of going by
4 p. m. to hear a performance that would commence at 7.

' Mr. Banister was one of my teachers, and T can testify to the thor-
oughness of the instruction given there in cvery department. I
studied harmony and counterpoint later with Mr. Davenport, and prize
the recollection of an especial compliment given me by him with re-
gard to my work.

I endeavored to obtain a photograph of Dr. MacKenzie before
leaving London, but no good ones were to be had, so I shall prize
this portrait very highly. Yours truly,

CLARA KOONS.

JOHANN STRAUSS.
In the midst of creative activity, in earnest work on the ballet
“Aschenbrodel,” designed for the Vienna court opera, the pen
dropped from the hand of Johann Strauss. Although suffering for



rd
THINGS HERE AND THERE. 89

some time with asthmatic troubles he was seriously ill for only a few
days. An inflammation of the lungs brought his life to an end on
June 3d. Born October 25, 1825, Strauss was seventy-four years old
this year. In a suburb of Vienna, St. Ulrich’s quarter, was his cradle;
as the eldest of the three sons of Johann Strauss, Sr., he was ex-
pected to follow the will of his father and, like his brothers, choose
the calling of merchant or government official. His father would
not even hear of a musical career. Johann’s plans werc ecarly made
to educate himself thoroughly, but were only carried out after the
separation of his parents in 1843, when his mother was given full
charge of the sons. In the same year was written his first waltz,
greeted by Johann’'s father with the following drastic words: “That
fellow, Johann, will even now write waltzes when he hasn’t an idea in
fis head, and I, who am the first in my profession, have terrible trou-
ble to bring out anything new.” But the fellow, Johann, who was
compelled to support himself, increased the sorrows of his father by
organizing a band of his own and gave concerts at Dommayer, in
Hietzing, which were a great success. His first waltzes, “Die Gunst-
werber,” made a great hit, triumph followed triumph, which soon es-
tablished the reputation of the young Strauss. After the death of his
father (1849) he took the direction of his band, too. Some years later
he was called to be the musical director of the court balls. Extended
concert tours led him then, with his orchestra, to St. Petersburg,
where during the summers for many years he led the Pawlowsk con-
certs, going as far as Paris, England and America. In Vienna itself
.he appeared very seldom with his band, usually only when he had
new compositions to bring out, which occasions were always music
festivals for the city. In 1867 he directed for the last time the con-
certs of his orchestra in Vienna. It was the same year that his most
. famous waltzes, “On the Beautiful Blue Danube,” a sort of failure on
their first presentation—probably because of the foolish words—found
their unexampled popularity in Paris. At the beginning of 1870
Johann Strauss made a change which was an important one for his
future activities. Roused by the success of Offenbach in Vienna, and
encouraged by Offenbach himself, he turned to the operetta; theatri-
cal managers urged him to make the attempt. *Just try it; you can
probably do it even better than Offenbach,” said Treuman and Steiner
often to him. “Try it, go it, and make it,” was said on every side.
And he tried it, went it, and made the goal in his first operetta, which,
under the title “Indigo,” was presented February 10, 1871, at a Vienna
theater with great success for the music, but with less luck for the
libretto. Then, in 1873, followed “Carnival in Rome,” and a year
after the great hit “Die Fledermaus,” his masterwork, in text as well as
in music the best German operetta that we have. Among the fol-
lowing twelve operettas which appeared at intervals of one and two
years, “The Queen’s Lace Handkerchief” (1880), “The Merry War”
(1881), and especially “The Gypsy Baron” (1883), were accompanied
by lasting success. “The Ranger,” too, one of his last opercttas, won
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continued applause because of its graceful, singable and well-written
music. And how much musical becauty and worth his earlier oper-
cttas, “Cagliostro in Vienna,” *“Blindekuh,” “A Night in Venice” and
others contain, which would receive notice today if the text were
only a little more enjoyable. In opera Strauss made only one attempt.
He composed the “Ritter Pazman” (which was given for the first time
January 1, 1892), for the court opera house at Vienna. It disappeared
after a little time, and was not able to gain a foothold on any other
stage.  Brilliant ballet music is the only thing that could have saved
this comic opera whose libretto was so stilted that it did not suit
Strauss at all, and fitted it for the concert orchestra. All the objec-
tions would certainly have been removed, with the addition of a
veritable ballet, as he now composed for the Vienna court opera. Un-
fortunately he did not even complete it.  Only the first act is finished;
the rest must be finished as Scizzen by other hands. Strauss com-
posed everywhere, and quickly, for there were always unexpected
demands on his creative faculty. On the train, during his trips from
one concert to another, on the homeward ride from some noisy fes-
tival—cverywhere, and at any time, the unwearied one composed. A
finec showy waltz, the “Accelerationen,” he threw off in the early
dawn after a ball, upon a menu card, and it was given at the Teckniker
balle that very evening. The waltz “Nur fur Natur” from the “Merry
War” was written during a walk, on the edge of a hundred gulden
note. Margins of newspapers, cuffs, menu cards, served as music
paper, the pleasure ride or the mecting place of companions as places
for composition. He was an enthusiastic taroc player (taroc is a“
game of cards) and he spent many hours at this game. One con-
tinually met him with a long meerschaum pipe in which was placed
a glowing cigar, for he was an incessant smoker, and his cigars were
mostly the cheapest quality. Strauss spoke of age unwillingly and
preferred to avoid touching on this theme. Being in a company at one
time in which the age of a certain artist was asked, a lady knowing
this peculiarity of the master, answered “He is still a young man—
only sixty-five.” He was much disturbed on his last (seventy-third)
birthday, upon seeing the newspaper. “Some one has done a terrible
thing to me.” he said to a well-wisher on that occasion. “When I
awoke this morning and took up the newspaper I read that I was
seventy-three years old. That gave me a shock (‘Renner’), for when
one does not think all the year of how old he is, and then to have it
so impressed upon him!" Fame and success had not spoiled the
natural outspoken man in Strauss. He knew how to enjoy life, but
remained ever the modest, highly sympathetic, lovable companion in
everyday life. He received all his well-won distinctions thankfully.
His last great pleasure, only fourteen days before his death, was to
conduct the court orchestra in a production of the overture to the
“Fledermaus,” at a charitable exhibition. With a beaming face he
related at home the ovation he had received, and how proud it had
made him when Director Mahler had given him the thanks of the
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corporation in their presence. The overture also met with storms of
applause; it was the last time Strauss appeared before his Viennese—
a final farewell.

On the very day on which Strauss was accustomed to make his
yearly visit to Ischl they prepared him for his eternal rest. A tem-
porary grave on the Centralfriedhof received the mortal frame of the
master.

Later he will be laid in a more fitting tomb beside Johannes
Brahms, whose intimatc friend he was in life.

(Translated from the German in the “Signale” by Charlotte
Teller.)

MME. MARCHESI WRITES.

Wiesbaden, August 10, 1899.

After enduring tropical hcat which really was brain softening to
the whole of mankind we greet today the longed-for rainy day. It
soothes the tired nerves and gives to thirsty, sunburned nature new
freshness and life.

You have already heard that I held my yearly public examination
in the “*Salon Erard,” at Paris, and though I say it myself, it passed
off very well on June 3d.

Then on the 6th of July we went to Brussels, where I have been
for years a member of the women's “Jury du Chant,” at the Royal
Conservatory. The examinations were particularly brilliant this year
and reflected new glory on the two singing teachers, Mme Cornelis-
Servais and Mdlle. Warnots. Pity it is that the latter inclines more
to the modern Wagnerian method than to the *“Bel canto.”

You have no idea how many young women come to me in Paris
to get advice in reference to their weary, often ruined, voices. Many
can be saved by careful handling, others are totally lost to art. There
are many tears to be dried. This examination, too, gives me an
opportunity to see the distorted and foolish methods of the modern
singing teacher. Pity, too, that the new school of young composers
for the female voice have no idea of the limitations of the vocal organ
and by the difficulties to be overcome, and so hasten its ruin.

I closed my school on the 1s5th of July, and a day later sat on
the banks of the Rhine at Cologne and thought of the time when I
taught in a gloomy, rickety old conservatory there. It is thirty-one
years since I left the holy city on the Rhine to follow the second call
that had come to me from Vienna, and where a short time after my
arrival a great and beautiful conscrvatory was dedicated. In the
provincial, fortress-bound, contracted town that Cologne then was,
life was truly devoid of inspiration; without Ferdinand Hiller, a great
man and inspired musician (at that time director of the conserva-
tories there), I could not have endured it.

Cologne has today become almost a great city; whether life there
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is richer and more interesting, and men more poetical and progres-
sive, c’est la question!

The Rhine trip from Cologne to Mayence always awakens new
raptures. In the railway carriages we found many new comforts of
which people in many lands have no conception. We laughed

- heartily when we read the notice in the “cabinet de toilette”: “In this
wash room is a machine, where for ten pfennige in the slot one can
have towels, soap and so forth.” And on a door in the Frankfort
station we read, “Wash room free for poor people.” This benevolent
improvement is worthy of imitation. During my stay in this town I
endeavored to acquire a knowledge of “Neu Deutsch,” but my head
is too thick! Notices in railway stations read now: ‘‘Bahnsteig-
karten,” “Buergersteig,” “verpflichtet,” *‘Auskunftei,” “Bucherei,” in-
stead of the French words formerly used. It will be very difficult for
many Germans who have absorbed French words into their vocabu-
lary to make the change. Fortunately the menu cards (they call them
“Speisefolge” today)y were free from this change.

It was too hot for me to visit the Frankfort Opera, I regret to
say. Experienced musicians hold that it did not come up to the
Wiesbaden Opera, and that its glory has departed since the death of
its distinguished conductor, Otto Dessoff. I did not miss the oppor-
tunity, however, of going to the modest room under the Historical-
Musical Muscum to wish success to my young friend, Fr. Nicolas
Manskopf, who has just received from France the honorable distinc-
tion of the title of “Officier d'Academie.” Among the great number
of musical writings, and in the publications of Harmony, are to be
found musical monographs of Joseph Haydn, Carl Maria von Weber,
Saint-Saens, Lortzing, and so on. Frankfort may well be proud of
her private muscum. Eisenach has possessed for some time her
Richard Wagner Museum; Weimar has Liszt Muscum; Leipsic the
musical museum of Paul de Witt, and the important Peters Musical
Library; Bonn on the Rhine her Beethoven Haus; Vienna her Haydn
Museum; Salzburg her Mozartcum; but Frankfort has in a much
shorter time than the abovc-mentioned cities attracted to herself a
very considerable home and foreign collection. Of the richness of
this most exhaustive collection, embracing over ten thousand num-
bers, I saw but a part and can not therefore give a comprehensive
account. What a quantity of treasures are contained thercin! 1 saw
a MS. of Franz Tunders (born 1614, died 1667), one of the greatest
organ players of his time, and of his father-in-law, Dietrich Buxte-
hude (1639-1701), to whom Joh. Seb. Bach traveled on foot from
Arnstadt to Lubeck to hear him and learn of him.

Also George Phillip Telemann, the contemporary of J. S. Bach
and the honored capelmeister of the Barfussler and Katherinenkirche
at Frankfort. Also documents and writings of George Friedrich
Handel and his family. And there were countless priceless relics of
Beethoven; an oil painting of Albrechtberger's, the teacher of the
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great tone hero; also MSS. of Weber, Spohr, Peter Cornelius, Robert
Schumann, Richard Wagner, and many more.
* * * * * * * * *

We went from Frankfort to Wiesbaden, where my husband had to
take the cure. I had not visited this beautiful spot for many years
and was astonished at the remarkable devclopment of the city and
vicinity. We stayed at the newly built Hotel Kaiszerhof, where there
is every conceivable comfort.

From our balcony we have a ravishing view of the hills which
surround Wiesbaden and of the chain of Taunus Mountains. There
is at present no other entertainment than the pump-room, which we,
however, do not visit. One has leisure enough to count the children
of men who go hobbling by mornings and evenings, for the concert
hall and the theater are for the time closed. Last yecar one of my
pupils, Miss Mary Home, sang at the opera here with great success.
For the coming season the mezzo-soprano, Gisella Staudigl-Hopp-
meyer, is engaged; she is as well known in Germany as in America.
She was one of my pupils, trained at the Vienna Conservatory. Only
once have I heard singing here. The Baroness von Steibnitz, one of
my favorite Paris pupils (concert-singer), accompanied by her father,
Herr L. Schlesinger, sang for me some new songs of his with her
pretty sweet voice. My daughter, Blanche Marchesi, is at present in
Carlsbad to recuperate after her very successful, though tiring, winter
voncert tour in America and her cqually wearying summer season in
London. At the beginning of September she goes back to England,
where numerous engagements await her and where she will take part
with other soloists at the Halle and Hans Richter Concerts.

You have probably read that Patti spent some tiine at the Cure at
Homburg. The critics and the gossipy old women have been rather
hard on her—they don’t like the latest color of her hair! But do not
countless girls and women dye their hair?> They find her too “ele-
gant”"—pure envy on the part of those who cannot buy beautiful Paris
toilettes. They criticise her third marriage with a tall, strong young
man—despair of the old maids, who to-day still sigh for their first
one. They count her years because she has not yet given up public
appearance—sharp reproach of younger artists who through scream-
ing have, after the career of a few ycars, lost their voices. For years
Patti has enraptured the whole world by the beauty of her voice, and
now one ought to remember her wonderful performances instead of
sharply criticising her.

My former pupil and friend, Nellic Melba, is taking a rest in her
villa on the Thames; she has gathered several of her friends with her.
I would have gladly accepted her invitation had not duty called me
to Paris, where I open my school, as I always do, on the first of
September. Melba has given up her engagements for this year in
America and will undertake a tour through Germany, Austria and
Russia. According to letters from Meclbourne, they are thinking of
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erecting a monument to their so-called Australian nightingale. Fifty
years ago March of this yecar it was that I gave a farewell concert
after finishing my studies with Garcia; and as the beginning of my
artistic career we went to London. I would gladly have celebrated
my fiftieth year's jubilee if I had not been sick. I will hold the
celebration in October, as it was on October 26, 1849, that, coming
from London, I gave a concert in my native town, Frankfort, A. M,
in order—as I say in my little book, entitled **Aus Meinem Leben”—
to bear witness of my talent before friends and relatives, cousins and
aunts.

Now, my dear friend, I have talked long c¢nough, and my pen
nearly falls from my hand. Farewecll. As always, your old friend,

MATHILDE MARCHESI.
(From the German in the Leipsic Signale, by Charlotte Teller.)

SYMPHONY CONCERTS.

The Indianapolis Symphony Orchestra, Karl Schneider conductor.
Hugh McGibeny, concertmaster, begins its scason November 3, with
the following programme:

Symphony in C minor, Op. 5................... Niels W. Gade
Moderato con moto, Allegro energico.
Scherzo.
Andantino grazioso.
Finale, Molto allegro.

Overture to “Ronslance et Ludmilla™. ............. M. J. Glinka
Aria, “Joan of Arc”... ... . Tschaikowsky
Katherine Bloodgood.

Allegro from the Concerte pour Violon. ... ..., Paganini

Hugh McGibeny.
Songs (Katherine Bloodgood)—
Kamarinskaja ............oo i M. J. Glinka
Scenes de Ballet, op. 52, N. 3. A. Glazounow
Three concerts have thus far been arranged for, the second on
February 6th, when the principal works will be a Schumann Symphony
and a Tschaikowsky suite. Frances Saville, ~oprano, has been engaged
as soloist for this concert.
At the third concert, March 19, Elsa Ruegger will be heard, the
features of the orchestra’s work for that concert not having been yet
quite determined.

The orchestra numbers sixty players.
R. B. M'KEL, Manager.
FACULTY CONCERT OF THE CHICAGO MUSICAL
COLLEGE.
A faculty concert composed of original compositions by the mu-
sicians themselves is an event of such interest as to be worthy of
special mention, and the writer regrets not having heard of it.  Such
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a one took place in Recital Hall of the Chicago Musical College,
October 7, 1899, with a programme which opened with a Fantasie
Sonata by Dr. Louis Falk. This was followed by the “Rough-Rider”
Song by Mr. Arthur Buzzi-Peccia, and this by two piano pieces and
two violin pieces, all by Mr. Felix Borowski. There were also two
songs by Mr. Louis Campbell-Tipton, the former Leipsic corre-
spondent of MUSIC, who is mow teaching composition in the Musical
College, and the whole concluded with a “Torchlight March,” com-
posed by Dr. Louis Falk. As was remarked of old, “By their works
ye shall know them.” . s . M.

MR. LUCCHESI CORRECTS.

To the Editor: As I see that you have kindly quoted my observa-
tions about Andante and Andantino, in your last intercsting issue of
MUSIC, I take the liberty to send you another paragraph I wrote in
the “Wasp” about Dr. Hanchett's terminology. By the way, sup-
posing you will make an allusion also to my further comments of the
doctor’s terminology, solicited by a Chicago gentleman, please cor-
rect the error that I write in the “Town Talk.” I am the critic of
the “Wasp” for the last five years, and I never had any connection
with the “Town Talk.”

With kindest regards, believe, dear sir, sincerely yours,

RICHARD A. LUCCHESI.

(From the Wasp.)

A correspondent from Chicago writes to me wondering why I did
not take to task all the article on “terminology,” by Dr. Hanchett,
which appeared in the last number of MUSIC, but limited by criticism
to the andante and andantino. To speak plainly, want of space limited
my criticism. Today I shall endeavor to open entirely the Pandora
box of these terminologic curios. I will remark also that the ob-
servation made by the Doctor concerning Lo stesso movimento, his
“atrocious attack on the truly inoffensive little slur mark (legato
mark), his unwarranted and inexplicable proposal to substitute the
term Mozarta for that of Sonata, manufactured on a very narrow
historical soil, shows only an “atrocious” conception of musical
terminology. None of the Doctor’s three suppositions concerning
Lo stesso movimento is correct. It mercly means that when a com-
poser wishes to alter the rhythm of the piece in construction without
changing its speed—for instance, from 2-4 to 6-8—he will simply add
the expression Lo stesso movimento, which means follow the same
movement as before. Surecly there is no “mire of ambiguity” about
this. The Doctor goes on making much ado about common time. It
is such a common expression, so well known by all the schoolgirls,
that it seems waste of time to enter into further discussion. If the
Doctor would converse with some violinists before suppressing the
“atrocious slur,” he would surely modify his atrocious ideas about it.
If, before giving himself the amusement of “coining a new term” ta
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substitute for the word Sonata, he would refresh his menory by read-
ing over a good treatisc on musical history, he would probably be
scared out of the queer job by the sarcastic grimaces of Biber, Corelli,
Kuhman, Bach, Mattheson, Scarlatti, Durante, Leo, Martini, Haydn,

Mozart, Clementi and Beethoven.
RICHARD A. LUCCHESI

MUSIC IN PITTSBURG.

The engagement of the Damrosch orchestra at the Pittsburg city
fair closed October 14th, the interest awakened having been not alto-
gether as great as was expected. Two kinds of concerts have been
given: One early in the day, of popular selections; the other at
4 in the afternoon, of more solid selections. It is gratifying to note
that the latter have been much better attended, and, in my opinion,
much better played, and so more worthy of attention. The playing
generally has not been up to the standard of first-class work; but for
this perhaps we might lay a part of the blame upon the situation.
Fancy playing a fine selection before an audience which is continually
upon the move, walking about, talking, and doing cverything but
paying attention to the music. No wonder that the musicians got
careless, and that even Mr. Damrosch failed to care whether he secured
fine results or not. On the whole I found the ensemble of the orches-
tra good, and there are some good solo players among the men. As
for the interpretations, they semed to me over-sentimental and at the
same time wanting in refinement of detail.

One of our most popular musical advantages here is the organ
playing of the celebrated English master, Mr. Frederick Archer. This
gentleman is paid a salary to play two free organ concerts every week
upon the large organ in Carnegie hall. The programmes are varied, and
it must be a great labor to keep up so important and taxing a reper-
tory. The following, for instance, is the list of the last concert I hap-
pened to hear before the present writing:

Introduction and fugue in E (new), . Bernard.

Reveric Religicuse, on a theme by A, Adam, W. T. Best.

“Elegy” (new), E. H. Lemare.

“Entree Pontificale” (new), E. Bossi.

