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NOVEMBER, 1897.

CHARLES GOUNOD.

BY CAMILLE SAINT-SAENS.

Twenty times I have meant to undertake this labor; con-
sidered from a distance it seemed to me difficult enough, and
when I approached it more nearly the pen fell from my fingers.
I renounced the undertaking, I laid aside the notes and cer-
tain documents which maybe would serve me better another
day. The hour has not yet come to appreciate how he came,
the great artist in whom France honors herself, of which she
will be even more proud later on; the indispensable work of
time has not yet put in his true place the musician, profoundly
original in his apparent simplicity, the classic writer, long ac-
cused of being nothing more than a reflection of the ancient
masters, whom he resembles in no point, yet at the bottom his
models, his fashion of proceeding is so entirely different that
one is tempted to put him in some sort entirely above the tra-
dition to which he was at heart so profoundly attached. In
opposition to the school lightly colored with Italianism, of
which Auber was chief, he cannot any longer be considered
as entering into the succession of the Italo-German school
founded by Haydn, nor as the direct heir of Mozart, his genius
by predilection. The resemblances, wholly external, which
he presents with the latter do not touch the essence of the
style. At foundation he had no other model than himself. A
mixture of archaism and of novelty, his manner was well cal-
culated to put the critics to rout, and there is no wonder that
he was at first very differently judged, the one party accusing
him of having stolen freely from the past, the others of hav-
ing written an incomprehensible music, which only a few of
his friends pretended to admire. That time was long ago, but
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the strife still endures, it prolongs itself in other lands; and
while the good public, not reasoning of its impressions, aban-
dons itself without restraint to the charm of “Faust” and

“Romeo,” the advanced amateurs still ask us what they ought
to think. How should we answer them? Habituated to find in
their newspapers opinions ready made, they are still quite out
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of their bearings. It'is now thirty years that Gounod has been
attacked on the side of the dominant and triumphant Italian
school, on the score of his being German; when the critic
happens to be of the German school he accuses him of Ital-
ianism. Unmoved in the midst of these vicissitudes he has
never been anything else than a French artist, and more
French than even he imagined.

I

The young musician of to-day can with difficulty form an
idea of the state of music in France at the moment when Gou-
nod appeared. The beautiful world bowed down in admira-
tion before Italian music. The great waves were still to be
Jperceived upon which floated Rossini, Donizetti, Bellini, and
the marvelous singers and interpreters of their works had
conquered Europe; the star of Verdi, still obscure in the mists
of the morning, was rising above the horizon. For the good
Bourgeoise, the veritable great public, there existed nothing
of opera or French opera comique than works written for
France by illustrious foreigners.

Upon two sides one professed the cult, the idolatry of mel-
ody, but mainly under this term they meant motives implant-
ing themselves without effort in the memory, easy to seize at
first hearing. A beautiful period, such as that which serves
as the Adagio of the symphony in B flat of Beethoven, was
not regarded as melody, and without ridicule one could still
speak of Beethoven as “the Algebra of music.” Such ideas
reigned twenty years longer. Amateurs of curiosities, if they
wish to take a glance over this state of things, can refer to my
book called “Harmony and Melody” to the essay which gives
its title to the volume, and find there a criticism directed not
against melody itself but against the exaggerated importance
popularly attributed to it. In our epoch such an article would
have no reason for being written, melody being regarded ac-
tually as one of the things which shame prevents one from
mentioning.

It is forty years since one spoke of “Robert the Devil” and
“The Huguenots” with a sort of holy terror, and of “William
Tell” with unction and devotion; Herold, Boieldieu already

classical, Auber, Adolph Adam disputed the palm of the
~ French school; for Auber success went even to cloying, and
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he was not permitted to confess the negligence with which
work so considerable as his was written, hastily, and neces-
sarily parsimoniously. We all know what an unjust forgetful-
ness has succeeded to this enthusiasm. This is not the place
to treat such a question, but without going into it extensively
is it not permitted to express a regret that one cannot remain
in the middle of a road between two contrary exaggerations?
While among us one with difficulty is permitted to speak of
such works as “La Dame Blanche,” or “Domino Noir,” these
same works still hold an honorable place even in Germany,
and foreigners still find very much to their taste this which we
refuse to recognize. One now desires nothing but great Art;
this is very well, but all the same it is as necessary to laugh
as to weep, and in the vacancy left by the opera comique we,
have the farcical operette. Without wishing to misrepresent a
genre which after all is distinct, which at times has brought a
new note into music, and is not without value, we are forced
to confess that the creation of this genre has not been a true
progress, and that for writing or performing such works as
we now disdain it is necessary to employ an entirely different
sort of talent than for the frivolous works of to-day. The
interpreters of the former school being Roger, Bussine, Her-
mann-Leon, Jourdan, Coudere, Faure, Madames Damereau,
Carvalho, Ugalde, Caroline, Duprez, Faure-Lefebre, and many
others, artists and past masters of the art of singing, the play,
the art of dialogue. “Those were good times” as one often
says with far less justice.

Outside the two great masses of hearers of whom we have
spoken, a little band of musicians and amateurs, lovers of music
and cultivating it for itself, in the shade still adored Haydn,
Mozart and Beethoven, with certain leanings towards Bach and
Handel, and curious tendencies towards the music of the six-
teenth century and of the Prince of Moscow. Outside the so-
ciety of the Concerts of the Conservatory, and certain societies
of chamber music haunted solely by certain initiated support-
ers, it was quite useless to seek to make understood a sym-
phony, a trio, a quartette; the hearers would no more attend
than at a fire. A false situation, no doubt, but carrying, per-
haps, more advantages than inconveniences. The public, in
following the attraction which drew it naturally towards the
theater and French works, favored the national school; each



CHARLES GOUNOD. [

year the opera and the opera comique made ample produc-
tions of new works; the first performances were sought out
as diligently as later they were avoided, and barring an occa-
sional total failure, any opera was sure of a certain success of
curiosity; every young composer, well endowed and knowing
his business, could reasonably hope to find an honorable ca-
reer. To-day the public knows everything, understands every-
thing, and is unwilling to open its noble ears to anything short
of veritable masterworks; masterworks are rare, as there have
always been many chances that any new work would not turn
out a masterwork, and the public no longer interests itself in
novelties; the French school, deprived of this indispensable
aliment, is likely to die of inanition. England, even like our-
selves, has created the same situation there, but it would have
been better not to have followed our example. If we continue
in the present way, musical France will presently cease to be
more than a museum where works after having striven to con-
quer a place in the light of the sun, will come to taste in peace
the repose of immortality.