“Festive March,” II. Smart.

Fantasia from “Massanicllo,” Archer.

“Album Leaf” (new), H. Schloltz.

“Reve d’Amour” (new), N. Van Westerhout.

“Caprice Boheme,” Rubinstein.

Overture to “Ia Cenerentolo,” Rossini.

Throughout this program the playing was very pleasing and
sure of touch. What I liked perhaps best of all was the rhythmic
precision, a quality which, although belonging to the very life of
music, is too often wanting in organ playing. In the fugue, at the
beginning, he was not so successful as in all the other picces.
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These concerts are very largely attended, and, if one may judge
from the applause, are much liked. The audience has some of the
well-known peculiaritiecs of popular audiences surrounding their
favorite. Certain selections they clamor for over and over again,
and Mr. Archer, after coming back and bowing a discreet number
of times, is forced to respond—which he does graciously. In appear-

-ance he is a magnificent spccimen of the typical English gentleman—
tall, slightly stooping, and of commanding presence. He is certainly
a master in his department, and there are few to deny it.

In the more popular numbers of this programme there were some
beautiful effects. Particularly in the “Dream of l.ove” by ILemare,
and in the caprice, in the light and shade of which one thought of all
sorts of sunset afterglows in summer. The bill of the concert contains
short analyses of the principal pieces, which added much to the value
of the concert to students.

The symphony concerts have not yet begun. Mr. Herbert has been
at work all summer on two new operas, which will be brought out
in New York, at two different houses, at about the same time. I had
the pleasure of an introduction to Mrs. Victor Herbert a day or two
ago. Mrs. Herbert is herself a singer, a German, with all the sim-
plicity and seriousness that this implies. As you probably know, she
was formerly a singer in German grand opera. '

“Yes, indeed,” she said, “it takes a long time to develop a voice—
three or four years, and sometimes more, according to whether the
voice comes naturally forward. But the only way to do it is to stick
to the voice building until you have mastered it. Then artistic singing
must take its turn, and if one is naturally musical one can learn to sing
well in a short time—in a year or two. Then a singer is well armed
and prepared for the voice battle.”

The pet of the Herbert houschold is a little Miss Herbert, who
is now about eight years of age, and very musical. She sings and
acts all her father’s operas, and it is told of her that upon one occasion,
when turning over the music of the score of the “Serenade,” she
got by mistake the “Valkyrie” instead. “Oh, dear,” said she; “there
is that horrid ‘Valkyrie’ that Mr. Wagner wrote.

Your Detroit friend, Mr. John Dennis Mehan, is being received
here with great distinction. You know he is the head of the vocal
department of the Pittsburg conservatory. His time is well filled, and
so many professional singers have been coming to him this summer
that the musical public is quite ready here to receive him for what he
is, a master indeed.

The symphony concerts will begin before my next. F. D.

CHICAGO MENDELSSOHN CLUB.
The Chicago Mendelssohn Club, composed of sixty male voices,
under the direction of Mr. Harrison Wild, has planned three concerts
for the present season, with the following selections:
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PROGRAMME I, NOV. 3o.

Soloists: Mme. Josephine Jacoby, Mr. Charles W. Clark.
“Strike, Strike the Lyre,” Cooke.
“Winter Wraps His Grimmest Spell,” MacDowell.
“Laughing,” Abt.
“The Farewell of Hiawatha,” Arthur Foote.
Baritone solo, Mr. Clark.
“Annie Laurie,” harmonized by Buck.
“Antoinette,” Mair.
“Serenade,” Shepperd.
“Sailors’ Song,” Mosenthal.
PROGRAMME II., FEB. 8, 1900.
Soloists: Mr. David Bispham, Mr. Emil Liebling.
Festival overture, choral ending, Recinecke.
“Love and Time,” Thorne.
“Rose and Gardner,” Thorne.
“Original Compositions for the Club,” Goldbeck.
“Columbus,” Buck.

PROGRAM III.,, APRIL 19.
Soloists: Miss Charlotte Maconda, Mr. L. Kramer.
“Martial Hymn,” Gomez. )
“The Cossack,” Moniuszko.
“Dreaming,” Gilchrist.
“From the Sea,” MacDowell.
“Carnival,” Saint-Saens.
“Only a Kiss,” Brueschweiler.
“A Tailor Once A-Wooing Went,” Reinecke.
“The Hoarse Singers,” Genee.
“Love’s Bliss,” Dregert.
“The Grave in the Busento,” Gernsheim.

THE BACH SINGERS OF NEW YORK.

The prospectus has been received of a new socicty, to be called
“The Bach Singers of New York,” devoted to the study of Bach, com-
posed of twenty or more professional solo singers and such instru-
mentalists as may be nceded by the works taken up for study. The
financial backing is sought for in subscriptions of $350 cach per year;
and the musical director will be Mr. Theodore Bjorksten, who is a
devoted Bach student. The immediate incitation to the present organi-
zation scems to have been a concert by a chorus of young singers,
under Mr. Bjorksten's direction, which gave some cxamples of this
form of high art, concerning which the great majority of musicians,
no less than laymen, are practically ignorant. Among the lcaders of
this highly commendable enterprise are several society people and
some of the musical critics; the secrectary of the socicty is Mr. C. B.
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Chilton, cditor of the Acolian Quarterly, and practically musical editor
of the Aeolian adaptations. A society of this kind ought to exist in
every considerable American city.

Concerning the importance of this enterprise upon the artistic
side, the prospectus has the following:

“In spite of this profuse admiration from musicians, Bach is the
least known of great composers. This can only be atcounted for by
the fact that his works are so little played, the reason being that of
all musical works they are the most difficult of execution and inter-
pretation. A summary of them shows a profusion of vocal and instru-
mental treasures truly unrivaled, the bulk of which are entirely un-
known. .There are upwards of two hundred sacred cantatas for every
Sunday and holy day in the yecar; a large number of cantatas for spe-
cial occasions, chiefly dramatic chamber music with song (solo), for
weddings, birthdays, funerals, jubilees and festivities of all kinds, viz.:
‘The Coffee Cantata,” ‘Phoebus and Pan,” ‘The Peasant’s Cantata,’
chorales, masses, mottets, oratorios, passion settings, songs, and a
host of instrumental pieces for solo instrument and combinations of
instruments in an unparalleled wealth of musical forms. In short, a
veritable world of music—‘Artistic possessions,’ says Parry, ‘which are
likely to remain the sacred books of musicians who have any real
musical sense as long as the present system of music endures.””

THE WORCESTER FESTIVAL.

The Worcester (Mass.) Musical Festival took place Sept.
25-29, under the general conducting of Mr. George W. Chadwick, the
composer, assisted by Mr. Franz Kneisel of the Boston Orchestra.
The important works given were “The Creation,” by Haydn; a cantata,
“King of Trojan,” by H. W. Parker; the “Lily Nymph,” by George
W. Chadwick, and the Berlioz ““Damnation of Faust.” The remaining
programmes were miscellaneous in character, by such artists as Mme.
Sembrich, Mrs. Bloodgood. soprano, Mr. Evan Williams, Mr.
George Hamlin, Gwylin Miles, etc. The programme book contains
the words of the choral works and notes on all the instrumental
works, together with portraits of the artists. It makes a handsome
pamphlet of nincty-eight pages. The festival is said to have been a
success financially, and from a musical standpoint the present is gen-
erally believed.to have surpassed all the former ones of the forty-two
years' festivals of this kind that have been established in Worcester.
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Sept. 28th a new violinist was introduced to a select audience
in University Hall, Chicago—Mr. Herbert Butler, a pupil of Joachim.
Among his numbers were the Wieniawski polonaise in E, the Bach
chaconne and the violin concerto in B minor by Saint-Saens. In the
latter his tone was not so large as sometimes heard, but the chaconne
he played remarkably well, showing the thorough schooling he has
had. With a few more ycars he will probably acquire more repose.
The pianist of the occasion was Mr. Arne Oldberg, who, in addition
to accompanying Mr. Butler in the Grieg sonata in C minor, played
also a number of brilliant selections on his own account.

x X X

Among the newcomers in Chicago is Miss Marie Sebache, a very
talented young Danish pianist, who has also been a pupil of Leschitiz-
ky. Miss Scbache is open for engagements in recitals and concerts.
She is an accomplished and intelligent player.

* ok %

Among the vocal teachers in New York at present one sees the
name of Dudley Buck, Jr. Mr. Buck is a son of the celebrated com-
poser and organist, who, after eight ycars abroad, has now opened a
studio in Carnegie Hall. Mr. Buck's advantages have been five
consecutive years of instruction under Vannucinni of Florence, and
Randegger and William Shakespeare of london, supplemented by
three years’ practical experience upon the grand opera, oratorio and
concert stage.

*x oz X

The well-known organist and contributor to MUSIC, Mr. T. Carl
Whitmer, has lately taken the position of head of the music depart-
ment of Stephens College, Columbia, Mo., where he will undoubtedly
be heard from later on in a very creditable way.

* * *

Mr. Maurice Aronson gave a lecture recital in Recital Hall in the
Auditorium Oct. 17th upon “The Unknown Chopin.”” His illustrative
programme consisted of three of the Studies, the Polonaise in E flat
minor, Mazurka in F sharp minor, Berceuse, op. 57, Impromiptu in
F sharp minor, and Ballade in G minor. In the lecture he gave a
running commentary upon the range of Chopin’s compositions.

* * *

In connection with Northwestern University at Evanston a concert
was given Oct. 12th by Mrs. George A. Coe and Mr. William A.
Knapp of the violin department. Together they played the Kreutzer
Sonata by Beethoven, and Mr. Knapp played an air by Vieuxtemps,
and Mr. Arne Oldberg played a suite of his own for the piano.
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Mr. Emil Liebling played in Kimball Hall, Oct. 14th, a programme
mostly composed of familiar sclections for the benefit of his younger
pupils. Beginning with a prelude by MacDowell; he followed with
the sonata op. 39 by Weber, “Caprice” by Mendelssohn, air and
variations from the Beethoven Sonata op. 26, the *“First Novelette” of
Schumann, a nocturne and scherzo by Chopin, “Spring's Approach”
by Sinding, and an intermezzo by Richard Strauss. Mr. Liebling has
also played several recitals in Milwaukee lately.

* *x X

Mr. Henry D. Sleeper, formerly from Madison, Wis., is now
organist and choir master in the Union Church at Worcester, Mass.
He has a choir of about forty voices and a modern organ. The pro-
grammes of the services are models of elegance.

x * %

In the Lewiston Journal of Oct. 14th is found a story purporting
to have been told by one of the orchestral musicians of Marcella
Sembrich’s first appearance in Germany, at the age of not more than
sixteen. According to this story, she played first the Chopin Concerto
upon the piano, and at the second appearance-one of Dec Beriot's
violin concertos, and at the third thc brilliant air from “Traviata.”
The story may be true as told, but in all probability it is not; because,
according to the recollections of the present writer, Mme. Sembrich
was first educated as a pianist. When she had reached a considerable
proficiency her attention was called to the violin (or the order of
the two instruments may have been reversed), but the voice was not
discovered until still later. She made many appcarances, no doubt,
in Germany as pianist and violinist, and possibly also as vocalist, but
hardly at so early an age as here represented. At the celebrated benefit
of Manager Abbey, at the close of the disastrous opera season of 1884,
Mme. Sembrich made three appearances in the manner here narrated;
her first selection being the Chopin E minor concerto, her second
Mendelssohn’s violin concerto, and her third Proch’s air and varia-
tions. At all events, the celebrated prima donna is one of the most
gifted musical people now upon the stage.

x X x

Mr. Franklin L. Stead gave an organ recital at Jacksonville, Til.,
Oct. 10th, with a programme containing the following selections:
Chromatic fantasie in A minor by Thiele, Sonata Pontificale by Lem-
mens, “Benediction Nuptiale” by Hollins, toccata in G by Duboise,
fugue in D major and “Marche Funebre et Chant Seraphique” by Guil-
mant, “The Question and the Answer” by Wolstenholme, pastorale
in G by Wachs, and the march and chorus from “Tannhauser,” Wag-
ner-Adams.

x X X%

Mr. Glenn Dillard Gunn has lately accepted the position of director
of music at the Judson Female Institute at Marion, Ala. This famous
old school was founded as long ago as 1839, and for many years
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before the war was one of the foremost educational institutions of
the South. In 1864 the editor of MUSIC was at the head of the
music department, the number of music pupils rcaching well on
towards two hundred. The addition of an artist of Mr. Gunn's tem-
perament and qualifications to the musical educational forces of the
South is a very important one, and it cannot but be advantageous to
the standard of music in that vicinity.

* x %

Miss Ethel A. Stone. Faclten Pianoforte School class of 98, has
been cngaged as principal teacher of pianoforte for Craggencroft, a
prominent ladies’ school in Duluth, Minn. She will introduce there
the Faclten fundamental training system, in which she has been a

successful teacher at her alma mater during the past season.
*x X X

Among the many programmes of pupils’ recitals reaching this office
some very charming ones have come from Miss Carrie Delle Hosmer
of Orange, Mass. The most advanced of these only reach the fifth
grade, so that in the line of musical importance there is very little
to be said of them. It is interesting, however, to note the large num-
ber of pupils brought out and the variety of the pieces in which they
appear, and, according to accounts received, the very excellent relia-
bility observed in the playing.

*x X X

The Dbronze statue of Beethoven which formerly stood in front
of the organ in Boston Music Hall has been removed to the Public Li-
brary in Boston. A Boston paper has the following account of the
history of this statue:

The famous bronze statue was made by one of America's foremost
sculptors, Thomas Crawford, who designed the famous bronze doors
in the Capitol at Washington.

Mr. Perkins bought and presented this statue of Beethoven to
Music Hall soon after the great organ was put in place, in 1863.

Mr. Perkins was one of the original owners of the Music Hall
building.

As Music Hall has been sold. and is to be torn down, and as the
old Music Hall Association has dissolved, the statue has become the
property of the Handel and Haydn Society, and as that society had
wanted to place it opposite the statue of Sir Henry Vane, but as that
would require about $500 for a pedestal to match in artistic value
that of the Vane statue, they accepted thie next best place, one of
the niches in the main corridor.

*x k%

Speaking of MacDowell, Mr. Mason once said to the cditor of
MUSIC: “He is intensely musical, as it appecars to me. His har-
monic and thematic development in composition is wonderful, mas-
terly and cffective. His melodic faculty—that is, taking Schubert for
a model and illustration—is not so strongly marked. However, he
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has fine melodic ability. In this particular Prof. Parker (of Yale)
seecms to be the most prominent American example thus far.”
x X X

From New York comes news of the death of Mr. Julius E. Meyer,
a very eminent teacher of singing. Mr. Meyer (born at Altenburg,
Germany, Sept. 15, 1822, died Sept. 17, 1899) became one of the first
three pupils of the Leipsic Conservatory when it was established by
Mendelssohn. He played many instruments, the violin being his
favorite, and for seven years was concertmeister at the Gewandhaus.
He also distinguished himself as a singer, while still at the head of
the Gewandhaus, and frequently sustained baritone solos in important
works. He was an intimate friend of Mendelssohn, Hauptmann,
David, and all the celebrated worthies of the Mendelssohnian regime
at Leipsic. He came to America from choice, and immediately built
up a splendid clientele in New York, where he has ever since resided.
He twice declined the chair of singing in the Leipsic Conservatory
because he preferred to remain in America. He was a highly culti-
vated man and a great master. His loss will be mourned by hundreds

of pupils.
*x *x x

They do things well at Oberlin. The third artist recital of the
present series will be given Nov. 7th by the Pittsburg-Carnegie Or-
chestra, under the direction of Mr. Victor Herbert, this being one
of the only three concerts permitted this orchestra outside of Pittsburg
in any one year. The fourth, Nov. 12th, will be a recital by the world-
renowned pianist, Mr. Rafael Joseffy.

*x X X

Two recitals by Mr. Joseffy are promised for Chicago ecarly in

January. He will be heard with the greatest possible intcrest.
*x *x X

The first artist recital of the present scries at Oberlin was a
violin and piano recital by Miss Lotte Demuth, a very talented
violinist brought up at Oberlin, where her father is a teacher, and
advanced some years at Leipsic. She played the Bruch concerto in
G minor and a variety of lesser pieces.



ADVICE TO A YOUNGSTER.

Immediately upon receiving the letier from an inexperienced young
teacher, a few weeks ago, the following questions were sent out to
several experienced hands, and the following answers have been re-
ceived. The questions were these:

A young man just from college, without any normal training, has
taken a position as supervisor of music in a small town where they
have seventeen rooms below the high school, and are using, he says,
the Natural Primer in all the grades. including the high school. They
have the Ideal Charts in grades onc to four. He has asked me for
some special directions on the following points:

1. What ought I to do about the position of the children’s hands
while sitting singing? <

2. Can you give me some actual copies of directions given to
teachers by musical directors in just such positions as this?

3. What would you say ahout getting third-grade children to
copying music in blank books of their own?

4. Have you any directions or suggestions to give in regard to
arranging programmecs for public performance in the high school and
in the seventh and eighth grades?

FROM MISS JULIA E. CRANE.
Pottsdam, N. Y., Oct. 10, 1899.
To the Editor:

The young man you describe is certainly in a trying position, and
yet, situated as T am, I hear all too oiten of such lack of fitness for
the work in hand. T should think it would be enough to kill any
school to have a Music Primer in the High School, although that is
not quite so serious a difficulty as to have the High School Music
Reader in a High School when the said school is entirely unable to
read music, still T suppose the young man wants to know what to do
with things just as they arc and [ will answer the questions that he has
asked as carefully as I can.

Q. What ought I to do about the position of the children's hands
while sitting singing?

A. In the first place T should never speak of the children's hands
unless those hands were in mischief, and then 1 should deal with the
individual hands. Some teachers require that the hands be clasped
together and that the two hands rest upon the desk in front. I never

Va3
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ask for such strict position, but only that the children sit erect and
give me their whole attention, then there is very little trouble with
hands or feet.

Q. Can you give me some actual copies of directions given to
teachers by musical directors in such position as this?

A. I send with this a copy of my Music Teacher’s Manual, con-
taining those directions which I give to all my teachers. You may
send him the manual or copy any such directions as you wish for the
article you mean to publish. You will find general directions from
page 68 to 74. Special plans for teaching First Year’s Work on page
28to 35. Special work in Pitch from page 36 to 45. Special work in
Rhythm from page 45 to 50. Special work in Theory from 50 to 67,
and then again from 84 to 96. A course of study as we have in our
school from page 75 to 83. Special instructions in Rote Singing page
13 to 19.

Q. What would you say to setting third-grade children to copy
music in blank books of their own?

A. I should say it was a foolish waste of time. The only written
work which children need in the third grade is that which will help
them to see more accurately the symbols they use in the music they
are reading. As the music at this time is simple, the written work
should occupy a very small portion of the time. In classes which have
been well trained and are ready for ear tests, dictation exercises which
the teacher sings and the children write are valuable, but this work
can not be done until a good foundation has been laid in the first and
second grades. In some schools children of the third grade are able
to write simple melodies, this too is valuable if the preliminary prep-
aration has been properly laid.

Q. Have you any directions or suggestions to give in regard to
arranging programmes for the High School, and in the seventh and
eighth grades?

A. In a High School where pupils do not read notes the music
which is sung in public must be taught by rote. My direction would
be: Select only good music, but choose songs which are bright rather
than somber, and present them to the class the first time in as finished
and artistic manner as possible. Even songs of two and three parts
may be taught by rote if the teacher has suflicient patience and ability,
but I have little sympathy with the public work which is done merely
for show. I should see that when work is first being introduced in
any High School, it is wise to teach something which gives practical
and useful knowledge of music before making any attempt to do public
work, as the time devoted to music is very short, and it seems better
to omit all things done for mere show, when that work if done would
‘mean the crowding out of more practical things.

I realize that in giving such a direction as this, T might myself
be placed under circumstances where I should feel it necessary to call
the attention of the public to the music done in the school, and it has
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been said that there are towns in which real progress in the knowledge
of good music and its artistic interpretation would not interest the
people. "If it were, however, my misfortune to be placed in such a
town I might be led to do some things which I have never had to
do, and which I hope never to have to do. in the way of dealing out
amusing entertainments, provided at the expense of valuable time
which could be much better spent by both teacher and pupils in other
kind of work.

I always feel that such general answers to questions are of little
value. A teacher in the position mentioned needs study and expe-
rience. There is no royal road to becoming a good music teacher,
there is no possibility of reaching this most desirable height through
the labor of other people—one must lecarn and work, must strive
and suffer—must meet the practical questions day by day and conquer
them. Yours very truly,

Dictated. JULIA E. CRANE.

FROM MISS MARY REID PIERCE.

American Book Company, Chicago, Oct. 7, 1899.
Dear Mr. Mathews:

The young man of whom you write scems to be in great difficulty
over some very small points. I wonder what he will do when some
of the larger problems present themselves?

I would advise him to visit some school where there is a first-class
tecacher so that he could see how the thing is really done. In answer
to his first inquiry I would say, that children in singing should have
an erect, natural and easy position with hands in the laps or resting
lightly on the edge of the desks. I enclose some copies of directions
which you may usc or not as vou sce fit. This in answer to his second
question. For the third in regard to having third-grade children copy
music in blank books I would say that there is a certain value no doubt
in having pupils do some written work. T should hesitate about tak-
ing such time for it in the third grade. as it scems to me the time is
better spent there in singing than in writing.

Suggestions in regard to programmes for public performances are
almost impossible without knowing something about the ability of the
pupils. Speaking in a general way I should think it would be best
not to attempt very much while the teacher has had <o little experience.
He ought, however, to be able to drill them in a few bright, attractive
choruses, which will make a good impression upon the public.

If this is of any value to you, I assure you you are very welcome
to it. MARY REID PIERCE.

GENERAL DIRECTIONS.

First—The tcaching of music is based upon the same principles
that govern the teaching of reading. The order is. first the musical
idea, then its representation in musical notation, and lastly, the calling
up of the idea by its representation as found in exercises and songs.
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Second—In all singing exercises the tones should be flexible, en-
tirely free from harsh nasal sounds, and not too loud. The movement
should be free and light, with marked but not excessive accents. The
exercise should be spirited. The position of the body erect, natural and
easy.

Third—The general order of the presentation of work in the music
lesson should be as follows:

1. Vocal drill. .
(a) Drill on modulators and vocal drill exercises, pre-
sented in the charts and books.
(b) Oral dictation.

2. General chart drill.

3. Presentation of the new idea from the chart.

4. The application of the idca in exercises and songs.
5. Written dictation exercises. (Primer, p. 52.)

Fourth—The reviews found in each chart and the exercises and
songs in the book are a test of the work done. In case of failure do
not repeat the exercise, return to the chart where the idea, which the
child has not mastered was presented, and drill from chart. Pass on
to the next exercise, as every idea is presented many times. Push the
work forward vigorously.

Fifth—Any drill exercise is worthless which does not command the
entire attention and the best efforts of every pupil in the class.

Sixth—Teachers must follow closely the different lines of work in
tone drill, diatonics, rhythmics, two-part exerciscs, chromatics, minors
and written dictation. The charts and the books must be used. The
new idea is best presented from the chart, as it enables the teacher
to focus the attention of every pupil on the same thing at the same
time. The application of the idea in exercises and songs not only
tests the pupil’s mastery of it but gives him further practice.

Seventh—Directions at the foot of each page of the chart at the
beginning of each book, and dircctly before the presentations of new
work in the books, must be thoroughly mastered and followed. Ref-
erences in the books to exercises on the charts must be carefully ob-
served.

Eighth—Teachers will find definitions in the books. A child should
not be asked to define a term until he knows the term and its use.

Ninth—Remember, the child learns to sing by singing, and very
little time should be given to talking. Do not spend too much time
in teaching definitions or in giving explanations and dircctions. Sing!

Grade 1—Rote Singing and Chart A.

Rote singing should be continued throughout this grade. Begin-
ning in the latter part of the year the scale should be taught as a mel-
ody, using syllables. When the scale has been well learned its repre-
sentation should be given to the children as found in Chart A. Next
should be given the exercises in consccutive tones. The scale should
be practiced in double time, sce page 5. The new ideas-bar, measure,
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beat and accent, are presented in the following exercises. Then follows
the study of the individual tones 8, 1, 7, 5 and 4, interspersed with the
exercises in time. Follow the order given in the chart.

FROM MR. P. C. HAYDEN, QUINCY, ILL.
Quincy, Oct. 9, 1899.

Yours at hand and I cheerfully send you a prompt reply.

First—If the schools referred to have not had regular instruction
in music, the best thing to do is to start the primer in all grades. The
higher grades should finish it in a few weeks and then take up the
First Reader. The cighth grade and High School might get into the
Sccond Reader this first ycar. This supposes daily practice.

Second—If children are singing from charts and not marking time
have them "in order” as they understand it when in control of regular
teacher. If books are used they will need to hold them with one or
both hands. The position of the hands is not essential, so they are
orderly, but it is important to secure erect position of the body.

Third—As to a set of directions to teachers, only the most general
oncs would cover the whole subject and apply to all cases. Different
schools and teachers will nced different directions. The following
might be used as such general directions for broad application:

First step: Teach the scale until every child in the room can sing
it without assistance. (Monotones excepted.)

Second step: Teach the intervals of the scale by calling the names,
using hand signs or pointing at the ladder. All the intervals should
be taught this way. Continue the drill until most of the pupils in the
room can sing the intervals alone.

Third step: Teach the staff by itself, possibly without using notes
on it, with the aim in view of having the staff as such recall to ‘the
child's mind the relative pitch in all keys.

Up to this point notes and written music have barely been used. ~

Fourth step: Study time by itseli to establish movement or
rhythm, e. g., by tapping on the desk with the first finger, or by a slight
movement of the hand. Or have the children watch the swinging
mctronome and think the recurring swing.

Fifth step: Combine the four things in simple exercises, chart or
book, having them sung at sight.

Sixth step: Maintain cxpertness in these first four steps by fre-
quently drilling on them separately, giving the most time to the one
in which the class is weakest.

Fourth—It would be a waste of time to have the third-grade chil-
dren spend their music hour copying notes (it wouldn't be copying
music) in blank books, unless that is the quickest way to lead them
to sing songs, which it is not. Iet the children sing songs instead of
writing notes. Teach them the songs in the casiest, quickest way;
either by rote or by note, i. e., in the lower grades.



NATIONAL FEDERATION OF MUSICAL CLUBS.

Mrs. Napoleon Hill, Memphis, Tenn., member of the Board of
Management of the National Federation of Musical Clubs, has re-
signed the vice-presidency of the Southern Middle Section. In June,
Mrs. Hill opened with a concert the “Woman’s Building,” which she
has built for the use of the women’s clubs of Memphis.

Mrs. Hill's extensive local club work deprives the Federation of a
valuable board member.

Mrs. Eugene F. Verdery, Sand Hills, Augusta, Ga., president of
the Verdery Club, director of the Southern Middle Section, an able
member of the board, has been elected by the Board of Management
to succeed Mrs. Hill.

Clubs throughout the Southern Middle Section desiring to be in
touch with the Federation through the sectional vice-president, may
hereafter communicate with Mrs. Verdery.

Miss Helen A. Storer, artist committee of the National Federa-
tion of Musical Clubs, has placed Miss Leonora Jackson, the violiniste,
with the following clubs: Mozart Club, Dayton, Ohio; Tuesday Mu-
sical Club, Akron, Ohio; Fortnightly Club, Cleveland, Ohio; Saint
Cecelia Club, Grand Rapids, Mich.; Chicago Amateur Club, Chicago.
Ill.; Schubert Club, St. Paul, Minn.; Tuesday Musical Club, Denver.
Colo.; The Musical Club, Portland, Ore. )

Several other clubs have in consideration the few remaining dates
of this young artist. Miss Storer has also arranged concerts for the
following artists: Hambourg, Kneisel Quartette, Max Heinrich,
Genevieve Clark Wilson, Philharmonic Quartette of Cleveland, David
Bispham, Mrs. Seabury Ford, George Hamlin, Pittsburg Orchestra,
Sara Walker Black, Regina Watson, Ernest Gamble, Frederick Ban-
croft, Mrs. Katherine Talbot, Frederic Archer, Luigi Von Kunits,
Ericsson Bushnell and Godowsky.

The Cecilia Club of Grand Rapids, Morning Musical of Fort Wayne
and Tuesday Musical Club of Akron have arranged all of their con-
certs for the season through the artist committee.

The Union Musical Club of St. Louis, Tuesday Morning Musical
Club of Knoxville, Tenn.; Philomel Club of Warren, Pa.; Musical
Culture Club of Decatur, Ill.; Wednesday Musical Club of Tiffin,
Ohio; Polytechnic Club of Saginaw, Mich., and Ladies’ Matinee Mu-
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sical of Indianapolis are also among the prominent clubs that are now
in consultation with Miss Storer.

Mrs. F. S. Wardwell, Danbury, Conn., and Miss Helen Meeker,
a committee appointed by the president, Mrs. Edwin F. Uhl have pre-
pared a constitution and by-laws, which is recommended by the Na-
tional Federation of Musical Clubs for the use of federated clubs. It
is hoped this constitution will be of benefit to clubs just forming,
that contemplate union with the Federation, and an assistance to those
already formed that wish to change their present constitution or would
like suggestions in the management of the club.

A set of programme books has also been prepared by the Federa-
tion, Mrs. Wardwell, chairman of the committee. The course is for
seven years, or cach year’s study may be used according to the needs
of any club. The first year as planned is a general view of music,
devoting a day to each of the following subjects: “Harmony,” “Mu-
sical Form,” “*The Piano, History of the Instrument, Composers for
the Piano, Pianists, Teachers, Methods of Teaching,” “The Voice,”
“The Opera,” *.The Oratorio,” “The Orchestra and Orchestral Instru-
ments,” “American Music.”

Second Year—"History of Music,” prepared by Miss Mary G.
French, New Haven, Conn.

Third Year—*"Nationalities in Music.” (Except the German.)

Fourth, Fifth and Sixth Years—"German Music.”

Seventh Year—'"Literary Works of Famous Composers.”



(From Arthur P. Schmidt.)
LEOPOLD GODOWSKY:. Compositions and Arrangements for
Piano.
Opus 13. Toccata (Perpertuum Mobile).
Opus 15. No. 1, Melodie Meditative.
No. 3, Capriccio.
Opus 16. No. 2, Arabesque. .
* No. 4, Barcarolle-Valse.
Paraphrase de Concert. Chopin Valse, op. 18.
Arrangement de Concert. Chopin Rondo, op. 16.
Arrangement de Concert. Henselt Etude. “If I Were a Bird.”
Mr. Godowsky's “Perpetual Motion,” dedicated to Rosenthal, has
been played in public by the author many times. It is a piece of rapid
running work, very complicated harmonically, and it keeps up the run-
ning motion of sixteenths in the right hand for several minutes to-
gether. In the course of this work the stencil is rarely or never used.

T
Ta 2
Example A.
Every time a figure returns it is changed as to its harmonic placing as
well as to its finger relations. Meanwhile several short melodies
occur in the left hand, and are transformed through a variety of keys.
It opens as in example A. Even in this short example is illustrated
one of the peculiarities which make all of Mr. Godowsky’s work diffi-
cult to the ordinary musical capacity. Observe the manner in which
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the bass figure turns off in the last beat of the third measure, effecting
a very unexpected modulation into the tonality of B flat. In the next
line two measures, for a wonder, are precisely the same as the first
line; but in the fourth measure a very different state of things occurs.
With the ninth measure, a new idea occurs in the bass. out of

Example C.

which considerable is made. Still later, measure 15, still another bass
melody comes in, which lingers upon the ¢ar more than most of these
fragments, and by its aid the piece reaches some measures later start-
ling modulations and an imposing first ciimax, which. however, is
rather passing in its character, inasmuch as it precedes the recurrence
of the first idea. which brings this part of the work to a close. With-

out for a moment ceasing the terrible running work, a new melody
Andante espreesivo. k. J:ss
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Example D.

occurs in the treble along with the run, Ex. C. and this forms the
true middle part of the piece. a very imposing climax is reached shortly
and directly the first part occurs again and so a short coda and the
end.

The second of the new pieces is the Melodie Meditative, dedicated
to Mrs. Godowsky, which is a charming little poem, as short and as
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suggestive as the Schumann “Warum.” It opens, Ex. D, with a
bricf introduction whereupon the melody enters, accompanied simply,
yet with more than a suggestion of polyphony. Within the brief

Exnmple E.

space of a single page it reaches quite a climax and is repcated. A
middle piece then comes in, the leading motive of the melody form-
ing a cantus fermus in the bass. After a few measures of this a
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Example F.

beautiful coda, leading to repose. This is the most practicable of any
of the Godowsky compositions. Any amateur with a musical piano
and a good touch might play it. A musical piano is indispensable to
a good effect in all of the Godowsky works.

Third upon the list comes what is perhaps the most original and
most masterly of all in the early works, the Capriccio in C minor, dedi-
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cated to Mr. Richard Burmeister. This piece is really a very clever
and musical scherzo, in which all sorts of musical expertness is dis-
played with so lavish a hand as to awaken interest and lead the hearer
to entirely underrate the great difficulty of the piece from a pianistic

Allegreuogr:zlo-o s
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Example G.

standpoint.  After the merest suggestion of an introduction, Ex. E,
the principal idea begins (d) and for more than four pages it is de-
lightfully treated, traversing such unexpccted localities as F sharp
minor, E major, G major and in fact almost any key one might chance
to think of. This division completed by the return of the theme, a
middle piece comes in, the main melodic idea of which suggests the
little forte phrase in the Schumann “Pierrot” (Carnival). This part
affords the desirable element of repose and contrast, and it is very
artistic and enjoyable. Ex. F. The first part returns again, much
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Example H.

changed and shortened, and the whole ends, as usual, with Godowsky,
with a most beautiful coda (beginning top of gth page, last measure).

The Arabesque, dedicated to the distinguished vocal tcacher and
composer. Mr. A. Duvin-Duvivier, illustrates the art of the composer
in a manner more French than most of his works. It is light in
spirit, full of finesse, and about half way between a scherzo and a
waltz in spirit. In fact, its name originally was “Humoresque.” The
main subject opens as in Ex. G. This is perhaps on the whole the
most illusive of all these pieces. It goes on and on in the most evasive
manner, always seeming to say something, yet never quite arriving,
for pages and pages. If you cxamine the details, there is plenty to
reward attention; and as a technical study it has great value, by rea-
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son of the chromatic changes in the chords, necessitating great care
and exactness in the touch. On page 8 for a moment one imagines a
splendid second subject, in a charming bit of cantilena. But no; it
is deceptive, merely transitions—nothing more. And at the end a

Allegrotto grazioso. u. o-: 48

4

hun|

el ]|

Example L./ .

curious succession of chords which sounds to every well taught har-
monist as if something original had occurred. It is the curious com-
bination of the augmented fifth and minor ninth upon the dominant,
Ex. H, third measure.

The most pleasing of the lesser concert numbers in this lot is the
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Example J.

Barcarolle-Valse, dedicated to Mme. the Countess de Lesseps, the picce
dating from the old time in Paris when the house of the Comte de
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Lesseps_was the center of a brilliant circle of artists, men of affairs,
literary men and handsome women. Godowsky was a favorite there
and he incurred the lasting neglect of the Rothschilds by persisting
in fulfilling a promise to play at Mme. de Lesseps in the face of a
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Example K.

very handsome offer from the great banker. The piece in its present
form was rewritten in the first part last year, but the Valse proper
(from page 7) remains unchanged just as it was composed eleven or
twelve years ago and approved by Saint-Saens. The opening is char-
acteristic of this composer. Note the chromatic scale lying perdue, a
hidden cantus fermus in the melody of the first bass. This part is very
charming, but the taking part of the picce is the Valse which forms
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Example L.

the after part. Observe how brilliant and pleasing. (lix. J.) Later
on it is worked up very brilliantly, and there are many passages well
worth quoting if convenience served. This piece is least like the later
works of Godowsky of the whole lot. 1t is more salon and virtuoso,
and for this reason stands a better show of immediate popularity.

We now cnter upon the sphere of the virtuoso proper; and first
with the brilliant paraphrase of the rather insignificant Chopin Valse
in E flat, opus 18. This is a curious piece of work, a sort of joke.
Changing the key to G major, Mr. Godowsky rcharmonizes the melo-
dies in sundry places, combines several themes together, and makes
various, by no means unimportant, additions, with the final result of
a very brilliant concert paraphrase. Beginning with a short introduc-



REVIEWS AND NOTICES. 117

tion, composed of a truly Mephistophlean perversion of one of the
lesser motives of the original, the introduction finally leads to the
main subject, as shown in Ex. K. This, after being brilliantly com-
pleted upon the tonic, is followed by the second melody of the original,
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Example M.

but now in the key of E flat, the left hand part being much enriched
by accessory motives, the whole very pianistic and pleasing. On the
top of the fourth page the theme comes back in the left hand and this
leads further on to a glissando of sixths, which most pianists prefer to
have some one play for them. For these Mr. Godowsky has merci-
Leopold Godowsky.

Example N.

fully provided an “ossia” of lesser ill will. Passing over some very
interesting treatment of Chopin’s third melody we come to a line (top
of page 5) where the employment of the hands is imperfectly indicated
—Ex. L. Here the left hand plays the two lowest staves. Passing un-
mentioned a number of attractive passages, we come to Ex. M, which
is a particularly happy illustration of Mr. Godowsky's way of mingling
several themes in one phrase, for the sake of an added scriousness.
Observe the lovely leading of the middle voice. The whole comes to
a brilliant conclusion in about two pages farther on.

Equally interesting in its way is the “Arrangement” of the Chopin
Rondo in E flat, opus 16, a composition which in its original form
contains some very attractive melodic ideas, the good effect of which
is impaired by commonplace and unimaginative harmonies, particu-
larly in the passage work and in the connecting parts of the work.
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The distinction between paraphrase and arrangement lies in the
greater or less use made of the original. In the arrangements Mr.
Godowsky follows the order of Chopin’s ideas and only enriches the
accompaniments and passage work. At the beginning the chief modi-
fications are the omission of the tedious introduction and the addition
of stronger accompaniments, Ex. N. But as soon as the passage work
begins the new order of things is evident. See Ex. O. Throughout

Example O.

this part the virtuoso element is marked. But with the appearance
of the second main subject the modifications become more numerous,
while, nevertheless, the Chopin melodies are left unchanged. The ac-
companiment is carried now below and now above the melody, as ¢. g.,
in the following: (Ex. P.) Later on the pianist has his work cut out
for him to a still livelier tune, as ¢. g.. Ex. Q. Still more marked is
the improvement at the recurrence of the second theme, when it comes
in B flat. Herce he gives the melody to the leit hand. (Ex. R.) It
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Example P.

must be admitted that the changes relieve the monotony of the original
and give it a more virile character.

The list concludes with perhaps the most charming of all of Mr.
Godowsky’s transcriptions or arrangements, outside his unpublished
ones upon Chopin studies—about which thcre will be remarkable
things said some day. It is the Henselt, “Ii I Were a Bird.,” dedi-
cated appropriately to Mr. Alexander Lambert. In this piece Mr.
Godowsky gives the right hand the entire working melody of the orig-
inal. Against it he writes for the left hand a like motion in contrary
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direction. irremediably complicated by harmonic appoggiaturas upon
every beat. These false notes add enormously to the good effect of
the piece but complicate its performance very much. (Ex. S.) Thor-
oughly characteristic is the insertion of a new melody at the repetition
of this part. (Ex. T.) Still more troublesome becomes the sccond
subject (Ex. U).

When this arrangement is played with the proper speed and light-
ness it is a vastly more imposing piece than the original. lere the

Example Q.

reviewer is liable to be met by the objection that when Henselt had
written a piece so peculiarly light and zephyr-like as this study, it is
not a thankworthy business for some one to give the gentle breeze a
sailing quality which was not originally intended. This, however, is
a point which experts may settle among themselves.

Taking these seven pieces in their entirety, what additional light
do they throw upon the essential nature of the talent here shown?
This is an interesting question. Naturally, like the picces noticed in
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Example R.

the previous issue of MUSIC, they show perfect familiarity with the
keyboard and the effects of the piano. They call for all around quali-
ties of interpretation, freedom of finger and musical subtlety of the
first order. All of them are carefully fingered, whereby they become
most invaluable material for study in the advanced treatment of the
instrument. In point of musical workmanship they are in the first
rank. The dates show, also, that Mr. Godowsky had attained a good
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degrce of originality early in his career, one at least of these pieces
dating back about fifteen years.