When Charles Gounod, after an abortive attempt at the life
of a priest (fortunately for art) chose definitely a musical ca-
reer, it was already considered as a task sufficiently difficult.
The only great serious concerts were those of the Conserva-
tory, inaccessible for authors, the only outlook was to the the-
ater, but one could hope sooner or later to make a place there.
So Gounod turned himself to the theater, striving first to lay
siege to the opera comique. It was at this initial moment that
I had the good fortune to encounter the young master with
one of my god-parents, the homceopathic doctor Hoffmann, in
whose salons were held worldly reunions where Gounod was
attracted by a clan of pretty women, clients of the doctor and
passionate admirers of music. I was then ten or twelve years
of age, and he perhaps twenty-five, and by my great musical
facility, my naivete, my enthusiasm, I attracted his sympathy.
He wrote, with the collaboration of a brother-in-law of the
mistress of the house, an opera comique, of which he sang us
fragments in these intimate reunions; and already, in these
timid attempts, one found the germs of his personality, the
sweetness and purity and the sustained quality of the style,
the justness of expression,—these rare qualities which after-
wards he developed to such a high degree. A little later he
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was noticed by Mme. Viardot, and she, after having obtained
for him the poem of Sapho, by Emile Augier, managed to
open for him the doors of the opera. From this point, if one
could not justly say that his talent gave all its fruits, at least
it was formed, there was nothing more than to permit its evo-
lution. It is difficult to know what he could have found in
the teaching of such masters as Reicha and Leseur. The first,
no doubt, apprised him of the mechanism of his art, as he did
all his pupils; cold and anti-poetic, his nature. was wholly out
of accord with that of such a disciple. The mysticism of Le-
seur might have pleased him, but with the very little of gold
in the works of the author of the “Bards,” how much there
was of dross and ashes!

The time passed at the seminary, the frequentation of the
salon of Mme. Viardot, these were the things which strongly
influenced his musical orientation, without forgetting the mar-
velous gift of a voice of little power, but exquisite, which na-
ture had endowed him with. At the seminary he had acquired
the art of speaking the beautiful diction, clear and chaste neces-
sary to the Christian pulpit; in studying the sacred texts the
desire came to him, no doubt, to interpret them musically, and
from this source flowed out that beautiful stream of religious
music which never ceased to color his pen, in spite of the se-
ductions of the theaters. Was it from Leseur rather than at
the seminary that he acquired his taste for grandiloquence,
for emphasis, so often complained of in his works? One would
be tempted to find this a fault. Fault or quality, this char-
acter is rare in music; absent from the works of Haydn and
Mozart, it shows itself a little in those of Sebastian Bach and
Beethoven; we find it among the moderns with Verdi, Liszt;
but of all the composers known, which one has been the most
grandiloquent, the most emphatic? Handel, whom no one
assuredly would accuse of lacking force nor of true grandeur.

With Madame Viardot we entered into another world. This
celebrated woman was not alone a great singer, but a great
artist and a living encyclopedia; having been acquainted with
Schumann, Chopin, Liszt, Rossini, George Sand, Ary Schef-
fer, Eugene Delacroix, she knew everything in literature and
art, possessed the art of music from the foundation, was in-
itiated into the most opposite schools, and marched with the
advance guard of the artistic movement; a pianist of the first
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order, she was in the habit of playing Beethoven, Mozart, and
Weber, whom she appreciated very much. It is not difficult
to understand how such an environment would be propitious
to the development of a great talent. The taste for singing,
natural to Gounod, developed itself with him still more; and
thus the human voice became to him always the primordial
element, the sacred palladium of the musical city.

II.

If it were true, according to M. Camille Bellaigue, that ex-
pression is the chief quality in music, that of Gounod would
be the first in the world. The search for expression has al-
ways been his object; and this is perhaps the reason why he
has so few notes in his music, which is wanting in all parasitic
arabesque, and all ornament destined for the amusement of the
ear; every note sings. For this same reason instrumental mu-
sic, pure music, was entirely outside his province. After at-
tempting two symphonies, of which the second made a bril-
liant success, he abandoned this career, which he realized was
not for him. At the end of his career his attempts at quar-
tettes did not wholly satisfy him.

One day, upon going to pay him a visit when I had returned
from one of my winter tours, and having found him, as usual,
writing in his magnificent studio, the organ which I myself
had inaugurated at his request certain years previously, giv-
ing it so grand a character, I asked him what he had produced
during my absence.

“I have written some quartettes,” he answered; “they are
there.” And he pointed me to a portfolio lying near my hand.

“I would like to see them,” I answered, “to know how they
are.”

“I will tell you, they are bad,” he answered, “and I will not
show them to you.”

It would be impossible to imagine with what an amiable
irony he said this. No one ever saw these quartettes; they
have disappeared as those which he had written the year pre-
viously, of which there will be mention later on.

This perpetual care for expression which haunted him, he
had found in Mozart, one might say even that he had discov-
ered it. The music of Mozart is so interesting in itself that
one is apt to admire it for its form and its charm without pene-
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trating further. Gounod sought to find the union between the
word and the note, the absolute agreement of the very least
details of the style with the most delicate nuances of the sen-
timent. It was a revelation when he heard sung “Don Gio-
vanni,” “The Marriage of Figaro,” “The Enchanted Flute.”
Now, in those times some professed openly that the music of
Mozart was not “scenic,” even though the music was always
modeled according to the situation. On the contrary they pro-
nounced “scenic” works conceived in the Rossinian system,
where the music-piece developed itself in absolute liberty, mak-
ing nonsense of the dramatic situation, even of the sense of
the words, even of the prosody; Rossini himself did not go
so far. To set himself against an abuse of this kind, one boldly
risked being called dangerous and subversive; the writer of
these lines is speaking of what he himself knows, having been
snubbed by Roqueplan, then director of the Opera Comique,
for having praised before him the **Marriage of Figaro.” For
the same reason, before he had written anything for the the-
ater, Gounod had his adversaries. They took sides for or
against “Sapho,” even before it had been heard or written.
And what an evening! The public got wild at hearing this
music, the charm of which captivated it in spite of itself; in the
intermissions it went back to its previous ideas. The finale of
the first act electrified the entire audience. It was redemanded
with transport; the enthusiasm calmed itself, and the amateurs
said to each other, “This is not a finale, there is no stretto.”
They forgot that the superb finale of the third act of “William
Tell” had none. But I forget, it originally had one; it was
suppressed at the repetitions, and in this manner would have
disappeared that of the first act of “Sapho” if the author had
not added a few mecasures to the period, which formed a very
loud conclusion.

The press was noncommittal. It was foreign to its habit to
distress itself about music which departed from the common
ruts; but the critics of the first order, such as Berlioz and
Adolph Adam, treated the work upon its merits. Perhaps the
half success of the first performance would have eventuated
in a complete success if the work had been continued in per-
formance; but Mme. Viardot, having come to the termina-
tion of her engagement, was able to play the role of Sapho
only four times; another singer, with beautiful voice and not
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without talent, took the role with the sad effect which talent
makes by the side of genius. Still two more representations,
and this work, which marked an epoch in the history of French
opera, was abandoned.