Certain ones, the Henselt study, and the Capriccio, at least, belong
in the first rank of piano writing. The Capriccio is better made than
any Scherzo of Chopin, far better, and from an aesthetic standpoint
it belongs to a higher order—unless indeed one were to take the o'd-
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Example S.

fashioned attitude of denying value to anything short of pure lyric
melody. Of this there is very little. Meclody in abundance, just as in
Bach. Plenty of suggestions of polyphony. But of a well-turned
tune, scarcely one. Nevertheless, experience shows that it is precisely
the qualities of workmanship, refinement and originality of treatment
combined with genuine musical feeling, which give a piece of music
lasting value. All the immortals create a melody of their own, a mel-

Example T.
ody which is generally unintelligible to their immediate contemporaries,
but which clears up to later hearers and at length becomes elevated
into a sort of standard against which subsequent writers have to meas-
ure themselves.

For my own part I confess that I think any pianist who will play
these things well a few times in public will find that they pick up an
audience. The Capriccio, the Arabesque, the Barcarolle-Valse, the
Chopin Valse and the Henselt study are very attractive concert num-
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bers as they stand. They will make their way—the Arabesque perhaps
with more difficulty than the others. Of the entire list I think I like
the Capriccio best. It is a master work.

In short, of the Godowsky original compositions as a whole, I do
not know that I can write more to the point about them than the fol-
lowing, reprinted from MUSIC of August, 1896:

In certain respects they are alike. Quite simply he begins and with
a motive which you immediately say to yourself you do not quite like,
and are confident that nothing can come from it. The playing goes on.
The motive insists and gets itself liked. The barrenness begins to bud
and blossom like the roses in the garden of Eden. Counter subjects
enter and heighten the attractiveness. When the leading theme returns
it has an amplification. New voices, new figures, new modulations,
little touches, a bud here, a leaf there, a flower there, and the whole
blooms afresh. The rhythm carries you along, the modulation is

Example U.

evanescent and shadow-like and before the picce is ended you are fully
absorbed in a fairy story which all grew out of the unpromising mo-
tives at beginning—these and the masterly fancy which was able to
unfold them. You do not quite like the piece.

“No,” answers the composer, ‘“certainly not at first. But hear it
again and you will like it much better.” And so he begins quite at
the beginning, and sure enough it does sound a great deal better. The
composer adds quite simply that he found it necessary to play the
piece five times in succession in the Parisian circle where he first
played it, before the hearers were quite sure they enjoyed it. It was
thus that Saint-Saens used to criticize the Godowsky pieces. Once,
twice, three times through he had nothing to say. Only after hearing
it four or five times in succession was he ready to give his opinion,
and to add his criticisms and suggestions. And for Saint-Saens, the
most gifted and musical of living composers! Verily we have brought
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the art of criticism to a vastly higher stage of virtuosity in these jour-
nalistic days, when offhand we give verdicts upon the largest of musi-
cal works—works often representing years of labor by men of the
highest talent!

(From Arthur P. Schmidt.)
FIVE POEMS AFTER OMAR KAYYAM. For the Pianoforte, by

Arthur Foote. Op. 41.

This elegantly printed new work, by the distinguished Boston com-
poser, will appeal to many, since it is quite in the prevailing fashion,
which seems to think that music entirely as such has lost its charm,
its power. even, to stimulate originality. Accordingly we have a va-
riety of pieces of moderate difficulty for piano, each pretending to be
a story or a scene, when to any of us old-fashioned readers the ques-
tion, despite the title, comes back to the point mentioned by Saint-
Saens, whether or not it is good music. Of this sort were several of
the albums by MacDowell, as well as many of his studies. Now, there
is nothing new in trying to make the music plain by giving it a title.
Bach did it; and so have hosts of people since music began. The only
difference is that the new writers are a trifle more definite.

The first of these “poems” is upon the four lines of the Persian gar-
den, "Iram indced is gone with all his Rose.” The tone-poem is in
the key of E, 3-4 measure, grazioso, andante or slower. Very useful
for practice (fifth grade) and interesting to amateurs.

The second, in the key of B flat minor, also 3-4. in a sort of polon-
aise rhythm, is upon the quatrain:

*They say the lion and the lizard keep
The court where Jamshyd gloried and drank deep.” etc.

But the decision of the leading motive recalls the last line: “Stamps
o’er his head, but cannot break his sleep.” Spirited and rather bril-
liant.

We now come to that most delicious of verses. according to the
tender setting of Miss Lehmann:

“Yet ah, that spring should vanish as the rose.”

Molto piu lento, key of F, very tender and pleasing. After this
stanza has been treated the leading part of the preceding quatrain re-
turns, the poem therefore containing a double stanza.

No. III. is a funeral march:

“*How Sultan after Sultan with his pomp
Abode his destined hour and went his way.”
No. IV., a more cheerful vicw pervades:
“A book of verses underneath the bough,
A jug of wine, a loaf of bread, and thou
Beside me singing in the wilderness—
Oh, wilderness were Paradisc now.”
Truly a meditative movement with more of *“‘thou” than of the
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“jug,” or yet the “wilderness.” A sort of ‘“‘comforting the waste
places,” as an older poet has it.

The pensive mood continues in No. V.:

*The rising moon that looks for us again—

How oft hereafter shall she wax and wane;
How oft hereafter look for us

Through this same garden—and for one in vain.”

E flat minor, soft chords high up, very delicate and pensive (the
moon over the left shoulder) and below a sweet yet lingering and coy
mclody—in short, a nocturne.

The five poems as a whole well made and useful.

SCHERZINO FOR PIANO. By Arthur Foote. Opus 42, No. 1.
ETUDE ARABESQUE FOR PIANO. By Arthur Foote. Opus
42, No. 2.

Two pleasing pieces by no means easy upon the rhythmic side, espe-
cially the first. Belonging to the fifth grade. The study contains a
melody high up with arpeggios running downwards, after the man-
ner of an etude by Schytte.

A collection of six pieces for piano has lately been issued from the
pen of Mr. H. N. Redman of Boston. The titles are: ‘‘Prelude,”
“Waltz,” “Improvisation,” *“Humoreske,” ‘“Intermeczzo™ and ‘‘Bal-
lade.” Useful for study and pleasing to students. The last piece is
by far the most difficult of the set. .

Mr. Benjamin Cutter has prepared some valuable supplementary
exercise for Chadwick's Harmony. Used in the New England Con-
servatory. The new exercises add materially to the teaching avail-
ability of the older book.

“The Academic Hymnal” is a new collection of devotional music
and hymns arranged for male voices, for use in college chapels and
the like. It is perhaps the only work of the kind. It extends to 350
hymns and contains in addition the canticles of the Episcopal church.
From a casual examination it seems to be a well-made piece of work.
There is no author named in connection with it.

FIVE SONGS. By Jessie L. Gaynor. The John Church Company.
“A Question.”
“Hush-a-Bye Baby, Dcar.”
“L’Enfant.”
“The Dewdrop and the Star.”
“Indian Love Song.”

The songs of Mrs. Jessie L. Gaynor gencrally have qualities of their
own, best of which are a taking rhythm, unexpected but quite satis-
factory turns of harmony, and a general underlying suspicion of good
sense. Those in the present book are no exceptions. And the whole
collection is dedicated to Mr. John Dennis Mehan—which is about as
bold a thing as a song-writer can well do, such is this master's hard-
ness of heart towards a song which fails to sing. Of the disposition
to brightness of rhythm the first in this book is a good example. The
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second is a cradle song for low voice, the words by that charming
writer, Mrs. Alice C. D. Riley. In the mother vein of song nothing
could be better than words or music. From a higher musical stand-
point best of this collection is the French cradlec song, the poem by
Victor Hugo, and English words by Mrs. Riley. The setting leaves
most of the melody to the piano, the voice part being quite in the half-
chant, hali-singing manner peculiarly French. The whole relieved
from monotony by sure intuition in the harmony, as e. g., the transi-
tions in measures 4, 6 and 8, and so on later. The fourth song in the
book is “The Dewdrop and the Star,” words by Elizabeth Hess. It
will please many, but is not on the whole so good as some of the
preceding. The “Indian Love Song” is very delicate and quaint.
The album is nicely printed and, although the fact is not forced upon
attention by printing a price upon the copy, it is no doubt sold at a
very reasonable price.
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THE LEGEND OF ST. CECILA.

BY KATHERINE LOUISE SMITH.

*1 have an angel which thus loveth me—
That with great love, whether I wake or sleep,
Is ready. aye, my body for to keep.”
—Chaucer, “Sccond Nonnes Tale.”

St. Cecilia presents herself before the fancy as one of the
muses of Christian poetic art.  In her character of patron
saint, she is one of the four great virgins of the Latin church.
In her church in Rome, Cecilia is one of the chosen saints
daily commemorated in the canon of the mass.

*Nobis quoque peccatoribus famulis tuis, de multitudine
miserationum tuarum sperantibus, partem aliquam et socie-
tatem donare digneris cum tuis sanctis Apostolis et Martyri-
bus; cum Joanne, Stephano, Matthias, DBarnaba, I[gnatio,
Alexandro, Marccllino, Petro, Felicitate, Perpetua, Agatha,
Lucia, Agnete, Cecilia, Anastasic, et omnibus sanctis.”

The beautiful legend of St. Cecilia is one of the most ancient
handed down to us by the early church. The veneration paid
to her can be traced back to the third century, in which she
was supposed to have lived. The story is undoubtedly a mix-
ture of fact and fable, but the main incidents of her life and
martyrdom are supposcd to be true.

St. Cecilia was a noble Roman lady. who lived in the reign
of the Emperor Alexander Severus. Iler parents, who were
Christians, brought her up in their own faith, and from ear-
liest childhood she was remarked for piety. She carried night
and day a copy of the Gospel concealed within the folds of
her robe and she made a secret vow to preserve her chastity,



126 THE LEGEND OF ST. CECILIA.

devoting herself to heavenly things and shunning the vanities
of the world.

As Cecilia excelled in music, she composed hymns which
she sang with such marvelous sweetness that even the angels
listened to her or joined their voices to hers. She played on
all instruments, but none fully expressed the harmony of her
soul; therefore she invented the organ, consecrating it to the
service of God.

When Cecilia was sixteen, her parents married her to a
young and virtuous Roman, named Valerian. He had as yet
been unconverted to the religion Cecilia held so dear. In
obedience to her parents she accepted the husband provided
for her, but beneath her bridal robes she put on a coarse gar-
ment of penance, and renewing her vow of chastity, prayed to
God that she might have strength to keep it.

Cecilia not only persuaded her husband Valerian to respect
her vow, but converted him to the new faith. She told him—

“I have an angel which loveth me—
That with great love, whether I wake or sleep
Is ready aye my body for to keep.”

When Valerian desired to see this angel, she sent him to the
aged St. Urban. The conversion of Valerian followed and he
was baptized.

Returning to his wife, Valerian heard as he entered her
chamber the most enchanting music; and beheld an angel
standing near her who held in his hands two crowns of roses
gathered in Paradise, immortal in their perfume, but visible
only to believers. With these he encircled the brows of Ce-
cilia and Valerian, and he said to Valerian: “Because thou
hast followed the chaste counsel of your wife, and hast believed
her words, ask what thou wilt and it shall be granted thee.”

Valerian asked that his brother Tiberius be converted.

Soon after Tiberius entered the chamber, and perceiving the
fragrance of celestial roses was astonished. Cecilia explained
to him the doctrine of the Gospel, and Tiberius was baptized
in the faith.

Later both brothers, refusing to join in the sacrifice to Jupi-
ter, were put to death. Cecilia, having washed their bodies
with her tears, buried them in the cemetery of Calixtus.
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Cecilia went about doing good and converting people to the
Christian faith, which so enraged Almachius, the prefect of
Rome, that he commanded they should carry her to her house,

ST. CECILIA.
(After Nanjok.)

that she be shut up in the Sudatorium of her own baths, and
a fire be lighted that the hot vapor might destroy her. But
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when the bath was opened she was found still living, “for
God,” says the legend, “had sent cooling showers which had
tempered the heat of the fire, and preserved the life of the
saint.”

Almachius then, because he dreaded the consequences of
bringing so noble a victim to public execution, sent a lictor
to behead her in her own palace, but he executed his office so
ill that she still lived after the third blow of his axe, after
which the Roman law forbade that a victim should be stricken
again. The Christians found her bathed in blood, and during
the three days that she lived she preached and taught, like a
doctor of the church, with such sweetness and eloquence that
four hundred pagans were converted. On the third day she
was visited by the Pope Urban, to whose care she tenderly
committed the poor whom she nourished, and to whom she
bequeathed the palace in which she had lived, that it might be
consecrated as a temple to the Saviour. Then *‘thanking God
that he considered her, a humble woman, worthy to share the
glory of his heroes, and with her eves apparently fixed upon
the heavens opening before her, she departed to her heavenly
bridegroom upon the 22d of November, A. D. 280.” Thus
died Cecilia, the chamber in which she suffered martyrdom
being regarded a spot of peculiar sanctity.

In the year 500 a council was held in the church of St. Ce-
cilia. Later it fell into ruins and was rebuilt by Pope Paschal
I1. in the tenth century. In the archives of the Vatican remains
an account written by Pope Paschal (A. D. 816-24) himself
describing how, “yielding to an infirmity of the flesh,” he fell
asleep in his chair during the early morning service at St.
Peters. with his mind preoccupied with a longing to find the
burial place of Cecilia and discover her relics. Then, in a
glorified vision, the virgin-saint appcared before him, and re-
vealed the spot where she lay, with her husband and brother-
in-law in the catacomb of Calixtus and there they were found
and transported to her church on the following day.” Her
body was wrapped in gold tissue and around her feet was a
linen cloth dipped in her blood. The little room containing
her bath is now a chapel.

The church, having again fallen in ruins, was again repaired
and sumptuously embellished by Cardinal Sfondrati. On this



THE LEGEND OF ST. CECILIA. 129

ST. CECILIA.
{Knapp. Modem French.)
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occasion the sarcophagus containing the body of St. Cecilia
was opened with great solemnity and a description of the exact
appearance of the body, which had been buried by Pope Pas-
chal in 820 and exhumed in 1599, runs as follows:

“She was lying within a coffin of cypress wood, enclosed
in a marble sarcophagus; not in the manner of one dead and
buried, that is, on her back, but on her right side, as one who
sleeps, and in a very modest attitude.”

Clement VIII. ordered that the relics should remain un-
touched and the cypress coffin was enclosed in a silver shrine,
and replaced under the altar. By order of the Cardinal, Stefano
Maderno, sculptor and architect, executed the beautiful and
celebrated statue of St. Cecilia which Sir Charles Bell describes
thus:

“The body lies on its side, the limbs a little drawn up; the
hands are delicate and fine, they arec not locked, but crossed
at the wrist, the arms are stretched out. The drapery is beau-
tifully modeled, and modestly covers the limbs. The head
is enveloped in linen, but the general form is seen, and the ar-
tist has contrived to convey by its position, though not offen-
sively, that it is separated from the body. A gold circlet is
around the neck, to conceal the place of decollation. It is the
statue of a lady, perfect in form, and affecting from the resem-
blance to reality in the drapery of white marble, and the un-
spotted appearance of the statue altogether. It lies as no
living body could lie, and yet correctly, as the dead when left
to expire—I mean in the gravitation of the limbs.”

This marble portrait now lies upon her grave, and Sfron-
drato (whose tomb is in the sanie church), enriched her shrine
with ninety-six silver lamps which burn constantly before it.

The inscription reads: “Behold the body of the most holy
virgin Cecilia, whor I mysclf saw lving incorrupt in her tomb.
I have in this marble expressed for thee the same saint in the
very same posture of bodyv.” The picture of St. Cecilia be-
hind the altar is attributed to Guido. The festa of St. Cecilia
is observed in this church November 22. The antiphones
sung upon her festival arc:

“And Cecilia, thy servant, served thee, O Lord, cven as the bee
that is never idle.
I bless thee, O Father of My Lord Jesus Christ, for through thy
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Son the fire hath been quenched round about me.
I asked of the Lord a respite of threc days that I might conse-
crate my house as a church.

ST. CECILIA.

(Romanelli. Capitoline Museum, Rome.)

O Valerian, I have a secret to tell thee; I have for my lover an
angel of God, who, with great jealousy, watches over my body.
The glorious virgin ever bore the Gospel of Christ in her bosom
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and neither by day nor night ceased from conversing with God in
prayer.”

And the anthem on the same occasion is:

“While the instruments of music were playing, Cecilia sang unto
the Lord, and said, ‘Let my heart be undefiled, that I may never be
confounded.” And Valerianus found Cecilia praying in her chamber
with an angel.”

The oldest representation of St. Cecilia is a rude picture dis-
covered on the wall of the catacomb called the cemetery of
San Lorenzo. Next to this is the mosaic in the apsis of her
church in Rome, called “beyond the Tibre,” to distinguish it
from two other churches that bear the name of this saint.

The third in point of antiquity was painted for the old
church of St. Cecilia in Florence (now destroyed).

The most celebrated of the modern representations of St.
Cecilia, as patroness of music, is the picture by Raphael, paint-
ed by the famous artist for the altar-piece of her chapel, near
Bologna. She stands, bearing in her hands a small organ,
listening with ecstasy to the angels who are singing above.
Scattered at her feet are the instruments of secular music, the
pipe, flute, etc.

The picture in the Dresden Gallery, by Carlo Dolce, repre-
sents St. Cecilia half length, playing the organ, with a roll of
music. This is one of the best known, and as the patroness
of music, her proper attitude is at the organ with a roll of
music.

In the Louvre is found Domenichino's picture of St. Cecilia.
In this she is standing and singing to the accompaniment of a
bass viol, an angel before her holds upon his head a book of
music.

Sir Joshua Reynolds called his picture of St. Cecilia the best
he had ever painted. Instead of the organ he placed a music
book in her hands.

The Rubens in the Berlin gallery represent St. Cecilia sing-
ing and playing upon a harpsichord, attended by angels, one
of whom is scated on the back of a sphinx. Other beautiful
examples of St. Cecilia as patroness of music could be cited.
It is a frequent decoration on the doors of organs.

At what period St. Cecilia began to be regarded as the
patron saint of music, and accompanied by musical attributes,
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is uncertain. Previous to the beginning of the fifteenth cen-
tury she is seldom seen with her musical instruments.

ST. CECJLIA.
Domenichino Zampieri. Museum of the Louvre.)

Occasionally she is seen with her crown of red and white
roses.
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Tennyson sings:

“There, in a clear wall’d city on the sea,
Near gilded organ pipes—her hair
Bound with white roses—slept St. Cecilia—
An angel looked at her.”

The life of St. Cecilia treated as a series affords a number
of beautiful subjects, some of them famous in the history of
art. These are in her chapel at Bologna, in the portico of her
church in Rome, and in the chapel of San Luigi at Rome.
These last are by Domenchino.

St. Cecilia is seldom seen in the oild works of French art,
and though a favorite with the Italian schools, is neglected
by Spanish and German painters.

Chaucer celebrated this legend in the “Second Nonnes
Tale,” an almost literal translation from the “Golden Legend”
of Jacobus Januensis.

He introduces St. Cecilia as playing on the organ—

“And while that the organes maden melodie,
To God alone thus in her heart sang she.”

In all time St. Cecilia has been venerated in art and poetry.
Madame Emile de Girardin wrote the *‘St. Cecilia—A Le-
gend.”

In 1687 Drvden composed “A Song for St. Cecilia’s Day,”
and Addison had “A Song for St. Cecilia’s Day at Oxford,”
the chorus of which begins: “Consecrate the place and day
to music and Cecilia.” —

Later Longfellow commemorates the virgin saint in

“As thou standest there,

Thou seemest to me like the angel

That brought the immortal roses

To St. Cecilia’s bridal chamber.”
—Golden Legend.

Butler, in his “Lives of The Saints,” rehearses the story of
St. Cecilia and says St. Chrysostom elegantly extols the good
effects of sacred music and shows how the fire of divine love is
kindled in the soul, while St. Austin teaches that “it is useful
in moving piously the mind,” but bewails the danger of being
too much carried away by the delight of the harmony and
confesses that he had been more pleased with the music than
what was sung.
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The custom of celebrating upon the St. Cecilia festival the
praise of music and musical performances existed in various

countries, and associations were formed. The earliest asso-
ciation of which any notice has been given was established

ST. CECILIA.
{Caslo Dolce. Dresden Gallery.)
in 1571 at Evreux, in Normandy. A solemn celebration of
vespers took place, high mass was performed on the feast day,
+ and a requiemn mass for the souls of the departed. After mass
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a banquet was given and prizes awarded for the best part-
songs, airs and sonnets.

It was a century later before any such association was reg-
ularly established in England. In 1680 a body of persons
known as “The Musical Society” held the first of a series of
annual celebrations. Thkeir practice was to attend divine wor-

ST. CECILIA.

(Domenichino. Church of St. Cecilia, Rome.)

ship, where a choral anthem with orchestral accompaniment
was performed. They then repaired to a hall where an ode
in praise of music, written for the occasion, was read, after
which they sat down to an entertainment. In 1683 Dryden
furnished the ode which was set to music by an Italian com-
poser.

Purcell composed an ode for the celebration in 1634, and
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later a Latin ode, “Laudate Caeciliam.” He also composed
orchestral accompaniments. Pope wrote his ode in 1708. Of
this annual festival the following account is given: “The
22d of November being St. Cecilia’s day, is observed through-
out all Europe by ‘the lovers of Europe music. In Italy,
Germany, France and other countries prizes are distributed
on that day, in some of the considerable towns, to such as
make the best anthems in her praise. On that day, most of
the lovers of music meet at Stationers’ Hall, in London. A
splendid entertainment is provided, and before it is always an
entertainment of music, by the best voices and hands in town,
the words, which are always in the patronness’ praise, are set
to music by some of the best masters. This feast is one of the
genteelest in the world ; there .are no formalities or gatherings
as at others and the appearance there is always very splendid.
While the company is at table the hautboys and trumpets play
successively.”
. Dublin and Edinburgh also celebrated St..Cecilia’s Day.
In Paris it was the custom to have a solemn mass performed
for the benefit of the Society of Artist Musicians. Gounod
and Ambrose Thomas each wrote masses for that occasion.
Italy and Germany also had celebrations. The first verse of
Dryden’s ode has exquisite merit:
“From harmony, from hcavenly harmony,
This universal frame began;
When nature underneath a heap
Of jarring atoms lay,
And could not heave her head.
The tuneful voice was heard from high,
‘Arise, ye more than dead,’
Then cold and hot, and moist and dry
In order to their stations leap,
And Music’s power obey.
From harmony, from heavenly harmony,
This universal frame began;
From harmony to harmony
Through all the comipass of the notes it ran,
The diapason closing full in man.”

From Chaucer to Barry Cornwall and the present poets,
from Raphael to Delaroche, St. Cecilia’s story has frequently
been set forth in verse and on canvas, and as the patron saint
of music her name will ever live,

.



HOW ONE CITY TRAINS MUSIC-LOVERS.
BY MARY L. REGAL.

Certain remarks by the editor in the October number of
MUSIC to the effect that there is no school in which music is.
taught merely from an esthetic standpoint lead me to give an
account of a course in music designed for listeners, introduced
three years ago into the High School of Springfield, Mass.,
with which I am connected. Publicity has not been sought,
because the work has been in the experimental stage, and it
has been thought best not to give the details to the public until
the feasibility and value of such a scheme had been proved.
Now, however, the course seems to have become permanent,
and so many inquiries are received in regard to it and a general
interest in the subject is so widespread that perhaps an ac-
count of it may be of interest and profit to the readers of
MUSIC.

Springfield is an intelligent and progressive New England
city of about 60,000 inhabitants, the most prominent city in the
Connecticut valley, with public schools which are known
among educators throughout the country for their excellence.
Musically the city does not differ much from other cities of its
size. There is considerable musical talent, but from lack of
organization it does not amount to as much as it should. For
a good many years the Hampden County Musical Associa-
tion, a choral society, has given an excellent festival annually,
with the aid of orchestra and soloists; and for a much longer
period the Orpheus Club, a men’s chorus with an auxiliary
chorus of women, has given a series of subscription concerts
each year. Aside from what these organizations furnish there
is little music for the public and there has been apparently lit-
tle demand for it.

Nearly four years ago the supervisor of music in the public
schools, a woman possessing a breadth of musical culture un-
usual in a public school teacher, broached to me a subject over
which she had thought a long time. Her idca was to put into
the High School curriculum a course corresponding to courses
in literature, treating it as a fine art, the object being not to
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teach the pupils how to sing or play, but to give them the
musical culture which comes only from the frequent listening
to good performances of the best music. The personal popu-
larity of Miss Stearns, now Mrs. Ballict, induced the super-
intendent of schools, the principal of the High School, and at
length the school commiittee, to give the plan a trial. I drew
up an experimentzal outline for the first year's work and first
met the classes in the fall of 18g06.

Before enlarging upon the course in detzil the object of it
should be clearly understood. There is a large number of
persons who for various reasons do not possess and never will
acquire skill in musical performance but who have musical
perceptions and a keen susceptibility to musical impressions.
Such persons should form the great body of the audiences to
whom artists play and sing, and an early training in listening
to the best music will give them a culture to be obtained by
no other means. Long familiarity with the best will give
them unconsciously a standard of comparison and thus the
public will gradually be elevated musically. Then the imme-
diate enjoyment which the pupils receive in this course is very
great, even touching, at times. No preparation on the part of
those entering these classes is required beyond what they re-
ceive in the ordinary work in the public schools, familiarity
with the major and minor scales and the ability to sing any
interval. The work done in the Springficld schools, it must be
added, is unusually good. No ability to play the piano is re-
quired in these High School classes, though, of course, it is
an advantage. As a matter of fact, most of the pupils who
take this special work do play the piano more or less, and a
few the violin.

This course in the Springficld High School has two objects.
The first is to give the pupils such information about music
as any well-informed person may reasonably be cxpected to
have, the rudiments of harmony, the elementary principles of
musical form, something of musical nomenclature, the history
of music—in short, many things which every thorough student
of music takes for granted, but which not every college grad-
uate knows. The second and more important aim is to famil-
iarize the students with as large a body of good music as pos-
sible, so that it may become an organic part of their culture.
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There is no reason why every educated person should. not be
acquainted with the Bach fugues, the Beethoven symphonies
and sonatas, the Schubert songs, the Schumann and Chopin
piano compositions as much as with the Shakespeare plays,
the Homeric epics, the novels of Thackeray and George Eliot
and the lyrics of Shelley and Tennyson—no reason except the
difficulty of hearing them well performed. The conventional
mcthod of tcaching the history of music has been ignored for
fear the students would never get beyond the Greek modes
or the Gregorian chants or at most the epoch of the Nether-
landers. Intcresting and valuable as such studies are to the
professional student or antiquarian, for the general public they
bear no comparison with the study of the masterpieces of mod-
ern music which have for us a vital meaning.

A course extending through the four years of the High
School has been outlined, but thus far only two years of it
have been given. This fall a number of students wished the
third year’s work, but it was impossible to arrange an hour.
Just here let me state some of the limitations by which this
course is hampered. To begin with, it is of course elective,
but the choice of it is restricted to those members of the school
who are passing in their other work and who have no condi-
tions and whose conduct is satisfactory. This, while securing
a class of picked students, limits the numbers materially. Fuyr-
thermore, the subject does not count in the amount of work
required for securing a diploma. Consequently only those
who are really interested in the subject will elect it, because it
reauires two hours a week for which no credit is received.
Then the program of all the other studies is arranged first and
afterward thie clectives, so that after the eclections have been
made the conflict of hours deprives many pupils of the privi-
lege of taking music.  This yvear about fifty pupils of a school
numbering Goo or more are in these music classes, a propor-
tion which, considering all the difficulties, is fair. The num-
ber in a class ranges from seven to sixteen, though there have
been classes with as many as twenty-five. I have found the
smaller classes more desirable, because I can do more with
the pupils individually. Ii the work were simply in the form
of lectures and recitals, numbers would make no difference, but
each pupil recites upon the subject matter presented in the
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class-rdom. Each class meets twice a week for a period of
forty-five minutes, and no work outside of the class-room is
required. Every pupil is provided with a note-book in which
are carefully recorded all facts given in the class-room, gen-
eral remarks, the names of compaositions performed, with the
names of the composers, and anything elsc of sufficient im-
portance. The pupils are required to write the names of com-
positions heard as carefully as if making out a concert pro-
gram.

In harmony the object is to secure first of all recognition
by the ear of the more common harmonies employed. After
this comes practice in reading them from the blackboard and
occasional writing. The first year's work aims to give a thor-
ough knowledge of intervals, major, minor, diminished and
augmented triads and the dominant and diminished seventh
chords. Little is done with the inversions as such, either of
triads or of seventh chords. All the triads of the key in both
major and minor modes are taught, together with their tech-
nical names, and the progressions from tonic to dominant,
sub-dominant and relative minor and vice versa. Usually a
small part of each lesson is devoted to this elementary har-
mony and practice in ‘“‘car-training,” to use the unfortunate
expression which suggests the education of a trick clephant.

The second year's work in harmony is simply a continuation
of the first. The inversions of the triads and seventh chords
are studied, something about the connection of chords taught,
the writing of cadences, and occasionally a very casy melody
or bass is harmonized. 1 wish to emphasize the fact that in
the compositions played in class the chords and progressions
which the class have learned are pointed out, thereby making a
practical application of the knowledge gained. From time to
time the pupils do a little writing in their music books, a few
intervals or chords, or a simple meclody, written from hearing
them played. Sometimes they write chords or intervals sim-
ply from the name, sometimes they copy a theme from some
important work. It.must be remembered that the time at our
disposal is very limited and that comparatively little can be
done in any direction.

In the first year the larger part of the music played is chosen
to illustrate musical form. The most important types of mu-
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sical form are studied, to give a foundation for more’ special
study later. We begin naturally with attention to phrasing,
using both analysis and synthesis. The pupils are always in-
terested in studying first something which they already know,
for instance, the Austrian national hymn, or the theme of the
variations in A from the Mozart sonata, which they have sung
from the primary grades up. We take up the principles of
repetition and contrast, imitation, ctc. We study the simple
song-form, binary form, especially as exemplified in the minuet
and scherzo, the sonata, the rondo, the fugue, all with little
attention to technical terms beyond what are necessary for the
sake of convenience, illustrating copiously with examples. The
aim is to make the pupils sce the salient characteristics of each
form so as to recognize it. We do more or less detailed
analysis in connection with this. The principle observed is
that of helping the pupils to perceive for themselves and find
out how one form differs from another. They are expected
to be attentive and active listeners and are questioned indi-
vidually. .

Of course in all this analytical work care must be taken no
to lose sight of the fact that it is merely a means to an end.
It would be worse than useless if the pupils were to forget the
music in the effort to study form. I try to guard against that
all the while, but the essence of music it is impossible to teach.
All that can be done is to present it in the most attractive
form possible, removing all obstacles to the perception of its
beauty ; then if the pupils have the really musical nature they
will understand and enjoy it. I avoid especially any explana-
tory “interpretations’ of music.  An occasional hint as to the
general character of a composition, a question as to its nature
asked of some pupil, an emphasis of a particular beauty, but
no fanciful story unsanctioned by the composer, to which the
music must be fitted. I wish to have the music convey its
meaning directly to th: minds of the pupils. Illustrations are
drawn from as great a variety of sources as possible, although
a concert grand piano is the only means at hand for perform-
ing them. I use symphonies, quartets, oratorios, songs—in
short the best things [ can find for the especial purpose.

The course has intentionally been left clastic, so that time
may be taken for any special work that seems desirable. For
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instance, during the weeks immediately preceding the annual
festival in May, we study some of the principal works to be
given. Last year we studied “Elijah” and Beethoven’s
Fourth Symphony ; the preceding year the Ninth Symphony.
On the rare occasions when grand opera visits Springfield we
study the opera to be given. For two seasons we have gone
over in class the works given by the Kneisel Quartet.

The second year offers especially a study of pianoforte mu-
sic and songs. In this pianoforte literature is divided into its
general epochs and its development traced. Little is done
with the lives of the great composers except incidentally and
not much is made of dates, but the historical perspective is
preserved. In one year it is naturally impossible to give com-
plete courses in the Bach fugues, the Beethoven sonatas, all
of Schumann and Chopin, to say nothing of the moderns.
Still, enough is done to show the nature and characteristic style
of the most important composers and to make the pupils really
familiar with many of their best works.

Less time has been devoted to songs than to piano litera-
“ture, less than if I were a singer. Still I feel that even a
study of them at the piano is better than none. For one’s
self it is often better than anything else, but it is one of the
most difficult things to do for a class, except a class so small
as to gather around the piano and be entirely informal. We
spend several weeks upon Schubert, Schumann, Franz, Rub-
instein and other song writers.

The third year’s work, which I am longing to be able to
give, is to be devoted to chamber music, and the fourth to
orchestral and choral works. But it must be understood that
none of these departments is wholly omitted from any year’s
work.

A list of the compositions played in class will give some idea
of the material used.

Bach: Preludes and Fugues in C minor, G major, C sharp major,
Book I of the Well-Tempered Clavichord; Prelude and Fugue in C
minor, Book II; Prelude in E flat minor, Book I; Prelude from Eng-
lish Suite in A; Invention in F; Gavottes in G minor and D minor;
Gigues in G and B flat; Chromatic Fantasia; Sarabande from sixth
‘cello suite; Gavotte from violin sonata, arranged by Saint-Saens;

Chorus from St. Matthew Passion.
Bach, C. P. E.: Sonata in D minor, first movement.
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Becthoven: Symphonies; Minuet from First, Scherzo from Third,
Themes of Fourth, First movement of Fifth, Allegretto from Seventh,
Themes of Eighth, Ninth entire; Themes of Quartet, Op. 18, No. 6;
Sonatas, entire, Op. 2, No. 1; Op. 2, No. 3; Op. 13: Op. 27, No. 1;
Op. 57; Separate movements, Minuet from Op. 10, No. 3; I1st move-
ment and Andante from Op. 14, No. 2; Variations and Funeral March
from Op. 26; Finale of Op. 31, No. 2; Minuet from Op. 31, No. 3;
Themes of sonata for piano and violin, Op. 30, No. 2; Overture t>
“Fideclio.”

Boocherini: Minuct from string quintet.

Brahms: Capriccios in F sharp minor and B minor; Intermezzo
in A flat.

Chaminade: Piece romantique; Menuet in B minor.

Chopin: Preludes Nos. 1, 3, 4, 6, 7, 13, 16, 17, 20, 23; Etudes, Op.
10, No. 12; Op. 25 Nos. 1 and 9; Op. posthumous in A flat; Noc-
turnes, Op. 15, No. 2; Op. 55, Op. 60, No. 2; Mazurkas, Op. 50, No.
1, Op. 63, No. 2, Op. 24, Nos. 1 and 3; Waltzes in G flat. C sharp
minor, E minor; Impromptus in A flat and F sharp; Polonaise in D
minor; Scherzo from B minor sonata; Scherzo in B flat minor; Bar-
carole.

Dvorak: “Silhouette” No. 2; “Sorrowful Reverie” and “Twilight
Way"” from Op. 8s.

Gricg: Suite, “Aus Holberg's Zeit”; Lyric Pieces, Op. 43, Nos.
2, 3, 5, 6; Themes of Sonata for piano and violin, Op. 45.

Gurlitt: *“The Classicality.”

Handel: “The Harmonious Blacksmith,”” Chaconne in F, Gigue
in G minor; Fire Fugue, “lLascia cl'io pianga'; Sclections from “The
Messiah.”

Haydn: Minuet from Symphony in B flat; Sonatas Nos. 4 and 14
(Cotta edition), 1st movement of No. 3; 1st movement of No. 7;
Theme and Variations from No. 1; Austrian National Hymn; Themes
of Quartets in G minor, Op. 74, and C major (Kaiser Quartet).

Henselt: “Spring Song,” “La Gondola.”

Jensen: Etudes, Op. 32, Nos. 9 and 15; “Feld—, Wald— und
Liebesgoctter”; “Waldvoceglein.”

Kuhlau: *“Sonatina,” Op. 20, No. 1, 1st movement.

Kunz: Canons.

Liszt: “Waldesrauschen,” *“Consolations” in E and D flat; Tran-

Mendelssohn:  Songs Without Words, Nos. 4 and 10; Caprice, Op.
16, No. 2; Rondo capriccioso; Prelude in E minor, No. 7; Prelude and
Fugue, Op. 35. No. 1; Theme and Variations in E flat; Andante from
G minor Concerto; Scherzo from *‘Midsummer Night's Dream,” 4
hands: Trio in D minor, themes of 1st movement; “Lift Thine Eyes”
(sung by pupils); mcst of “Elijah”; Songs: "Lullaby,” “Spring Song,”
“Traveler's Song,” “On Wings of Song.”

Mozart: Minuct from Symphony in E flat; Sonatas in C, G and F
entirc; Theme and Variations from Sonata in A; Rondo in A minor;
Fantasia in D minor.

Moszkowski: Barcarole, Moment musical, No. 2.
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Ethelbert Nevin: Gavotte in G minor.

Paderewski: Minuet.

Rachmaninoff: Prelude in C sharp minor.

Rameau: Minuet from “Castor and Pollux”; “L= Tambourin.”

Rheinberger: Fugue in G minor; 1dyl.

Ries: Themes of Suvite in F for violin and piano; Gavotte for
violin. .
Rubinstein: Romance for piano in E flat; Barcarole in G major;
Themes of Sonata in D for ’cello and piano; Themes of Nocturne, Op.
11, No. 2, for violin and piano; Songs: “Sehnsucht,” “Howling St:rm
Winds,” “Du bist wie cine Blume,” “Es blinkt der Thau,” “Klinge,
klinge, mein Pandero,” “Der Asra,” “Gelb rollt mir zu Fussen.”

Saint-Saens: “Samson and Delilah”; Etude in Rhythm.

Scarlatti: Sonata, Courante and Capriccio in F minor (Buclow?;
Sonata in G minor (Tausig).

Schubert: Unfinished Symphony entire; Variations from D minor
Quartet; Adagio from the “Wanderer” Fantasie; Menucetto in B
minor; Moment musical, Op. 94, No. 6; Impromptus, Op. 9o, Nos. 2,
3. 4; Waltzes, Op. 9, Themes of *“Trout” Quintet; Songs: “Crad'c
Song,” *“Who is Sylvia?”’ “The Wanderer,” “The Trout,” “The Last
Greeting,” “Serenade,” “The Wild Rose.” “The Erl King,” “Rest
Thee, Soldier,” “Der Musensohn,” “Auf dem Wasser zu singen,” “Da
bist die Ruh,” “Die junge Nonne,” “Wanderer’'s Night Song,” ‘“Mig-
non’s Song,” “Der Lindenbaum.”

Schumann (entire works): ‘“Papillons,” “Carnival.,” “Fantasies-
tuecke,” “Etudes symphoniques,” “Kreisleriana,” Nos. 1 and 2; Nov-
elette in A from Op. 21; Novelette, Op. 99, No. 9; Nachtstueck, No.
4; Romance, Op. 28, No. 2; Op. 15, Nos. 1, 4, 5, 7, 91; Album, Op.
68, Nos. 2, 3, 23, 36; Canon from Sonata, Op. 118, No. 2; 1st move-
ment of Sonata, Op. 118, No. 1; Themes of Quartet in F; Allegro from
Faschingsschwank; Songs: *‘Dichterliebe,” Nos. 1, 2, 3, 4, 7. 9. 11, 16;
“Frauenliebe und Leben,” Nos. 1 and 2; “Der Nusshaum,” *“An den
Sonnenschein,” “Die Lotosblume,” “Wanderlied,” “Widmung,”
“Mondnacht,” “Die beiden Grenadiere.”

Sgambati: Nocturne in B minor.

Tschaikowsky: Themes of B flat minor Concerto; “Humoreske™;
“Im Dreigespann,” “Schneegloeckchen,” and “Barcarole,” from “The
Seasons”; Songs: “Cradle Song,” “Nur wer die Sehnsucht kennt.”