Long afterwards they took up two acts, the work had orig-
inally three—it was a mutilation. Later still, upon the demand
of Vaucorbeil, the authors lengthened it to four acts, and
added a ballet, and this was too much. How could an experi-
enced theater man, like Augier, have consented to thus defile
his own work? After a little of intrigue, as befitted so im-
portant a subject, the work was again condensed into three
acts, nothing more nothing less, and all this trouble came to
naught. By the success obtained at the second taking up of
the work, by the effect of the songs of the ancient Sapho, it
could be judged what favor they would have excited if she
had reappeared in the brilliancy of her first freshness.

My great intimacy with Gounod dates from the choruses of
“Ulysses.” As well as Augier, Ponsard was a familiar figure
in the drawing room of Mme. Viardot, where litterateurs less
fond of music were attracted by her husband, himself a dis-
tinguished litterateur, having made a translation of “Don
Quixote,” very highly esteemed, and by works upon Paint-
ing, diversely estimated but very remarkable. Ponsard, seek-
ing to take from the Odyssey the elements of a tragedy mixed
with choruses in the ancient manner, chose Gounod for col-
laborator. The pagan nourished upon classic poetry, always
to awaken in him, here found a new aliment. What is there
in all antiquity more seductive than this story of Odyssey?
And what man appeared better fitted to put him into modern
form than Ponsard? You can find, if you like, in the Memoirs
of Alexander Dumas, pere, a detailed study of this Ulysses,
where the good qualities and faults harm each other in so
strange a fashion. The great writer states that the greatest
verse is naturally that which is destined for music; the chorus
of nymphs, in particular, is to be noted, and the tasteful melo-
peeia which expresses these delicate verses and enhances their
charm. It resembled nothing which had been made previ-
ously. The young master had discovered a little- world en-
tirely new, something like a temple embowered in flowers,
where bees are heard and streams ripple, as yet undefiled by
the step of man.
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Gounod played the piano very agreeably, but he lacked vir-
tuosity, and he had difficulty in playing his own scores. At
his request I went almost every day to pass a little time with
him, and from the still fresh pages we together interpreted,
well or bad (oftener bad than good), fragments of the new
work. Full of his subject, Gounod would explain to me his
intentions, make me take part in his ideas and his desires.
His great preoccupation was to place upon the orchestral
palette a beautiful color; and far from imagining that the
masters who had preceded him had done everything, he sought
by his own study of new combinations and tone-qualities for
the tints necessary for his brushes. “Sonority,” he said to me,
“is still unexplored.” He said true. Since a long time what
a magic flowering has sprung up in the modern orchestra!
He dreamed for his chorus of nymphs aquatic effects, and he
had recourse to the harmonica made of pieces of glass, to the
triangle with sordino, the latter obtained by softening the cov-
ering of the stick of the instrument. Capable composers know
how to employ the harmony which is due to the character of
the music, this belongs to the nature of music itself, and here
we find by double pedal of third and fifth, changed later to a
triple pedal on the tonic, a veritable discovery of genius, which
gave to the first chorus of “Ulysses” so much of charm and
humid freshness. It is impossible, with words, to give a mu-
sical idea; I ask the reader’s pardon for these technical terms,
comprehensible solely by musicians.

They counted very much at the Theatre Francais upon the
new piece. A complete orchestra well chosen, an excellent
chorus, nothing was neglected. The beautiful curtain, repro-
ducing the “Parnassus” of Rafael, which one sees still at the
Comedie, was painted for this occasion. Passionately desiring
for the music of my friend the success which it merited, I de-
sired that the tragedy should be a masterwork, and would not
admit myself the possibility that it would not succeed. Alas!
The first representation, to which I had brought a medical
student, a great amateur of music, this first representation was
lamentable. A public, in great part purely literary, and little
accustomed to the art of music, coldly applauded the chorus;
the piece appeared tiresome, and certain verses had a brutal
realism and shocked the public; they whistled and laughed.
At the last act, a half line, “Servons nous de la table,” provoked
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shouts of ridicule, and I had the grief to see my friend, who
had been discreet up to this time, laugh to kill himself. This
strange piece, curious after all, had perhaps merited a more
patient public. The execution was very brilliant. If Delaunay,
the impeccable artist, habituated to playing the amorous lover,
seemed ill at ease in the insipid role of Telemachus, on the
other hand Geffroy had found in that of Ulysses ample mat-
ter for the employ of his precious qualities. Madame Natalie
was very beautiful as Minerva descending from the clouds, in
the prologue, and Madame Judith had all possible youthful
grace, all the nobleness desirable in the role of Penelope.

After the two non-successes of “Sapho” and “Ulysses,” the
future of Gounod might appear doubtful to the vulgar, but not
for the elite of artists of the first rank; he had shown that he
was marked with the sign of the elect.

I remember that one day, struck with the novelty of the
ideas and proceedings which distinguished the two works, I
said to him rather boldly that he would never do anything bet-
ter. “May be,” he answered in a strange tone, and his eyes
seemed to look out upon a far-away unknown. He had al-
ready “Faust” in his eye.

And here I would pause a moment to pay my tribute of rec-
ognition to the master, who, already in full possession of his
talent, did not disdain to make me, mere student that I was,
the confidant of his most intimate artistic thoughts, and to turn
his science into my ignorance. He discussed with me as with
an equal; it was thus that I became if not his pupil at least
his disciple, and that I achieved the form of his shade—or
more properly, of his clearness.

III.

Among the friends of the young master, there was inquiet.
It was necessary for him to reappear at the opera, and for that
to find a good book, a something rare in all times. Some
one proposed the “Nonne Sanglante,” which Germain Dela-
vigne (Germain, brother of the celebrated Casimir) had taken
from an English romance, I believe, with the aid of Scribe. It
was for him a sufficiently sad subject; Meyerbeer and Halévy,
at first attracted by the poem, had renounced it upon taking
it seriously in hand; Berlioz, after having written two acts,
had abandoned it. It was because the subject, attractive at