Wagner: Pilgrim Chorus from “Tannhauser”; Sclections from
“Lohengrin” and “Die Meistersinger.”

Weber: 1st movement and Minuct from A flat Sonata; “Invita-
tion to the Dance.”

Wieniawski: “Legende,” for violin.

This list of works will compare not unfavorably with the
lists of works studied by the classes in English literature. Tt
has grown little by little according to the nceds and the facili-
ties for supplying them. Probably no one pupil has heard all

of these works or will remember all of those which he has
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heard, but the same may be said of students of literature. The
time may come when an acquaintance with the masterpieces
of music is to be expected of an educated person, as much as
with the masterpieces of literature, sculpture and painting.
Most of the things are played several times in class, for fre-
quent repetition is found to be indispensable in giving real
familiarity.

At the very ontset I began giving an occasional recital out-
side of school hours to which all these classes and a few of
their friends were invited. From time to time musical friends
have kindly volunteered to help me, so that I have had the
assistance of violinists, singers and a violoncellist. Last year
I engaged enough players to enable me to give Schubert’s
Trout Quintet very acceptably to the High School, the teach-
ers of the public schools and a few others. The rest of the
program consisted of one movement of Mendelssohn’s D
minor Trio and two numbers for piano solo, a program not
too long or difficult for a beginner to listen to and carry away
a definite impression from. I have received a great many
letters expressing appreciation of this concert.

Very few recitals and chamber concerts are given in Spring-
field by artists of the highest class, and to meet this lack I
undertook last year a series of such concerts for the High
School in particular and the public in general. It was a
doubtful experiment. I could find no one to help take the
risk or even to share the responsibility of the management.
The beautiful auditorium in the new High School building
furnished a favorable opportunity and finally the series was
opened with a concert by the Kneisel Quartet, managed by
the head of onec of the piano firms in the city. The concert
was successful and left a small nest egg for a concert fund.
I continued the series with a song recital by Miss Marguerite
Hall and a piano recital by Mr. IEdward MacDowell, all 1
dared venture the first year. Doth of these more than paid
for themselves. Ior all of these recitals the price of tickets
was one dollar, with a half rate for the High School pupils.
This year we decided to try low prices and see if the reason
for the rather small attendance upon the best concerts in
Springfield had been due to high prices. So the tickets for
the first concert, given by the Kneisel Quartet, were put at



HOW ONE CITY TRAINS MUSIC-LOVERS. 147

fifty cents and at twenty-five cents for the High School pupils.
Every seat in the hall, seating 800, was taken and many chairs
had to be put in the rear. It will be interesting to watch the
experiment through the remainder of the year. \When some
rich and public-spirited man, with a love for music, shall en-
dow these concerts we shall be able to plan a full course of
the very highest character and at the lowest price, such as
they have at Oberlin, for instance. One great advantage in
having this course of concerts under the control of one per-
son, and that person the teacher of the music classes in the
High School, is that the absolutely high character of them can
be maintained without difficulty or friction. The object would
be defeated if anything inartistic or trivial were to be ad-
mitted. This does not mean that we must engage some star
virtuoso at a fancy price. There are plenty of excellent artists
to be had at prices within our means. :

There is a danger connected with the management of the
concerts as well as with the classes in the school. If a super-
ficial or incompetent person were placed in charge of a course
like this the damage done to the cause of art would be ines-
timable. If inferior concerts were palmed off as excellent, if
low ideals were placed before the students, if wrong or inade-
quate interpretations of masterpieeces were given in the class-
room the instruction would be worse than useless. A course
like this in the hands of an imperfectly educated teacher would
be a dangerous weapon. Many qualifications are required,
not merely to make the best teacher, but to make one fit
for such work at all. No mere pianist, however brilliant, will
do. The teacher must have a certain degree of musical ma-
turity which comes only from years of study and of hearing
good music well given. Practically the whole ficld of music
should be familiar to the teacher. In addition to this famili-
arity he must possess sufficient of the technique and tempera-
ment of the artist to be able to give intelligent and artistic
interpretations of the works studied. TFaulty phrasing, ab-
surd and eccentric tempi, should be impossible. Every per-
formance should be a finished work of art, otherwise the stu-
dent gains a wrong idea of the composition. This is a point
which would bear much emphasis, but I content myself with
this warning.
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With the right teacher the “‘superficiality” of such a course
will take care of itself. In a sense it is superficial; that is, it
is not intended to take the place of the thorough and exhaus-
tive study of the professional musician. For that it is only
preliminary. But as far as the course in the Springfield High
School goes, nothing is taught that has to be unlearned. No
claim is made for more than elementary work.

The visible results of the work are slight, and the most val-
uable it is impossible to measure—the ability to appreciate
and enjoy good music. And yet the ability to recognize and
write intervals and chords and a few progressions, to tell the
general pattern of a musical composition, is something not to
be held in light esteem. Most of the pupils learn to distin-
guish the different kinds of chords without much difficulty
and the sound of the different intervals with somewhat more.
They vary a good deal in their ability to recognize different
kinds of form. One of the hardest things to secure is the
power of remembering the exact name of a composition and
of associating its name and that of its composer with the sound
of the work. On the other hand T have hardly had a single
pupil who could not surely tell whether a given composition
had or had not been plaved in class. Tt is difficult for one
who has always lived in a musical atmosphere to realize the
crude ideas which some of the young people have about music.
The instruction opens up to them an undiscovered country
with undreamed-of treasures. The greatest freedom of com-
ment is permitted and encouraged and the unconventional
opinions of the untutored mind are interesting and often re-
freshing.  Independence of opinion is sought, and yet any
flippant snap judgment of masterpicees is discouraged. The
pupil is taught that the difficulty may lic with himself if he
does not enjoy a composition which is recognized as a great
work of art.

It will take years for the leaven to permeate the whole com-
munity, but I see traces of its work already. The interest
manifested by the pupils is a most encouraging sign.  There
have been several post-graduate students, two of whom came
for music only. This year one pupil who had already had
two years of the course came into the first-year class because
no third-year class could be arranged, and she was unwilling
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to give it up entirely. Several have gone over the same year’s
work twice on account of other studies conflicting, and many
have come to me lamenting that the arrangement of their
other studies prevented them from clecting music. It has in-
variably been to their advantage to take it twice, and has not
been so monotonous as might be imagined, since the illustra-
tions are varied fron: year to year.

I may add that such a course as this would be impossible
without the cordial co-operation of the persons in authority,
all of whom have been so kind as to express a warm interest
in the work. So far as I know there is no other public school
in the country which has a course like this. Little of it is
new; it is only the combining and systematizing that has not
been done before. I feel under special indcbtedness to the
Editor of MUSIC, who made a beginning long ago in his lec-
tures, afterwards printed in “How to Understand Music.”
He early recognized the fact that music was to be heard and
did pioneer work in helping the public to realize it. There
have been imitators, many of whom have neither intelligence,
knowledge nor culture, and make self-respecting musicians
feel like keeping silence in regard to their beloved art. In
spite of these charlatans, perhaps because of them, there is
room for much genuine work to be done in the way of teach-
ing people to listen to music, and it is hoped that this sketch
of a modest but sincere effort in a high school will be found
of interest.



CESAR CUI ON THE DECAY OF MUSIC.
(Translated from the Russian.)
BY LEO HAENDELMANN.

At the present time music suffers a hard, but we hope a
passing, crisis of an universal decay. And very often are we
reminded of Rubinstein’s words with which he closes his
book: “Are we not approaching in the art of music the time
of ‘Gotterdimerung’ (the dusk of the gods)?”

In a preface to an article, “Two Foreign Composers,” Caesar Cui
expresses his views on the decay of music.

We give here the translation of this preface, as we think it will
be of great interest for cvery musician to know what one of Russia’s
great composers and most eminent music critics thinks of modern
music.

This article appeared in a Russian magazine, ‘“Artiste,” January,
1894.—Translator. .

There are many reasons for this decay, but I will speak here
only of the most important.

First, the absence of a real genius among composers.
All the greatest composers of the middle of our century are
already in their graves.

With Berlioz’s death France lost a composer who was often
clumsy—almost ugly, strange—almost unintelligible, but still
highly talented and very original. The death of Gounod, the
sympathetic author of “Faust,” was also a hard blow to French
art. The numerous living composers all possess a very good
technic and a highly developed sense of sound coloring, but
they cannot tcar themselves away from the magic circle of
“Faust” and its like. It is very probable that Bizet would
have had succeeded in finding an independent and individual
way of attaining great results (“Carmen” is a good guarantee
for it), but premature death put an end to all his efforts.
Among the group of French composers Saint-Saens is the
idea; now music exists only in order that instrumentation
should appear in a most effective and impressive way. Now
it is an accepted practice to invent some orchestral effect and
then to try to fit some suitable music to this effect, i. e., music
that should bring out this certain cffect most prominently.
most distinguished ; he possesses a marvelous technic and he



CESAR CUI ON THE DECAY OF MUSIC. 151

is a thorough musician, but he is cold and his melodic gift
is poor. There are also some, the “young” (Vincent d’Indy,
Bruneau and others), who try to distinguish themselves, but
they simply add to the same variations on “Faust” elements
of cacophony and absurdity. One is made to think that they
are attaining originality by mechanical means: having written
the most commonplace music, they put down to some acci-
dental notes accidental sharps and flats, which make the com-
position false and ugly—but original.

With the death of Wagner and Liszt two masters disap-
peared from Germany ; we may not sympathize with these two,
but it is impossible to deny their great influence. These two
musicians had a decisive influence on the direction of music
and enriched it with new elements. At present there is left
to Germany one Brahms, a deep thinker in sound, but he is
not a star ; and of young and highly gifted composers we hard-
ly hear anything. The Norwegian composers, Grieg and
Swendsen, never had any direct influence.

In Italy is living yet the old, very old, Verdi. We must
wonder at his energy and his youthfulness, but not even his
last operas will save from bankruptcy the weakened and decay-
ing creative powers of his contemporaries. And besides, we
must remark that the true and fully deserved fame of Verdi
is based not on his latest operas, “Falstaff” and “Othello,”
but on the earliest, “Rigoletto,” “Aida,” ctc. The ascending
Italian stars, Mascagni and Leoncovallo, realize a full decay
and even a profanation of the art of music.

We Russians have lost within the last few years two great
and original musicians, Mussorgsky and Borodin, and not very
long ago the highly-gifted though less original than the above-
mentioned, P. I. Tschaikowsky.

The second reason for this present decay of music consists
in the triumph of sound over music. Sound has vanquished
music and made it subordinate. Formerly instrumentation
used to be a means for a descriptive expression of a musical
This is very natural, and we must not be surprised at all.
Every day there are invented new musical instruments, the
orchestral palette is growing richer and richer; how is one to
resist the temptation to make use of this richness? How is
one to keep himself in certain bounds in this new business and
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not to overdo the thing? And now if you take into considera-
tion that it is much easier to invent some beautiful orchestral
effect than to create a beautiful musical theme, then it is ap-
parent why the contemporary composers made their cult not
music but sound. Sound is the safety-valve of their creative
poverty. The cult of sound, the striving after orchestral ef-
fects, started itself with Berlioz, and since then it continues to
acquire more and more followers (adepts).

As to the public, the cult of sound being more accessible,
was always more to its taste. How is to be explained the pe-
culiar love of the public for vocal music. the works of which
are much more inferior to those of instrumental (absolute)
music? The main reason for this is that the human voice is
the most attractive instrument by its sound (timbre). How
are we to account for the success of the most vulgar Italian
operas and for the fact that, ecven in our time, there is a place
for performances of such operas as “Favoritta,” “Lucia” and
others? DBeccause they are written well for the voice, and
therefore very well performed, i. c., the sound triumphs over
music. How will we explain the success of some very doubt-
ful singers? DBy their splendid B flat or C sharp, which, as
soon as heard, our truc music-lovers leave the theater.

At the present time the orchestra in instrumental music is
beginning to play the part of Italian singers; its sound begins
to fascinate the hearers, entirely pushing back music. And is
there anyone who has not noticed with what bored indifference
the public sits through the symphonies of Beethoven and
Schumann, in whose works sound is subordinate to music, and
how ready the same public is to applaud anything that has an
orchestral sonority and virtuosity ?

The third reason accounting for the present decay in the
art of music is the infinitc number of composers. Is there
anyonc now that does not compose and publish his own com-
positions? There arc at present composers that make music
at the piano with one finger. Their musical secretaries write
down these compositions, harmonize and orchestrate them.
And these compositions arc published, are flaunting in the
windows of music stores, are performed on concert stages
and theaters: the composers are applauded, they receive
crowns of laurel and the well-read newspapers sing praises to
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these composers, in whose works only one finger takes part.
How .is the public to discriminate in this flood of different
tones, and is it not probable that, thanks to this circumstance,
some really beautiful compositions arc smothered?

At the present time there is only one way for a composer to
get along: to write much, and personally he must go around
the world, performing his own compositions. I do not want
the reader to think that I condemn these means. As soon as
this is the only way, there cannot be any place for condemna-
tion. But still, it is a very hard one, even if this peddling is
attended by usual triumphs, though sometimes they are very
ephemeral; and, after all, not every composer is able to push

- forward his works by these means. Consequently there are
becoming popular a good many compositions not for their
own merits, but quite accidentally, i. e., those that are steadily
offered on the market.

Before this kind of peddling existed composers that were
not appreciated during their lifetime received after dcath their
full estimate and took their well-deserved rank among im-
mortals. This was the case with Beethoven, Schumann,
Glinka. At the present time nothing of the kind can happen,
mainly on account of this superabundance of composers and
of the absolute impossibility of making a discrimination be-
tween them. At present posterity might easily overlook a true
musical genius. And we actually witness something like it.
Lately Western Europe begins to take interest in our (Rus-
sian) music, but they passed Glinka, they made their acquaint-
ance with his works too latc; they know and appreciate better
the music of our new composers, that of Tschaikowsky, Boro-
din, Rimsky-Korsakofl, than that of Glinka.

It is true the theater is a powerful means to make oneself
popular, and the production of one successful opera is suf-
ficient to establish the composer’s reputation; and, thanks to
this, all the rest of his works will get a hearing. But yet
more about operas than about books must be said: “habent
sua fata” (they have their own fate). e must not forget that
neither “Faust” nor “Carmen” had any great success at their
first performances, and only gradually after these two operas
were produced a good many times did they become great
favorites with the public. But our composers have no such
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opportunity, for our present board of directors of the Imperial
theaters does not revive any operas which have already once
been cut off from the list, and we may say with full confidence
that none of the best operas of Dutsch, Dargomijsky and
Mussorgsky will ever take their fully deserved place unless
there should be an entire change in the board of directors.

The fourth reason for the decay of contemporary music con-
sists in the struggle for existence, resulting from the crushing
competition which has penetrated into art. The results of it
are seen in hasty and ceaseless creation; the changing of art
into a trade; a chase after success by any means; absence of
ideals and style; absence of artistic conscience, etc.



RHYTHM, MELODY AND HARMONY.
(FROM THE FRENCH OF M. KUFFERATH.,)

(Concluded.)

With melody we enter into the domain of the artificial.
All melody is composed of little phrases or designs, that is to
say, of short successions or patterns of sounds ascending or
descending, and of skips, which are combined with each other,
or repeated, or imitated to an unlimited extent. Now, these
little phrases or motives ure based upon the tonal scale in
which they are conceived.

Why is it that all people do not have the same scale? It
is a mystery, this strange phenomenon. It is due undoubtedly
to physiological, ethnical and sociological causes altogether.
The Orientals make use of a scale sensibly different from that
which is common to the people of Central Europe; the Chi-
nese avoid certain intervals which to us appear indispensable,
and yet the absence of these intervals produces no sensation
of loss in their music; the Arabs, and in general the African
peoples, in so far as we understand them, employ small inter- -
vals, such as the European ear, even if well trained, remem-
bers with difficulty. The scale of the Hebrews and of the
ancient Greeks was differently constituted from our two scales
of major and minor, and our own ancestors in the middle ages
used tonal successions—the famous tones of the church—
which appear strange to our ears, habituated to major and
minor.

Physiological causes, ethnic traditions, conventions imposed
by imitation and use, all these influence enormously, we can-
not doubt, the sense which we attribute to a design. or to a
melodic phrase. All these different scales are like so many
different alphabets. It is necessary to know them in order
to read, that is, to comprehend the different musics of which
they are the foundation.

More artificial still than melody is harmony, even though it
is in part a natural phenomenon. There is nowhere in nature,
everybody knows, an isolated sound. Every musical tone is
accompained by accessory sounds :alled harmonics, which a
trained ear can perceive, or which can be brought out by
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special instruments when the sounds are not audible to the
ear. Helmoltz determined this point.

All melody is, then, in its nature a harmonic succession,
since each onec of the sounds which compose it generates,
whether we hear them or not, the accessory sounds of which
it is the foundation. This phenomen is the base and source
of harmony, but it is not what we understand by the word
harmony.

The chords with which we accompany our melodies do not
necessarily contain all the harmonies of cach sound; some
of these harmonies we adopt, others we throw out, and some
we ignore.

Harmony, then, is an artificial combination of natural ele-
ments; it is so conventional that it changes from one cen-
tury to another. Our ecar formerly admitted harmonic suc-
cessions impossible to support today, such as the fifths and
fourths of Dechant, which in the tenth and thirteenth cen-
turies were the delight of the monk musicians.

Better still, we sec certain people who ignore harmony com-
pletely ; the ancient Greeks, if they were not absolutely igno-
rant of it, practically got along without it, and contented them-
* selves with monody or homophony (doubled in the octave)
in their music, whether vocal or instrumental.

The Orientals, on the contrary, have practiced almost the
whole of harmony, to judge by the number, importance and

complication of the instruments on which from time immem-
orable they have accompanied their songs. The Arabs have

a complete system of harmony: even the barbariaus of Cen-
tral Africa certainly have notions of harmony, since they em-
ploy instruments of many strings to accompany their songs
and dances.

Is it necessary, moreover, to recall the surprising and mar-
velous harmonic combinations which the peoples of the Malay
archipelago know how to produce with their bells? They
captivate us with their strange and delightful charms, of which
we do not exactly comprehend the sense; or at least we are
unable in our present state of knowledge to fully penetrate its
meaning.

It is, then, very evident that conventional traditions operate
together with physiological and ecthnical causes to fix the
sense of musical language. The music of each people and of
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each race corresponds to a combination of circumstances, at
the same time specific, natural and historic, which have pro-
duced its culture and have raised it to a more or less elevated
degree of civilization ; their music develops itself equally with
their language and in a similar fashion, if not absolutely iden-
tical. Our languages in Europe are a development, as the
result of a long series of evolutions and changes; they became
fixed much later, and even today submit to modifications and
transformations which it is impossible to prevent. The prog-
ress of our music is absolutely similar. In this case we might
say that musical art is a late product of each civilization.

To resume, it results from all this that music is substantially
the sentimental language of a race, whose complete compre-
hension is never accessible to other individuals than those of
the same race. From this it results that there is no great
thing to be hoped from the fusion of exotic musics with our
own.

I am well aware that an illustrious master, M. Camille Saint-
Saens, is of a different opinion. Lately in a very remarkable
article in the Nouvelle Revue he has called the attention of
musicians to the Orient and to antiquity. “Music,” he says,
“arrives only at the completion of an evolution. Modern tonali-
ty, which has foundegd harmony, is in distress; it has made ex-
clusive use of two modes, major and minor. The modes of
antiquity come back upon the scene, or, failing them, there
will be an irruption of the modes of the Orient, whose variety
is immense. All this will furnish ncw elements to worn-out
melody, which from then on will commence a new and very
productive era; harmony also will be modified, and rhythm,
which is now only half exploited, will develop itself.” Mr.
Saint-Saens has come back to this thesis at different times,
notably in a paper at the Institute of France in 1884 on
“The Past, the Present and the Future of Music.”