12 CHARLES GOUNOD.

beginning, was deceptive, and the denouement did not fulfil
the expectations. Two lovers, opposed in their projects by the
cruel parents, sought to fly. Presently came the night se-
lected, when according to the legend “The Bleeding Nun” (a
young girl who was murdered for love twenty years previ-
ously and who carried on her shroud a long train of coagu-
lated blood) would appear at midnight. The young people
did not believe the legend. No one had ever seen the nun, all
had fled upon her approach; all that was known was the glow
of her sepulchral lamp far off in the gallery of the palace. The
young girl disguised herself as the specter and intended to
pass, the lamp in her hand; no one would dare to approach
her, and flight would be easy. The young man arrived first
at the rendezvous; at midnight the lamp glowed along the
arches, but it was the Bleeding Nun herself, mistaken by the
young man for his fiancée, who had come to receive the re-
newal of vows and the ring of affection. The impression is
terrible and upon the stage causes an impression of nightmare.
But what can be made of such a combination later on? The
Nun leads forth the young man in a sort of assemblage of
resurrected, and there makes him swear to espouse her; later
she becomes a “female possessed,” and her persistence at en-
forcing the fulfilment of the oath obtained upon the fatal night,
becomes comical,—this appetite of marriage having apparently
survived twenty years of sepulture. According to the custom
of the time, the most mediocre of verse embalmed this poem
and a letter was published in which Gounod was represented as
an- innovator, or more properly a renovator, as Gluck had
been of the ancient French opera a century previously, to
bring back again the intimate union of the note and the word;
and the idea of giving the musical expression of a beautiful
declamation, as we have seen, pressed with great weight upon
his heart. They made reproaches to Scribe for having writ-
ten such mediocre verse, but very unjustly, for he thought
that he ought to write so. They used to pretend that good
verse was injurious to music, and that it was necessary for a
musician in order not to be thrown out in his inspiration, to
deal with words so indifferent that he could treat them as he
pleased. The public prided itself upon “not understanding the
words,” and in this respect the grain of the public is not yet
lost.
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What could a musician make of such a wooden piece as this
without style, if not a work unequal and incomplete? The
friends of Gounod were excited, nevertheless, and anticipated
a great success, and general curiosity was greatly awakened
in advance. If the “Bleeding Nun” does not succeed, they
said, Gounod is lost. The “Bleeding Nun” had a dozen of

" representation, and Gounod was not lost for that; but his star
suffered an eclipse. Many dared to say that he was entirely
exhausted and that nothing good would ever again emanate
from his pen. Without finding ground for these pessimistic
opinions, I have to frankly confess to having been very much
surprised at certain weaknesses of this work, which neverthe-
less contained many and great beauties. Was it not about
this time that he cherished projects of an “Ivan the Terrible”
which never came to maturity? The music written for this
work was later on utilized in his other works, and it is thus
that the well known march in the “Queen of Sheba” had been
originally intended for the cortege of a Czarina, a cortege full
of conspirators. I have heard Gounod singing:—‘Slay, slay
the unfaithful Czarina.” Do not hasten to cover your faces.
Gluck did about as bad when he included the music of “Elena
e Paride” among his last works.

We find the true Gounod four years later, in the “Doctor in
Spite of Himself.” He had been commissioned some time pre-
viously apropos of an extraordinary representation given at
the opera, to adapt to the modern orchestra the music written
by Lulli for the “Bourgeois Gentleman,” and it is probable
that this task gave him the desire of measuring himself with
Moliere. He found two invaluable assistants in Messrs. Jules
Barbier and Michel Carré. These two men, although treated
somewhat disdainfully nowadays, had none the less made
a little revolution, having consecrated themselves, after a cer-
tain literary success, to the production of opera books, in
which they showed a certain elevation of language and a cer-
tain lyric quality which before their time had not been usual.
Their adaptation of “Doctor in Spite of Himself” is made with
much good taste, and the music made it a masterwork. What
joy it was for me to find my dear master not alone in full pos-
session of the qualities which had originally attracted me, very
much matured, but having also managed a pen of Mozart for
designing an orchestration picturesque and at the same time
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sober, where the antique flavor of the style dresses itself in
colors and sonorities discreetly modern, for the greater joy of
the ear and the spirit!

For the first representation the day of the anniversary of
the birth of Moliere has been set (January 15); the last act
finished, the scenes disappeared in the flies and Madame Car-
valho, vested as a muse, sung some verses of Moliere upon '
the beautiful phrase which closes the finale of the first act of
“Sapho,” transposed a half step higher, whereupon she
crowned the bust, surrounded by the entire troupe of the The-
atre-Lyrique. The evening was triumphal; we had applauded,
we had laughed; Gounod had been able by the force of his
genius to make us accept musical pleasantries the more stale.
But the success was ephemeral, and the different revivals which
have since been made of this beautiful work have not been
happy. It has never “made money,” as the saying is with so
much of elegance. The reason is not strange. It is the dia-
logue of Moliere which frightens the public. This same pub-
lic, nevertheless, is not affrighted at the Comedie Francais, and
stuffs itself with operettes of which the dialogue is quite other-
wise spiced. Monsieur All-the-World is at times a little in-
comprehensible!

We now come to “Faust.” But before giving a glance at
this illustrious work it is necessary to remark how one forms
an incomplete idea of the genius of Gounod if one confines at-
tention to the dramatic works. Work for the theater has never
arrested with him the steady course of productiveness for the
church. There, also, he was a bold innovator, having brought
into religious music not alone curious discoveries in orches-
tral sonorities, but also his preoccupations upon the subject
of truth of declamation and justness of expression, applied in
an unaccustomed manner to the Latin words, the whole joined
to a great care for a vocal effect and to a sentiment entirely
novel, connecting divine love with that of the earth, under
the safeguard of fullness, amplitude and purity of style. The
“Mass of St. Cecilia” was. the triumph of the author in the re-
ligious field at this early stage of his talent. It was very much
discussed by reason of the effect which it made,—for the effect
under the arches of St. Eustache was immense. From this
period dates also the famous “Prelude of Bach,” these few
measures to which I believe the author when he wrote them
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was far from attaching any especial importance, making more
for his glory than all which up to this moment I have men-,
tioned. It was the mode for women to faint during the second
crescendo.

The first time that I heard this little piece, it did not corre-
spond to what it has now become under the pernicious influ-
ence of success. Seghers, with his powerful tone and sim-
plicity of style, held the violin, Gounod the piano, and a choir
of six voices sang the Latin words, leaving faintly perceptible
the chords sustained by a harmonium in the neighboring room.
Later the choir disappeared, replaced by a harmonium; vio-
linists applied to the ecstatic phrase the well known process
which changes ecstasy into hysteria; later the instrumental
phrase became vocal and came out as an Ave Maria. Alas,
more convulsionary still; still later, they multiply executants,
and add to them the orchestra, not forgetting the great drum
and cymbals. The divine frog (what of that, the Chinese have
a divine tortoise) has inflated itself more and more until it is
larger than an ox, and the public goes crazy before this mon-
ster. But formerly this monster was of the greatest use in
breaking the ice between the author and the public, hesitating
and offish until then.

(To be concluded.)



EDUARD SCHUTT:. ARTIST AND MAN
BY LILLIAN APEL.

Of the many delightful personages with whom I was so for-
tunate as to be thrown in personal contact during a three years’
sojourn abroad, during which time I was brought in friendly
intercourse with, more or less, all of the celebrities of the mu-
sical world, there is no one of whom I can reminisce, no one
of whom I can write with more absolute gratification and un-
restricted admiration than of that most charming of artists,
that most genial of men, Eduard Schiitt.

I often think that quite in proportion as we are prone to
idealize, so are we doomed to disappointment. There is so
relentlessly much in bare, naked actualities to disillusionize.
There is in the reality so much to jar and distract, so much
that savors of the incongruous, so much that is aggressively
offensive to the mind’s eye. Perhaps it is a littleness of soul,
a meanness of ideal, a narrowness of mentality, a niggardliness
of spirit, perhaps it is merely soiled linen, or a coarseness of
wit or an atrocity of table manners. As well one as the other
as regards result. The fatality is equally and hopelessly final.
But in Edward Schiitt is the artist nature as we fain would
find it. His interests and sympathies are liberal and generous,
his spirit is broad and progressive, his mentality is a keen and
a fine one, his wit is scintillating and refined, his perception is
delicate, his intellectuality is a broad and inclusive one, and a
manly refinement and delicacy pervades and permeates his
every action and speech. He is a man of the world, charming
in manner and bearing, well-read and well-informed, a fasci-
nating conversationalist—in brief, a man, the magnetism of
whose personality and presence could not but be generally
acknowledged were he other than the successful artist Europe
so generously proclaims him,

Schiitt was born in St. Petersburg in 1856, and at the age
of five displayed in his imprbvisations on the piano unusual
musical proclivities. It was in the “sixties” that Rubinstein,
together with Dreyschock, Leschetizky and Henri Weniawski,
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founded the St. Petersburg Conservatory, which aroused such
musical interest and enthusiasm and brought to that city many
of the world’s greatest artists. The father of Schiitt was a fine
‘cellist and a passionate devotee of the divine art, and in con-
sequence the young musician from his earliest years heard

MR. EDUARD SCHUTT.

much and only of the best in music. When the boy reached

his sixteenth year, his life interest was decisively centered in

the hope of an artistic career, an ambition which met with the

strongest opposition from his father who eventually relented

only to the extent of promising a reluctant consent should the

boy succeed in gaining the “Kiinstler-Diplom des Conserva-
2
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toriums.” So, with heart and soul, and an invigorating earn-
estness and enthusiasm of determination the youth plunged
into his studies and in ’75 not only was granted the coveted
diploma, but carried off with glowing colors the first prize of
the Conservatory.

'76 found the young student in Leipzig. Schiitt’s vitality
has always been a wonderfully strong and forcible one, and
imbued as he was with a youthful enthusiasm and a liberal ad-
miration of all that was good and deserving, his quick sus-
ceptibilities could not be otherwise than resentful of the nar-
row and warped nature of Reinecke whose following was large
and whose influence on the musical public of Leipzig was
strangely dominant. And apropos of this, let me tell what I
know to be an authentic incident:

Saint-Saens came one day to Leipzig to brilliantly introduce
himself to that select public as composer and pianist. He made
his début in a Gewandhaus concert and thanks to the opposing
influence of Reinecke was met by the public with absolute
frigidity and coldness. The next morning, fired with a right-
eous resentment, Schiitt prepared an eloquent and stirring ad-
dress, gathered together the most talented of the Conserva-
tory pupils and held an indignation meeting. It is interest-
ing to know that among the fifty who signed the protesting
address which was sent in all due dignity to Saint-Saens at his
hotel, were prominent, Sinding of Norwegian fame, De Muck,
Hofopern capellmeister of Berlin, Hans Schmidt, Arno Hilf,
and Selmer Holter. Of course, the affair became known and
the ardent Schiitt, as the instigator of the disturbance and
revolt, was sternly reprimanded by the Conservatory powers.

At the end of two years, when examinations were completed,
Schiitt was brought into enviable prominence by the produc-
tion of a Serenade in four movements for stringed instruments,
composed and directed by him.

He was then attracted to Vienna, not alone because of the
presence of Leschetizky but by the artistic advantages in gen-
eral offered by the Austrian capital. In Leschetizky the young
man found a life-long friend. These two men are sincerely
devoted to each other, their mutual admiration and esteem is
unfailing. Each delights in the other’s wit and brilliant intel-
lect and, much of their leisure time is spent in mutual enjoy-
ments. Schiitt is the adored of the Leschetizky pupils and his
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kindly humor and ever ready tact has rescued many a one
from a formidable combat de guerre. His attendance at the
weekly class lesson is greeted with enthusiasm, his presence
being an almost unfailing guarantee of serenity on the part
of the Professor.

For several seasons Schiitt concertized with fine success in
Hungary, Austria and Bohemia, and introduced with éclat a
concerto of his own in St. Petersburg, Paris, Vienna and Leip-
zig. From ’82 to '86 he was conductor of the Vienna Wagner
Verein and in 87 was invited by Cosima Wagner to establish
himself in Bayreuth as “Musik-leiter und Beirath des Ver-
waltungrath’s der Fest spiele.”

This honor was gratefully declined, he having determined
to devote himself exclusively to composition. And ever since
he has sought and found the essential calm and solitude in
an ideal Tyrolese villa in Meran, very appropriately dubbed
“Mon Repos.” When for weeks at a time his genial presence
is sorely missed by his many friends and admirers, consolation
is found in the realization that the loss of the few is the gain
of the many, for the results of the periods of isolation are al-
ways satisfactorily evidenced by Simrock, Schiitt’s publisher.

The composer is now heard in public as pianist only when
it is deemed expedient that he personally introduce some new
work. And it is only to be regretted that in the composer is
lost the pianist.

I was so fortunate as to be in Vienna when Schiitt and Rosé
introduced his Suite for violin and piano. It was the com-
poser’s first appearance in some three or four years, and the
ovation tendered him was an eloquent one. It would be a
very nice discrimination to attempt to state for whom the en-
thusiasm waxed warmer, for the pianist or the composer.
Schiitt’s playing was a revelation to me. With the charming
and musical productions of his clever and versatile pen I was
familiar, but I little thought that so modest an exterior graced
so thorough an artist. Such temperament, such fire, a big
technique, a wonderful variety of exquisite tone coloring, fine
pedal effects, such grace and power, such delicacy and aban-
don, such magnetic originality, such a contrast of poetry and
sentiment and passion! The effect was electrifying. The Suite
is certainly the most thankful of compositions. Ludovico
Breitner told me that he produced it in Paris early one season
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and that by request during that winter he had given it eleven
times. Breitner was also very forcibly impressed with his sec-
ond piano concerto. But to return to the Suite, which is in
four movements, one more bewitching than the other. There
is a daintiness, a play of colors, a spontaneity of thought and
conception which belongs peculiarly to this gifted composer.
And it is all so natural and so healthily original, if I be permit-
ted such an expression. With all the delicacy which pervades
the work there is a sensation of life, of reserve force and en-
ergy which gives it great stability and wearing qualities. The
Suite, which is Opus 44, is the most delightful and satisfying
duo creation I have ever heard.