Certainly this is an interesting view, and it cannot lcave us
in doubt as an indication of the tendency of one of the most
eminent masters of the contemporary school. But dcspite
the high authority which attaches to the thought and writing
of so eminent a musician as M. Camille Saint-Saens, I doubt
whether the exotic music which they recommend from the
East, and from the West, from the North, and from the South,
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can ever transform or renovate our European musical art.
Our composers will be able to derive, no doubt, new or strik-
ing effects, but they will not assimilate the essential elements;
these correspond to another sensibility, another culture. All
which up to the present time has been introduced into our
music from the modes and rhythm of the East has not re-
sulted in any real enrichment of the art. In spite of all ef-
forts, we only arrive at a sort of conventional Orientalism,
a more or less inconsistent adaptation—nothing more. From
the so-called Turkish music of Mozart and Beethoven, the
“desert” of Felician David, and of that in the Egyptian con-
certo of Mr. Saint-Saens, and the American Symphony of
Dvorak, to the rhapsodies more or less exotic, so bountifully
produced, I see no progress, no advance; these attempts, from
so many sources, remain isolated, without any real meaning,
because these strange melodies which they bring in amalga-
mate themselves only imperfectly with our system of melody,
harmony and rhythm. To change the word, it is as impossible
to make them enter into our Europcan musical language as it
would be to renew the French language by the help of the
Javanese, the Chinese, the Turkish or the Arabian. It could
only be by a transformation and an alteration of the race by
the fusion of species and the mixture of bloods. Such a
phenomen is not to be expected. It is for the moment at
least excluded from the practicabilities.

For the same reasons there is nothing to be expected in our
art by restoring the ancient Greek and Roman music. Al-
though we know little of it, that little is enough to show that
there is an incompatibility between that music and our own,
even while there are close historical relations between them.
We cannot even go back to the eccclesiastical modes which
dominated all LEurope before the middle ages. While our
present tonal system, with its two modes, major and minor,
has been developed from them and at a date relatively recent,
these old scales have become as strange to us as the French
or German of the twelfth century; they belong to a dead lan-
guage. Whenever we employ them, it is never more than
temporarily and by fragments, for the sake of a particular
effect. .

We might, indecd, affirm, as a result of these observations,
that no music can be comprchended absolutely without prep-
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aration and instinct. Use, memory and comparison enable
us to comprehend the mzaning of the melodic phrases of our
own music; the better we know these primeval forms, the
more they take hold of us. On the other hand, a music in
which the melodic forms and rhythms are strange to us, so
long as it is new to us, necessarily leaves us cold and indif-
ferent. A musical language has to be understood, like a
spoken language ; neither more nor less. When we remember
the long apprenticeship we have to undergo, since our earliest
childhood, even before we possess the first rudiments of our
mother tongue, we can understand that the same thing must
happen also in music.

It is on this simple and natural account that popular song
holds such an enormous importance for musical art. The
popular music furnishes the first melodic and rhythmic ele-
ments of the musical language of every people, and is in fact
the vehicle of this early ear training; popular music is the
receptacle for all those melodic and rhythmic formulas which
are the most adequate to the sensibility of each local or na-
tional group of individuals; it conserves and transmits more or
less clearly and justly, their fashion of fecling and of being
moved spiritually (in the chanson) and physically (in the
dance). This popular art is for the higher music the source
of an inexhaustible rejuvenation; its elements are analogous
in all points to the picturesque or expressive associations of
words which from the language of the pecople pass into the
literary language and therc maintain their vitality. Musical
works which are composed exclusively of the elements trans-
ferred from the customs, language or culture foreign to us
seek in vain to touch us; or at least will not do so only after
a long and careful initiation.

Let it be observed at this point that in the actual condition
of our European musical culture, and in consequence of the
historical circumstances of the development of this culture
under the aegis of the Catholic Church, the music of all Eu-
ropean nations has a common foundation which establishes
between them a similarity much greater than that which is
found between the different European languages. This is
above all true of our cultivated music. The ethnic character
of Italian, French, German, Spanish, Anglo-Saxon, Scandi-
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navian and Russian music no longer exists except in folk mu-
sic, the origin of which is very remote.

It is often asked why we no longer create folk songs. The
explanation of this phenomenon is found in the preceding para-
graph. There is no longer any creation of true folk songs in
Europe precisely because all the European people have been
habituated for many centuries to a common language, the
ecclesiastical plain song, avhich has modified little by little the
native and primitive song language of the people. The thea-
ter and symphonic conce,ts have accelerated still more the dis-
appearance of rhythmic and melodic originalities. We have
nothing left except musical dialects. Solely the Spanish,
whose music was subject during several centuries to the dom-
ination of the Moors, and the Russians, who by reason of
their adherence to the eastern church have not been subjected
to the constant and direct influence of the Roman ecclesiastical
chant, they alone have preserved in their music relatively an
important part of their personality. In consequence of simi-
lar circumstances the Hungarian Tsiganes have escaped this
leveling process and still preserve themselves in part insensible
to the forms of expression by which, for instance, Italian music
distinguishes itself from the French, and the latter from the
German and Scandinavian music. These nuances are wholly
dialectic. :

As our European music is today constituted (because there
is a narrow point of view in which we can still speak of Ger-
man music, French music and Italian music) it is an art whose
development has broken the bounds of all prevision. The
question of its future has tormented in vain many bright
minds. It is impossible to say what course it will take. It
is altogether likely that its future cvolution will resemble that
of the past, and the evolution of all human things.

The actual development of our art of music brings us face
to face with an element which has been practically somewhat
fixed since two centuries, I{armony ; but the manner in which
this has been developed by Monteverde and Zarlino, and as
it has been developed by the great classic masters from Bach
down to Wagner, appears no longer to suffice for the excessive
auditive scnsibility of the present. The major and minor
modes tend to efface themselves. They are giving place grad-
ually to a single scale of semi-tones, numbering twelve in the
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octave, a chromatic scale without a determinate character,
but capable of furnishing -an infinite number of unforeseen
expressive shadings. It is at the same time a simplification
and a complexity.

On the other hand, from a more particular point of view,
in each class we find important modifications of detail. In
instrumental music, for instance, symphonic, chamber music,
etc., we find clearly a marked tendency to give up the sym-
metrical arrangement and the proportionate development, if I
might say so, of the composition.

Even though Wagner in many conversations enunciated
contrary opinions, quite a number of his processes of compo-
sition, justified by the special character of dramatic work,
have passed into the domain of pure symphony. His system
of a leading motive, a significant theme intimately allied to the
peculiar nature of dramatic composition, has become the cur-
rent usage, not alone in orchestral style, but even in chamber
music. From this a great class of very impo}tant modifica-
tions of form and the architecture of pieces purely instru-
mental, frequently a poetic idea, a picturesque design, a deter-
minate succession of sentiments, intervenes’in the development
of a composition which is no longer dominated by the ele-
mentary laws of symmetry and of pure musical proportion.
Psychologic elements have here intervened.

Morcover, at the same time that they have been in search
of these melodic and harmonic combinations adapted to this
new tendency, our modern composers have preoccupied
themselves with rhythmic proportions, because the three ele-
ments remain intimately united and react constantly one upon
the other despite the development which they undergo sep-
arately.

This tendency might well affright philosophers only half
musicians, such as Count Tolstoi, who deplores the excess of
complication ; it inspires us on the contrary with not the slight-
est terror. It is necessary to encourage it, in recognizing
that if our living artists have renewed in a certain sense their
melodic and harmonic material, they scem to rest still very
undecided and uncertain in regard to rhythmic matters; they
experiment, they seek out, they have not yet found; the poly-
rhythmic which captivates and interests them as legitimately
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as polyphony remains still imperfectly organized, without
general principles, and good definition.

While they work away at their efforts, let us guard our-
selves from hasty judgment, and, above all, from the pessi-
mistic impressions habitual to gloomy spirits and sedate tem-
peraments, the enemies of adventure. The timorous have al-
ways existed, and they never have lacked in any epoch of
transition.

Somewhere about 1850 morose philosophers and estheticians
of music spoke exactly as Tolstoi and Nietzche are speaking
at the close of this century. They deplored the enfeeblement
of inspiration, this indefinable something ; they expressed their
regrets on the subject of excess of complication of the new
compositions, and thev set themselves at each innovation to
search out some new form of expression for condemning it.

Nevertheless this was the moment of complete maturity of
certain mastersin whom our musical century takes most pride :
Berlioz, Mendelssohn, Schumann, Chopin, Richard Wag-
ner, not to speak of masters of the second rank, such as Mey-
erbeer, Gounod, A. Thomas, Halevy, Liszt, to which names
several others have been added since: Cesar Franck, Bizet,
Johannes Brahms, etc.

These renewed lamentations merit no consideration what-
ever, and it would be a great mistake if they were permitted to
disturb the conscience of a single laborious and sincere artist.
1f these do not succeed in all respects, their labors are not less
worthy of honor; and in spite of everything they will bear
fruit. They are beginnings; some other one will arise who
will fully carry them out.

In what sense, and towards what horizon, will these com-
plete artists, these geniuscs, lead us?

Vain question! Puerile problem!

One thing is certain: it is that the art of the future will
not be indifferent to that of the past. The new evolution
will be a continuation of that which has been completed.
Goethe said that any artist arising ten years earlier would have
been very different from what he would have been if he had
come ten years later. This is absolute. Mendelssohn de-
veloped this idea one day before a disciple, who questioned
him upon the subject, adding very justly: “that the genius
of Beethoven should be manifested as it was, resulted from the



RHYTHM, MELODY AND HARMONY. 163

series in which he appearcd. If he had come in the time of
Handel he would not-have been our Beethoven; before Haydn
and Mozart he would have been something very different ; and
Haydn and Mozart would have becn different if they had come
after Beethoven. They would have found other artistic inspi-
rations which would have worked differently upon their im-
pressions.”

Our contemporary artists have come after Richard Wag-
ner. They are in his “scries.”” As it was impossible that
Wagner should not have submitted to the influence of Bee-
thoven, in the same way it is impossible that our young mu-
sicians should not submiit to the influence of Richard Wagner;
considering the time when they lived they could not have done
otherwise, and it is in this way that they will continue, that
they will develop the things which they have discovered, the
novelty, and add it to the admirable edifice of tones clevated by
those who have come before them. It will be impossible for
them to go back, however much they might be asked. to the
formulas of Mozart, or to those of Beethoven, or to those of
Bach, or of Palestrina. So much, at lcast. is certain.



INTERVIEW WITH MR. CHARLES W. CLARKE.

Among the more notable concerts last month in Chicago
were two remarkable song recitals by the accomplished bari-
tone, Mr. Charles W. Clark. The programs of these recitals,
as will be seen by the notices in this same issue, were unusu-
ally catholic in their range, and had the merit of presenting the
whole of Schubert’s Swan Songs, fourteen in number, and
the Schumann “Poct’s Love,” of Heine, sixteen in number.
The unusual range of the selections presented in these pro-
grams, and the wholly superior artistic work on the part of
the singer, were such as to immediately suggest that during
a recent period Mr. Clark had been availing himself of un-
usual opportunities for study. Accordingly a representative
of MUSIC waited upon him in search of information.

“You are right,” said Mr. Clark. “During the last sum-
mer I spent several weeks near Munich studying with the cele-
brated German baritone and lieder singer, Eugen Gura, who,
as you remember, is spoken of by Riemann as one of the
most celebrated stage singers of the present, and a very dis-
tinguished concert singer. As a matter of fact, the popular
reputation accorded to him in Germany is that of being the
best living exponent of the German lieder, and one of the best,
or the very best, Hans Sachs in the ‘Meistersingers’ that has
ever been heard. Mr. Gura is now no longer a young man.
I had supposed him to be about sixtv-three years old, but I
find the date of his birth given in Riemann as 1842. This
would make him fifty-seven years old at the present time. Be
this as it may, his voice is a singularly beautiful organ, and
he is still a very delightful and masterly singer. His range is
remarkable. He sang for me a very solid and satisfactory E
flat below the staff, and he sings G above with a clear, ringing
tone. As he has also been upon the stage, and was a thor-
oughly trained artist as to the vocal part of his work (a quali-
fication by no means universal among German singers), you
can imagine the satisfaction I had at hearing him in this inti-
mate way for so many wecks.

“You must know that Gura lives in a villa twenty or thirty
minutes out from Munich, on Starnberger See, where he
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spends his summers, and his intention this year was to rest and
neither sing nor receive pupils during the entire summer.
Although I was unable to speak a single word of German,
except a few of the most ordinary words for purchasing a
railroad ticket and ordering a meal, I managed to find my
way out to Gura’s villa and interviewed him. As he spoke
not a single word of English, we jabbered away at each other
in our respective languages for scveral minutes without mak-
ing any perceptible headway. I managed to gather, however,
that he declined to take me, if he had understood that I wanted
to be taken, of which I was not quite certain. At length,
evidently impressed by my persistence, and perhaps by the
reflection that since I had come all the way from America for
this particular purpose, it was rather hard on me to send me
back without any instruction at all, he asked me to sing some-
thing. Thereupon I sang Schubert’s ‘Du bist die Ruh,” and
then, being asked for another, I sang Schumann’s ‘Ich grolle
Nicht.” Immediately upon this he relented, and said he would
take me. Upon my asking how often I might come, he said
as often as I liked, and we arranged for three lessons a week,
one hour each, at fifteen marks per lesson.

“This being arranged, I started out to find some place
where I could lodge. I had with me letters to a German fam-
ily the other side of the lake, which is here about a mile across,
where one of the daughters could speak some English. I
went over there, presented my letter, and requested her as-
sistance in finding me a place to stay. Thercupon she sent
her brother out, who presently returned, saying that he had
found a room which I could have at thirty marks for six
weeks. When I presented myself at this place to claim the
room they immediately spotted me for an American and raised
the price to thirty-six marks for four wecks, with three marks
trink geld additional to the servant. Thus, by the aid of a
neighboring hotel, I was provided with meals and a com-
fortable lodging.

“I found my lessons with Gura intensely interesting.  While
I was unable at first to understand the remarks he made about
them, his own examples were so much to the point that I
very soon mastered the ordinary terms in musical use, and as
I was living entirely among German people where no English
was spoken, I made rapid progress in the language. The les-
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sons were a most pleasant interchange of give and take on
the part of the teacher and pupil. Frequently they lasted long
beyond the hour stipulated for, and Gura himself sang about
half the time. You can imagine the satisfaction of studying
master-works like these with an artist so familiar with every
point, and so earnest and capable in his conception of the
composer’s meaning as Gura, and at the same time so cultivat-
ed and finished an artist, and so experienced in public appear-
ance. All these things taken together give a teacher an outfit
which for work like this that I was in search of is simply mag-
nificent. We spent the entire six weeks on the ‘Swan Songs’
of Schubert and the ‘Poet's Love’ of Schumann. Every-
thing was gone over again and again. My German was care-
fully doctored until it began to satisfy the exact ear of a na-
tive, and at the same time I was not allowed to impair my
vocal legato in the way which so many of the German singers
of the present permit themselves to do.”

At this point the conversation turned for some time upon
points of method and tone-production of little interest to the
general reader. They were sufficient, however, to reveal Mr.
Clark as a carefui and thoughtful artist, who worked out most
of the singer’s art by his own exertions. This led to a request
for his story, and it turned out that he came to Chicago twelve
years ago from Van Wert, Ohio, being then twenty-two years
of age, and entirely without musical experience except that of
singing in Sunday schools and in various musical conventions,
where he had already made a matk as a solo singer in an
untaught way. Ilis first concert which he heard in Chicago
happened to be the “Messiah” by the Apollo Club, in Central
Music Hall, with Myron W. Whitney in the bass. Naturally,
Clark was much interested. When he saw the hall, fresh as
he was from the small Ohio town, he said to himself: “How
can a man ever sing in this great big place?” Then Mr.
Whitney came out with his “Thus Saith the Lorn!” “He
scemed to be just talking it to us,” said Mr. Clark. “Any-
way, it was beautiful. The more I heard the more the won-
der of the voice and the beautiful singing grew upon me. and
the marvel became larger and larger how he could sing so
casily in so large a place, and before so many pcople. I was
ready to take the next train back. I kneww I never ccuid
do it.
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“Fortunately for me, however, as it turned out, I had burned
my bridges when I left home. My father had said, in the most
dccided way, that if I wanted to start out on a wild-goose chase
of this sort I could never come back. So the first thing I
did was to search for employment, which I soon found, as
collector for the Western Electric Company, at eight dollars
a week. This occupied my time from eight in the morning
until five in the afternoon. '

There is a great deal of hard work in a week for eight dollars,
but I stuck it out. As soon as I began to get the hang of the
city a little, and became familiar with my new employment, I
looked about for a singing teacher. I went to Mr. Frederic
W. Root, whose name is so well known in cvery city, as you
know, and who has derived so much benefit from the celebrity
of his distinguished father; so that any young singer in a
country town is sure to know the name of Root, even if totally
ignorant of the other singers and artists in a great city.

“Naturally, my study did not amount to a great deal, al-
though I could have by no means done without it. I found
the business so tiring that I had very little time for study. I
could take a lesson all right, because my time was practically
my own—that is to say, I had certain collections to make,
and, if I chose to hustle more rapidly than the average, what-
ever time I gained I might legitimately use. My employers
understood exactly what I was here for, so I was able to drop
into Mr. Root’s studio and take my half-hour lesson in the
daytime as often as I had the means to pay for it.

“My first Sunday in Chicago I sang in Roney’s choir, in
Grace church, on Wabash avenue. But the second Sunday I
had a church position in the Centennial Baptist Church on the
west side, where the Kohlsaats attend. My salary was munifi-
cent—$3 a Sunday. This lasted for three months, when an
Evanston church was found looking for a bass, and so they
made me an offer of $5 a Sunday, but the Baptists raised it, or
rather, the Kohlsaats did, and I stayed there tiil the end of
the year. At that time the Evanston church had barame ~ e
persistent, and, as they offered a liberal advznce. T ncal w2
there, and remained four years in the Precrjicnar coures w
which Dr. Hillis was pastor. When Dr Hilli« came to / -=-
tral Music Hall I came with him, anc have held irat Susitiza
ever since. As you know, we have no citoir a¢ Central Music
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Hail. I icad the Zymzs. and I sing one solo every Surday.”
“What xiz? ol material do yvou sing 27 asked the interviewer.
“Well. vou may well imagine.” said Mr. Clark, “that as [

was at this ¥me more and more engaged in sericus study,

and within the first three or fcur vears in Chicago ad worked
up quite a iittle business n concert singing and oratorio en-
gagements, I naturally inirodduced oratorio selections as often
as I couid. T liked them. and had been studying them ear-
nestly. and besides. I thcught thev were more suitable for
church use. DBut I am scrry to say that the trustees of the

Central Church Jid not agree with me in this idea. In fact,

it happened to me not very long ago that one Sunday I sang

Mendelssohn’s ", God. Have Mercy,” and after church one

of the trustees came to nie and said: “What do you want to

sing such stuff as that for?> A lot of recitative. \What the
people want is melody. There is no melody in that,” he went
on. Then I called his attention to the fact that this solo was
bv Mendelssohn, and that it ought to be good. And he an-
swered that it was not what they wanted. I must sing some-
thing with melody. It happened. however, in this instance
that the solo to which objection was made had been introduced
at the request of Dr. Gunsaulus, and it was also a favorite with
another member of the music committee, so I was not called
upon to fix my iences in that quarter. But, in general, I sang

a few oratorio songs, and a great many other pieces, such

as "Calvary, the Holy City.” *The Sweet Story of Old,” ‘I'm a

Pilgrim,.” ctc. Yesterday I sang ‘The Lord is My Light.” It

is a very nice position ; the house is crowded. and it is a very

satisfactory audicnce to sing to.”
“Are vou doing much social singing, Mr. Clark?”
“Social singing in Chicago,” he answered, “is a very poor
dependence. Naturally, T hold the same as the good singers
do in London, that an artist should receive his regular fee

for singing before a society audience the same as if it were a

concert or recital. The consequence is, I have had very little

social singing to do, although in London, as you know, this
is one of the main dependencies of a popular artist.”

“What have you sung in London, Mr. Clark ?”