Of his many works I would mention in particular his second
piano concerto, a trio, a quartette with piano and variations
for two pianos. His Bluettes en forme de Valses, Causerie et
Scenes de Bal, Preludes, Miniatures, Lose Blitter, Carnival
Mignon (scenes pantomimiques) Trois Morceaux (dedicated to
Carreur), and Deux Miniatures, are especially grateful for con-
cert work, and I only wish that they might figure on the time
worn conventional piano recital programs. There is a con-
stant hue and cry for something new—the critics, artists and
public all complain. And yet in this country the works of a
man like Eduard Schiitt remain comparatively unknown.
They give the pianist plenty of opportunities, too, I assure
you. They tax tone coloring, pedaling, grace and power, style
and temperament. They permit of unusual individuality on
the part of the artist. They are intrinsically musical, abound
in a refreshing contrast of form and idea, they are the essence
of refined originality, and their possibilities are governed and
controlled 8nly by the capabilities of the pianist.

In ’92 Schiitt’s comic opera, in three acts, was produced at
the Vienna Royal Opera, under the personal direction of Jahn,
and the libretto of “Signor Fomica” proved its damnation. It
was a bitter disappointment and sorrow to the composer, and
while his dearest ambition is to produce a successful opera,
his unfortunate experience has made him timorous in ventur-
ing upon another such undertaking, because of the difficulty in
finding a text which is reliably desirable and feasible.

As I glance over these pages I cannot but realize that I have
made but ill a fitting tribute to that charming artist and genial
man, Eduard Schiitt.



SOME OF MY REMARKABLE SUCCESSES.
BY SOFIE MENTER.
(TRANSLATED BY CHARLOTTE TELLER.)

(When the great Russian pianist, Sofie Menter, was lately in Mun-
ich an enterprising journalist sent an interviewer to ask her to re-
count some of her great successes. When she had arrived at her
summer resort at Castle Turner, cear Innsbruck, she wrote out an
answer, in a somewhat humorous manner, here translated from the
Leipsic “Signale.”—Ed. Music.)

Your charming request that I should tell you something of
my concert success is indeed very flattering to me, but at the
same time a little disconcerting, for writing is not my strong
point—nor have I a “weakness” for it. You know, of course,
that of us ten thousand “favorite pupils” of Liszt and thousand
disciples of Tausig and Rubinstein, the one who holds the first
place is—if only we could ask the masters themselves! And
then what is the telegraph for if not to inform the astonished
world every time we have attained a success “never before
equaled,” have been called back “countless” times, etc.? As
you know, there is an extensive use made of this medium of
publication. Besides, the critic is so friendly as to continually
keep in mind our work, and to inform the public of our suc-
cesses. Of course there are successes which escape publicity
and the attention of the finest critics, and such are the ones
which I wish to write down.

For instance, one comes into a city, puts up at the first ho-
tel, because that belongs to the whole ‘“‘pflanz,” as the Viennese
say. One has hardly time to recover from the discomforts of
the smoke and heat from the train; seats himself at the grand
piano and studiés, for on the next day is the concert. On the
next morning, the waiter comes in behalf of different guests
of the hotel, pure art enthusiasts who evenings adorn the con-
cert room and are carried away in applause and ecstasy, and
bashfully stutters:

‘“Please, gnadige Frau, do not play the piano so much, the
guests are all complaining!”
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“So? You heard on coming in that I was playing very
softly, didn’t you?”

“Yes,” he agrees. “Up here it is very bearable, but down
below it is terrible! The people who are under will all move
out if you don't stop.”

In Insbruck one time I was more happy in the choice of an
hotel; for the proprietor of the hotel is the friend and guardian
of the artists. I sat down at the instrument and practiced with
the greatest care, in order that I might not drive away the
strangers from my kindly host. But the affair took the form
of melo-drama, for a sonorous masculine voice mingled with
the notes of my piano. Could it be that the star of some com-
pany was here, and my neighbor? My artistic sense was at
once awakened; I paused and listened. In strong tones I
heard “She ought to learn first what she plays before folks!”

Of course the monologue referred to me. The scene was
indeed a lively one; the waiter could be heard above the noise,
the host broke in and energetically urged the imprudent critic
to leave the hotel.

My success was of a more peaceful nature in Baden-Ba-
den, where I took a room in a modest little hotel, in the agree-
ment beforehand that the claims against piano playing should
not be so hard pressed. Yet on the next morning, I anxious-
ly asked the chambermaid:

“Did my playing last night disturb anybody?”

“No, of course not gnidige Frau! One can go to sleep so
nicely when you play.”

“You, perhaps, but the others?”

“No, they all said so. The two ladies above said: ‘For a
long time I haven't gone to sleep so quickly as during the
playing of Menter.””

Yet another success! In Berlin, in an hotel, where my play-
ing after eight o’clock was strictly forbidden—and I was mak-
ing the most of the last hour, there was a knock at the door
when I had just begun to play. A tall man, with carefully
curled hair, appeared on the threshold and called: ‘“Excuse
me, but I am the representative of”’ (he named a well known
perfume stuff). “Oh,” I replied, “you wish to put me in good
order?”

“Enthusiasm, transport, most charming woman, led me
here. I only wish to hear you.”
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“Behold, behold,” I thought to myself, “here at last is one
who understands me without seeking me in the concert room.”

The man rose in my estimation, and gratified, I seated my-
self at the instrument in order to reward his appreciation of
art.

“Bravo,” he cried, “you play wonderfully. Only play on,
and I will pay for a glass of the very best that is in the house.”
At this remarkable statement, I looked more closely at my ad-
mirer. Alas! the man, before he came to me, had already made
too close an acquaintance with “the very best,” and was ex-
ceedingly drunk. This also explained the enthusiasm.

Two years ago, when I reappeared with Lamoreux, in Paris,
and played at the concert in “Cirque d’Este,” and when after
an orchestra number, they wished me to return to the piano, a
voice thundered out of the higher spheres: “Assez de Piano,
assez, assez! (Enough piano! Enough!)” That was a most
dangerous success, which might easily become a catastrophe,
for the candid concert goer, who had had “enough of piano
playing,” was put out against his will. This success of mine
in Paris was not unique, for shortly before this, in the same
hall, a highly renowned colleague shared in the same recogni-
tion; for as he wished to begin to play, from the same height a
voice came down, “Fermez la Piano! (Close the piano!)”
Yet I am ambitious enough to imagine that my critic was un-
prejudiced. Indeed, some one has maintained that “Fermez
la Piano” came from some good “Concert Vater” of a piano
student, to whom the renowned pianist was more disagreeable
than the poor piano.