“I have sung in London a good deal,” he answered. “As
you will remember, I first went over there several years ago
to study some songs with Mr. Henschell. Henschell was very.
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nice to me, and engaged me to come back and sing in the
Bach Passion Music in St. James’ hall. Soon after I came
home, however, I had a letter from Henschell requesting me to
come to Lotidon a month or two earlier, as he wished me to
sing the final scene from ‘Die Walkuere’ with Mme. Duma
as Brunhilde in his annual Wagner concert. Accordingly I
went over at the time requested, and sang there and several
other engagements, besides in the Bach Passion Music in
April. It is not so difficult for a good singer to get a footing
in London as you would suppose. Mr. Henschell exercises
an extremely important influence there, and he is always glad
to welcome a young artist who takes his work scriously. Of
this many other American singers can testify as well as my-
self. Of the value of his instruction you can judge as well
as I. He is one of the most inspiring teachers possible to
imagine.”

“Have you ever sung in opera?” the interviewer asked.

“I had a year upon the stage with a light opera company,
and I have several times acted with amateur opera companies.
I always study my pieces from a dramatic standpoint, and my
own inclinations run very much that way, but when I go
into opera I wish to go into it right. I have had several of-
fers from very good companies, but it is impossible for me to
appear with any satisfaction upon the stage unless I am en-
tirely sure of myself and understand thoroughly what I am
about. I shall not appear in opera, therefore, until I have
prepared myself more thoroughly than at present. For this
reason I declined a very advantageous offer to appear in grand
opera this year.”

“What oratorios do you most appear in?"” asked the.scribe.

“Oratorio music, as you well know,” answered. Mr, Clark,
“is just now at rather a low ebb in this country.. There are
comparatively very few singing socicties, and there -daes not
seem to be any elementary school or training likely to pro-
duce good chorus singers. The taste for oratorio seems to have
fallen off very much. It is only in a few of the larger cities
that oratorio engagements can be had. First and last I have
sung in about all that are given, most often, naturally, in the
‘Messiah’ and the ‘Elijah.” The bass solos in the ‘Messiah’
lie somewhat too low for my voice, and I do not cnjoy it so
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well. The ‘Elijah’ music suits me admirably, and I like it very
much. I intend this season to make a feature of song’ re-
citals, such as I gave here in the two which you have been
so kind as to mention. I intend to sing a good variety of
the best German lieder, a few Italian songs (A warmly appre-
ciative note was made by the Editor of MUSIC of Mr. Clark’s
singing of the Pagliacci Prologue last-year), the best English
ballads, etc.”

“Have you done much with American songs, Mr. Clark?”

“I have not done much with American songs,” he answered.
“You can well understand that an artist so new in the business
as I had best devote himself to the standard songs. He has
the oratorio to learn, the standard English ballads suited to his
voice ; then if he goes beyond this he goes into the German
repertoire, because there is a great demand for German songs
from musical clubs and other organizations, and in England
also the German lieder are gaining more and more vogue.
I have not been able as yet to find American songs which
fully satisfy me as to lying well for the voice, musical quality,
and effect with the audience. Of course, these points are such
as the singer has always to consider.”

At this point the interview was terminated in consequence
of other engagements on the part of the artist; but the im-
pression left was that of a most genial and satisfactory per-
sonality, and a serious-minded artist whose professional career
it is to be hoped has only just begun. In the course of the
conversation reference was made again to the oratorio sing-
ing of the great American bass, Mr. Myron W. Whitney.
“I heard Mr. Whitney again,” said Mr. Clark, “two years ago
in ‘The Messiah,” and he was wonderfully fine. The singing
was so smooth and finished, and the interpretation so satis-
factory, that it was a great pleasure and an inspiration to
hear it.”



The Chicago season of the Castle Square opera company
continues to flourish. Since I last wrote about it they have
produced several operas, of which two, “Rigoletto” and Puc-
cini’s “La Boheme,” require mention. “Rigoletto” turned
out one of the most enjoyable works they have produced. Mr.
William C. Stewart in the Role of Rigoletto both acted and
sang better than in almost anything previously, and his work
was entitled to high honor. The Gilda of Miss Carrington
was commendable and the other roles were reasonably well
done, particularly that of the Duke by Mr. Reginald Roberts.
The music is charming, and while the story is one of those
high-strung Italian conceptions, ending in a terrible catas-
trophe, the general effect of the opera was very enjoyable. It
was a pleasure to hear this melodious music. The famous
quartet was perhaps naturglly not exactly the same as when
sung by four people like Mme. Sembrich, Mme. Schumann-
Heinck, Saleza and Campanari; but the prices also were
quite different, and the interpretation in this instance was at
least musical and enjoyable. :

The other performance demanding notice was that of “‘La
Boheme,” which began Oct. 30, with the return of Miss De
Treville in the role of Mimi. The leading people were Regi-
nald Roberts as Rudolph, Rhys Thomas as Schaunard, Mr.
Stewart as Marcel and Cassavant as Colline, with the piquant
Miss Quinlan as Musette. All the principals showed splendid
familiarity with their roles and sang them well. The chorus
was not so lucky, the broken character of this music, where
phrases emerge from the ensemble here and there while the
singers are walking around, sometimes with their backs to
the conductor, giving them unaccustomed difficulties. Tt
would be interesting to see what the operatic old-timers would
make of this music. The opera is thoroughly Italian and the
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orchestral part delightful. It is proper to add, moreover, that
the playing in this instance was of unexampled smoothness.
In fact, the production of this opera merits the support of the
musical public and deserves high praise for the managément,
both local and gencral—the ultimate honors probably being
divisible between Mr. H. Chamberlain Pardee and Mr. Stewart
here in Chicago and Mr. Savage in New York. But where all
did so well it is not necessary to linger upon the precise frac-
tioning of halos appertaining to the combination.
x % %

The importance of the Castle Square opera as a musical
educator will appear as soon as certain statistics are taken
into account. For instance, in Chicago there are eight per-
formances a week, and an average of about fifteen hundred
hearers to a performance—or about twelve thousand hearers
every week. This has gone on now for twenty-three weeks.
It bids fair to go on all winter—or an equal period longer. In
New York it is likely that about fourteen thousand people -
every wecek are passed between the doors to the representa-
tions. Thus a total of at least twenty-five thousand people
every week are hcaring the operas of these two companies.
To the vast majority of these hearers these are the first oppor-
tunities they have ever had of hearing the better operas done in
English, and consequently the first opportunities of hearing
them in an understanding way. Besides, these popular prices
bring out a class of hearers who rarely frequent the grand
opera under the all-star system which that Croesus of man-
agers, Mr, Maurice Grau, has made habitual to the American
public.

Moreover, even if we admit the vast superiority of the poly-
lingual article with the greatest singers of the world, it still
remains true that three weeks of grand opera stands a very
small show as an educational influence in a community be-
side an all-the-year-around establishment playing at least forty-
five weeks in the vear. In grand opera at the Auditorium
probably about twelve or fourteen thousand hearers attend in
a week, and this continucs for three weeks—then it ends.
Meanwhile our modest Castle Square company pegs ahead
with its one opera a week; in forty weeks nearly half a million
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of hearers have passed the doors. It is a great educational
force as well as a good commercial undertaking.
* x *

I am always glad when opera makes money—particularly
when it is legitimate opera, as in this instance. When a
traveling company comes along with the old reliable *Robin
Hood” or “El Capitan,” or the “Secrenade,” naturally I enjoy
the fun with the rest. All are good works. It is nice to have
American operas played upon a good commercial basis.
American music has much to gain in prestige from demon-
strating its capacity to be listened to upon a commercial scale
and to the profit of managers. But then there is the standard
repertory of light and medium operas which these traveling
companies never produce. It is less trouble to carry two or
three operas for a season. It takes less rehearsing and hard
work.

And speaking of work, I note my admiration for the manner
in which the Castle Square company puts on their operas;
the thorough manner in which the roles are studied, the
rapidity with which new roles follow one another while still
the company is working away with at least one performance a
day. Also the handsome manner in which they are staged and
the excellent training of the chorus, accidents excepted.

% * *

Speaking of statistics, did it ever occur to the reader to
consider the ratio of influence as educational influences be-
tween such an opera as this of the Castle Square company and
a course of symphony concerts like that of Mr. Theodore
Thomas? Naturally one imagines that as an admirer of the
classic and the romantic I am going to hold up the standard
of symphony. Nothing of the sort. After eight years of
extremely expensive propaganda, the Chicago Orchestra is
playing to an average of twenty-five hundred attendants at
each performance. This gives a total for forty performances
of about one hundred thousand hearers passing the doors—
a great army, truly, even if sixteen hundred of these are sea-
son subscribers, reducing the total number of individuals
reached to probably rather less than forty thousand in a year,
of whom eighteen hundred are permanent, and 32,000 hear a
concert once in a year. In the Castle Square performances,
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on the other hand, out of about half a million hearers passing
the door in forty weeks probably more than half go nearly
every week, but if we allow half for season subscribers, or
six thousand, we still have to account for upwards of two
hundred and forty thousand individual hearings, so that the
total of individuals reached by these performances must aggre-
gate at least one hundred and twenty-five thousand individuals.
x x  x

Moreover, the value of the musical education is by no means
mainly upon the side of the symphony effort. Symphony
represents the acme of absolute music—in tonal imagination,
orchestral coloring, and in the elevation and individuality of
moods portrayed. To the educated lover of music, symphony
is a form of musical pleasure above every other—more pure,
more noble, and more elevating. But it is this to the educated
only ; to the uneducated it is frequently a bore.

Opera, on the other hand, is at once the highest illustration
of musical expression carried to its available limit, and also
the ground where musical expression can best be studied,
since in opera everything is explained by the action and the
book. Hence thousands of tonal combinations inadmissible
to the symphonist (except after they have been made quasi-
conventional forms of expression by the operatic composer)
come in as the natural expression of the dramatic situation.
And since dramatic situations tend to run in types, succeeding
composers have the opportunity of trying over and over again
to discover reliable ways and means of awakening a particular
mood. Operatic music tends, therefore, to become more and
more clear and intuitively expressive, just as symphony tends
to become more and more obscure, through the usual moods
having been done too often; and through the natural desire
of every new composer to illustrate a bolder conception than
his predecessors—a tendency noticeably shown by Tschaikow-
sky and the modern Russian school generally.

Much familiarity with opera, therefore, properly precedes
real appreciation of symphony, and this in fact has been the
course of the development, symphony being the most complete
expression of absolute music, worked out primarily by the
Germans, who had previously explored the tonal moods in
detail in opera, and had assisted their own education by nat-
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uralizing among them the cream of the operatic production
of the whole musical world. Hence Johann Strauss, the light
opera composers generally and the great symphonists illustrate
the scope of German musical study in equal measure but in
opposite directions. Light opera shows tonal forms at play
—conventionalities lightiy used, after the manner of French
persiflage, while symphony shows tonal forms in their deepest
and most surely divined moments—the elements of ‘which
have been collected through three centuries of search after the
deepest possible dramatic expression in music.

In this search every part of tonal imagination has received
equal attention: Rhythm, for local coloring and for charac-
teristic determination of mood; harmony for expressive cm-
phasis and for unity; and melody for expression, for beauty,
and for verbal suggestiveness; add to these orchestration, for
still further intensifying the elements inherent or implied in
the tonal combinations; and by sifting them, retaining the
purest and the noblest, we have at last the symphony of Bee-
thoven, Schubert, Schumann, Brahms and Tschaikowsky ; al-
so the lighter symphonies, provincialisms, if you like, of Ber-
lioz, Saint-Saens and Liszt. There is no form of art which de-
pends so much upon the past as symphony. The untrained
hearer is at an enormous disadvantage in it and it is only by
good luck if he finally falls into the true attitude for apprecia-
tive hearing. Even then he is not out of his troubles, for,
while he is no doubt willing enough to hear and to feel with
the composer, for want of experienced ears and a quick musi-
cal memory, and often for want of a standpoint which the pro-
gram book might give him, he misses beauties which with
better preparation would mightily appeal to him.

The opera as a musical form for untrained hearers has an
enormous advantage in thc comparative brevity of its forms
and the consequent ease with which they are apprehended.
The hearer has the story, the action, and the action requires
movement. He is called upon, therefore, to take in first of
all a series of detached musical moods, the meaning of which
is opened before him upon the stage. The mood is but a
moment. Even if the music-piece lasts quite a long time (as
the forty-minute finale, for instance, in Mozart’s “Figaro”) it
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is even then but a succession of shorter pieces, each plain
enough from the action.

In symphony all this is different. Our modern artists do
not even give us the assistance which old Bach afforded. Hc
always had a lively and characteristic rhythm which one could
follow and feel, whatever might chance to befall the contra-
puntal devices by the aid of which he built up his climaxes
and created his moods. Our modern writers do much less
with rhythm ; particularly the great German symphonists since
Schumann (who was per se an apostle of short moods), and
they wrestle with the tonal art in order to say the unsayable;
they evade cadences, they sit upon diminished chords or worse
and hang their feet off and yearn; they pile up sonorities until
the ear is stupefied ; or they thin them down to open fifths (like
the desert conventionalities of the French and Belgian com-
posers). In short, symphony is an art to be acquired by the
listener no less than by the composer.

For this reason, if I had a class of rising young musicians
to educate, I would rather insist upon season tickets to the
Castle Square opera for a year than to the symphony con-
certs—if they could have only one. After two years of opera,
and some study, they would be ready for symphony, and they
would then become truly intelligent hearers, following the
composer in feeling as well as in tonal intelligence, and rising
with him into the pure empyrean of musical beauty in and for
itself.

There is nothing new in this position. Theodore Thomas
has always been an apostle of musical intelligibility and a pa-
tient purveyor of compositions likely to pave the way towards
the higher; this was the way by which he gained the ear of
the American pcople, and in which he steadily walked until
after he began to exploit celebrated music commercially in
great festivals, and was elected to the traditions, dignity and
conductorship of the New York Philharmonic.  Since that
time he has mainly forgotten all this; or remembered it but
slightly. T do not say that all of the quarter of a million of
losses of the Chicago Orchestral Association have gone into
this hole; but I have no doubt that with more concerts and at
least some popular concerts, better results might have been
gained and a part of the loss avoided. Still T do not know
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as this is any of our business. Mr. Thomas seems to be in har-
mony with his entourage, and, to do him justice, he does pro-
duce splendid works in the course of a season. They claim
even that he plays more new works and plays them sooner
than any other leader in America if not in Europe. It is a
good claim, and I hope true. I am not talking of what Mr.
Thomas does, but of what the hearer is in position to get out

of it.
* * *

The third concert of the present orchestral season was a
good illustration of catholicity of program. Observe:

Beethoven, Overture to Egmont.

Tschaikowsky, 4th Symphony, in F minor. (First time.)

Siegfried-Wagner, Overture to “Der Baerenhaeuter.” (First
time.) '

Saint-Saens, Le Rouet d'Omphale. (Not the first time.)

Rubinstein, *“Feramors” Ballet Music.

Kaun, Festival March and Hymn to Liberty. (Hymn
omitted.)

The Egmont overture was well played. It is a noble work.
The Tschaikowsky symphony is by no means equal to the
fifth by the same author. Some of its themes are trivial; it
is full of sensationalism, and it has “propertics,” to use the
stage expression, which the author has several times exploited
elsewhere—as, e. g., the trumpet signal in the first movement,
which recalls a similar passage in the noisy occasional over-
ture to “1812.” After these two hearings of the work, it scems
to me to quite fall in with Mr. Thomas’ criticism upon Tschai-
kowsky, made to me personally some yecars ago, as being too
sensational and high-strung for symphony. It is, as he said,
“emotional music, which belong properly in opera, with a
horse.” I do not think a horse would improve this music,
but I do think that there are more than traces of Bizet, a few
really national Russian touches, and a sort of fragmentary suc-
cession of climaxes having their reason in sensationalism pure
and simple. The second movement is a pleasing canzonetta-
like piece. The third a very sprightly scherzo. The Final:
has much that is distinctly Russian. The work is not con-
sistent with itself; it is rather a study toward svmphony.
Neither in real poetry of musical mood nor in elegance of
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diction is it a work of the first and enduring order. In fact
since hearing it I understand better the tone in which Mr.
Cesar Cui speaks of Tschaikowsky in the article opening the
present issue of MUSIC.

Siegfried Wagner’s overture is a clever and creditable work.
It is possible that later on the author of it may turn out a
personality. The music contains reminiscences of his father’s
work (the boldest is the use of the Hunding motive as the
first motive of the work), and not a little of Humperdinck.
It remains to ascertain whether this is a young, would-be mas-
ter-work, elaborated out of much tribulation, or a real produc-
tion, a forerunner of really original pieces to follow. If Sieg-
fried Wagner were a young horse he would be classed as
belonging by right of heredity upon both sides, to the two-
minute class. At present he trots somewhere between four-
minutes and five.

The familiar symphonic poem of Saint-Saens was badly
treated rhythmically and taken a little too slow. It had a
fine pianissimo at beginning, and from the tonal side it was
very well handled. Rubinstein also seemed to have been re-
cently reading Gluck’s ballet of the blest in “Orpheus,” and
like the music of his older predecessor, this also might be
adapted to church use. The second part of the program was
saved by Mr. Hugo Kaun’s march with the “Star-Spangled
Banner” in the finale. It is a well-written work with a good
deal of the real stuff in it.

*  x %

I am sorry to be compelled to congratulate Mr. W. L.
IHubbard, who for some time has been doing such fine work as
musical critic on the Chicago Tribune, upon his promotion to
the position of general correspondent of the Tribune for Aus-
tro-Iungary. The position is a very important opening for
a young man of Mr. Hubbard's qualifications, and I have no
doubt he will fill the place well and enjoy the work. It is
very unfortunate, however, that he should be taken off the
musical department of the Tribune, for which his qualifications
so thoroughly fit him. As I have mentioned in these columns
before, Mr. Hubbard spent three vears in the scrious study of
the piano, mostly in Dresden, and about the same length of
time with the voice. Ie is a very good player and a good
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singer, and had aspirations as an artist. This experience, to-
gether with the natural broadening which comes of the serious
study of an art under such auspices as mentioned above, with
several years journalistic experience before going abroad,
give Mr. Hubbard such qualifications for the work of musical
critic as are altogether too rare; and his work upon the Tribune
has illustrated their value very much to his credit. It is par-
ticularly unfortunate for the Tribune to lose a musical critic
of this worth, because it has been so extremely unfortunate for
several years back, its critical opinions having been the subject
of almost universally unfavorable comment in musical circles,
among journalists, and by the general public. This is a great
pity, because the Tribune has been so long established as the
organ of a certain solid constituency that its musical opinions,
if not absurd, carry great weight. I have heard it said that the
accomplished golf champion, Wr. Whigham, is to return to the
musical chair of the Tribune, which he illustrated in such a
peculiarly rococo manner any time the last year or so.
x x  *

I do not know as we have a right to object to the grotesque
in musical criticism when the absurd occupies so high a place
in commercial musical art. Anyone interested in following
out this lead might refer to the last few pags of the ‘“Music
Trades,” edited by Mr. John C. Freund, in which the music
publishers have paragraphs giving the strong points of their
successes. All sorts of queer coon songs and absurd ditties
are there described as selling by lots of ten thousand or more.
In the three pages of items in a single issue probably fifty or
sixty of these songs are mentioned. This, in connection with
the fact that no serious musical publication aside from MUSIC,
gives notices and reviews of new music, might well lead the
ordinary managing editor to believe that all the musical in-
terest we have in America is that of the coon song and the
vaudeville.

x  x

At Hull House (the oldest university settlement in Chicago)
lately there was a meeting of musicians and musical people to
canvass the question of what sort of music it would be best
to offer at the Sunday afternoon concerts and at other times.
In previous years quite a little has been done at Hull House
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in a musical way. Mr. William L. Tomlins conducted a
chorus there which was very popular, both for the sake of
the music and for the personality of the leader. After he dis-
continued it was not found possible to keep up -the interest.
There is a music school endowed by a gift from Miss Smith,
which is run as a normal training school under the direction
of Miss Eleanor Smith, author of the Modern Music Series.
Miss Smith is a personality of force and a musician of ear-
nestness and ideals. She has associated with her others of like
tendencies. The pupils get lessons for one dollar a month,
four lessons a week, two in piano and two in voice. Hull
House is situated upon Halsted street, at the intersection of
Polk, and the people on the east are largely Italians, on the
west and immediately about all sorts of foreigners, among
whom Russian Jews are liberally represented. Although
these people are very poor, they are also very ambitious. They
do not mind work and they are wide awake to learn and to
rise into a more congenial stratum of world occupation.
Many of them are tailor