It is evident that there are not always such “triumphs;”
there are also disillusionings, and such have been my share in
my beloved St. Petersburg. One evening, having arrived
there late at the hotel, I seated myself at the piano, in the joy-
ous consciousness that I was again to spend some time among
the Russians, who do not regard piano playing as criminal,
and played till two o’clock. My astonishment was great
when, on the following morning, about seven o’clock, I was
awakened by my host, who, with the greatest possible kind-
ness, sought to inform me that a gendarme was waiting in
the outer room and wished to arrest me!

“So early in the morning,” I cried, yet half asleep, so that
he might well believe that I was used to being arrested later in
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the day. After I had thought more of this, remembering with
pride my nocturnal piano playing, I said to myself, “This is
yet another success, that is comme il faut! Sarah Bernhardt
herself, could not have made a more effective one.”

Therefore, with the consciousness of victory, I accompa-
nied my cavalier along the great Morskaja to the police head-
quarters. I never had felt so safe in a wagon drawn by stu-
dents as I did in the company of this gendarme. Arrived at
the Commissaire’s I was addressed by him: ‘“You have been
exiled from here on account of twenty-two illegal acts (?) and
yet dare to again to return to St. Petersburg?”’

“I would have remained away longer this time, but I am to
occupy the position of first professor in the Conservatory, and
Anton Rubinstein is already waiting impatiently for me. My
rniame, moreover, is Sofie Menter.”

After some conversation it came out that the affair was
due to a similarity of names. The real transgressor was also
named Sofie and bore besides a family name which I myself
had used for a few years and was written on my passport. The
over-hasty Commissaire would have lost his place if I had not
interceded for him with the head of the police. For this suc-
cess I did not have to thank my piano playing.

O, disgrace! Still, I soon had some consolation. Having
returned from Russia into music-loving England, I experi-
enced again the accustomed triumphs, for in three weeks I was
compelled no less than three times to change my dwelling be-
cause of sacrilegiously playing on Sunday.

Here, too, among the Tyrolese peasants, I do not fail of
recognition; for example, my wood-purveyor, when I finally
settled a rather high account, gave expression to his joy by
honoring me with a request to play a waltz for him. After
I had done so, he stood up, and clapping his hands said, “that
pleases me; I have often heard that you are an artist, but I
would not have believed that you could play a waltz. You
must stay here right along for nowhere else can you find a
castle so suited to you, and the walls here are so thick that no
one can hear you.”

The man seemed to have a respect for my reputation. I
will take care to follow his advice.



JOHN BARRINGTON, JR.
BY EMILE LOUIS ATHERTON.

CHAPTER XIII.

(Mr. Barrington continues the narration.)

The motion of my boat precipitated me on the nearest seat,
and with my eyes still looking at the departing ship, I sat
there until she had grown a bobbing cork in size, and finally
until nothing remained of her that I could see. Since then,
remembering her name to have been,—“Richard Savage of
Capetown,” I looked up her record. To my dismay I found
that she had been last sighted the day after she had passed
us and that no human eye had seen her since. She went out
of my life and toward her death with the wind and waters mak-
ing such terrible sport of her that she could render no assist-
ance to us more than she had tried to render, and in my mind
I will always remember her as pitching, rearing, this way and
that, with the figure of the man who had thrown me the rope
standing out in motionless relief on her decks, and with the
faces that had peered back at us from her stern still looking
back at us as she dashed madly away to the distant nothing-
ness that was to prove a prophecy of her own destruction.

A man can realize death, that is the coming of it, when he is
in the way of an onrushing train or when a well-aimed pistol
is being pointed at him and a firm finger is on the trigger, but
when death is so slow and tiresome and in part so uncertain in
its ultimate effects as it must be when one is in an open boat
on the ocean, one cannot definitely realize it. One realizes
nothing in such a position but the dull pangs of hunger and
the wretched torture of thirst and the slow moving of the hand
of time and the motion of the boat and the cutting of the life-
lines into one’s benumbed hands, and the splash and splash
of the water on one’s already cold form and already wet cloth-
ing. And this, repeated hour after hour, and to continue how
many more the sufferer does not know, this is the real agony
of a hundred deaths. And I for one must say that of all the
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other kinds of deaths I ever heard of I would prefer any other
one to this.

It would be as useless as it would be painful to attempt to
describe to the reader the little happenings that went to make
up the total of our suffering on that day and the night that
followed it and on a part of the next day. Instead let me speak
of her. Let me tell you that she bore those sufferings and
the fear and the pain of it without a groan, without an even
momentary lessening of her hopefulness and good nature.
After the ship had gone she no longer spoke of our position
as uncertain; instead she seemed positive of our ultimate res-
cuc by some other ship. Her fall into the sea had wetted her
through and through and it added greatly to her discomfort
during the night, but fortunately my coat, which I made her
wear, was warm and the oilskins that we both wore excluded a
good part of the cold air.

The storm lasted all of the first day and night, but with
intervals of calm; the next morning found it a trifle less se-
vere, while on the second morning had moderated consider-
ably, though the waves seemed moved to the very bottom of
the ocean. Everywhere on the water, there were long ribbons
of whipped foam, that rose and fell sullenly with the waves,
ever seeming to hold this ribbon formation.

On the afternoon of the second day I hoisted a small part
of the sail. The boat moved forward under this with consid-
erable speed. As far as I could, I headed her due west, but
there was no sun nor other guide for direction. There was
plenty of time to think; and after the first fearful anguish of
hunger had passed off, I thought clearly. I seemed to have
gone many years nearer old age in that little while, and as 1
sat holding the rudder and looking out over the dreary, deso-
late seas, the hopes—the ambitions—which were natural to
my age, departed from me like the melting of the snow from
the hills. Alone, in a sense, with Nature, I felt with full force
the uselessness of effort—the fruitlessness of all work. I saw
the great barrier that Fate has raised at the end of a man’s
life, which is called Oblivion; and I knew that when we reach
that and have passed beyond it, all that we have done or wished
to do, or longed for, is nothing ;—is dust and air, as our bodies
shall be. And I thought this, until it became relief, and then
there came to me a great pity for my kind;—a great feeling of
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tenderness towards my fellow men. In that alone lay the
great hope of con&entment,—in that the pleasure of having or
doing,—in that, thé duty. It was this thought that helped me
to criticize Ruth’s confession to me with a saner, more kindly
judgment; and so I said to her on the second afternoon,—

“Ruth, do you want me to reply to that which you were say-
ing to me before the storm broke?”

“Yes, John. I had been hoping you would.”

“Then, Ruth, I have this to say. It is not for you nor for
e to sit in judgment on the sins of people like ourselves. [
cannot see anything nice or pleasing in the way you acted to-
wards me. I cannot find much excuse for you in the reason
of your father’s wish. But in the rest, there is much that I care
about. I believe in you now. I am glad that you came into my
life again. Since we entered this boat I have learned how fine a
woman was nearly ruined in a bad school, and I can be glad
that the ruin was only a blight, and that it is gone forever
from you. .

“As for us two, Ruth, and our futures, if we are saved in
time,—that is a different matter. The heart of a man is some-
thing of a weathercock, but it cannot turn from a true love
as quickly as the weather vane to a change of air. I know my
duty, and that I shall do; but I shall be carrying a sore heart,
which will be longing for other scenes and times;—for another
voice, and the other things that make her,—her! But I shall
find some, nay, a great deal of consolation, in thinking of your
undeviating courage, your unselfishness, your nobility, and
your womanhood; for these you surely have, Ruth.”

“No, John.”

“Yes, Ruth. A man sees plenty of pose in the world, but
he sees little enough of such virtues as you have shown; and
their very strength gives them an ease that leaves out sur-
prise, and so they do not affect him to a full realization of
their merit.”

“Oh, John,” she said, looking up at me full in the face, “you
don’t mean that. I don’t want you to mean it. You shall
not make a sacrifice of your own life for my happiness.”

“For your honor,” said I, as gently as I could.

“Oh!” said she, drawing in her breath. “Do you know, I
did not think of that!” She looked off over the agitated, rest-
less waters, to where the sun was brightening the sea. “I
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cannot see that my honor matters, for my father will be rvined;
and of what good is a reputation of one kind when we—I—
have been so far disgraced as that?” G

“You mean Mr. Blaming will do it?”

“Yes, John.”

“I have been wondering where he got so mucih money
from?”

“It was an inheritance.”

“Yes, I know. But the inheritance was not a very large
sum.” “Mr. Earlington said that it amounted to about
$80,000.”

“Didn’t he make a good deal out of your father's estate?
He told me one evening, while in a boasting mood, that he
had cleared $100,000 that day. And in a kind of mysterious
way, he afterwards said that you would have to pay the pi-
per.”

“Do you not know, Ruth, that any money he made out of
the estate was made dishonestly?”

“I thought it was sharp practice, but hardly dishonesty.”

“Dishonesty, if it can be proved,” said I, and added sharp-
ly, for the idea came into my head without conscious process
of thought. “It was the Cedarwood’s property.” It was as
if a light had broken in upon me.

“What?” said Ruth, not following me.

“Mr. Earlington told me with some pride, one night, that
the executors had disposed of Cedarwood, a large piece of
property ‘of my father’ in the West Virginian mountains, for
$100,000. I remember thinking, in a vague kind of way, that
it was a small price. Afterwards, I remembered, though very
dimly, hearing my father speak of it as more valuable than
something else was, and I remember that the ‘something else’
was to be valued at a great deal.” I stopped, and looked at
her with eves wide open for a moment, she staring back at
me; and then I jumped up, crying,—

“By the L.ord Harry, I have it!”

Her eves appealed for an answer.

“He said (I mean my father) that that property was equal
in value to all the rest of his possessions put together; and”"—
said I, hurrying so that my words stumbled one over the other
-—“he had more property, when he said that, than at any prev-
ious time. Several millions, I know.”
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“Well, John,” said Ruth, smiling, “What good will that do
to us, or you or my father? Isn’t it a pity,” she added quick-
ly, “that you can’t go home right off now, and punish him?”

I sat down dejectedly, and looked off at the horizon.

“Is it not strange,” said I, “how strong our habits of life are
in their effect upon our habit of thought? Do you know that
when I was thinking how we could overcome Mr. Blaming I
entirely forgot that we were here and that we had so little food
and water left.” She looked up at me without replying, mov-
ing her hands the while in a nervous sort of way and then she
sighed as if that was all she could say to anything in her hope-
lessness. I sat down beside her and taking the rudder from
her hands pointed the boat a little more toward the West or
where we believed the West to be. Thus we sat side by side
while the boat ran along swiftly with the strong beam wind
coming in steady puffs. Then, for the first time since we had
been in the boat together I lost every atom of hope, and be-
gan to wonder about many things which a man must not speak

about unless the presence of death is staring him full in the
face.

CHAPTER XIV.

If any part of a man’s life is more important than another,
then that time when, by fortunate circumstance, the life is
prolonged, is, of all, the most momentous occasion. The way
in which we were saved is of all the story, its least dramatic
feature; for all its great importance to me.

Ruth and I had both been asleep. Sleeping from sheer ex-
haustion, and glad to so escape the pain of hunger and thirst,
when on a sudden I came full awake in an instant of time;
for I heard a rough, strange voice, and as I opened my eyes I.
looked into those of a man. Then consciousness returned,
and I saw that a large ship was within a hundred yards of us,
and that a boat was lying close to ours, and further, that some
men from this boat had come into ours and were getting out
the oars.

“Lie right still, young feller, and you’ll be all right in good
time.” said the man I saw first, speaking in a high, nasal tone.

“Now don’t you talk to ’em, William. They be all tuck-
ered out.”
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“Thank you,” said I, lifting Ruth, who was drunk with
sleep, from the bottom of the boat, up beside me, and then
went off to sleep again with no more concern than a great
sense of relief which made sleep possible, and which told of
my faith in our rescuers.

By the kindest hands we were lifted up the side of the ship,
though this was accomplished only with great difficulty. The
ship was an ocean greyhound of the Cunard line, and the pas-
sengers were crowded about the gangway by the score, almost
blocking the way as Ruth stepped upon the deck, and I fol-
lowed her. As we did so I heard a familiar voice say:

“Why, I declare, it's Ruth Loveton, alone in a boat with
John Barrington!”

I turned and recognized Mrs. Gerberton-Ashley, of our set.
I stepped close up to her, holding Ruth’s trembling hand in
mine. When we were face to face, I said,—

“Mrs. Ashley, how do you do?” She looked at me sharp-
ly, for she was always a fool,—a woman of small consistencies
and smaller morality.

“Explain, Mr. Barrington, your presence in an open boat
with that girl, and I shall be able to judge whether I care to
recognize you.” It was undefendable; it was brutal; it was
stupid. It showed that the woman feared no contradiction; it
told the story of her husband’s unlimited power; that she
dared speak of blame, when only compassion was proper. It
cost me a greater effort to straighten myself and look full into
her eyes, than it would have done to make a much greater
physical effort. My strength so far enabled me to do this,
however, and to say,—

“Mrs. Ashley, this is my wife, Mrs. Barrington. I shall see
reason to explain further when I have an added respect for
your right to question me. Oblige me by the right of way.”

“John,” said Ruth, as we passed alone into the stateroom,
“You shall not make the sacrifice.”

“Ruth,” said I, “Did you see Mrs. Ashley’s face?”

CHAPTER XV.

It was three days later. In my stateroom was seated the
minister of the ship. In the adjoining room lay Ruth, too ill
to be up, with the doctor in constant attendance.
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“It is so irregular,” said the reverend gentleman.

“Precisely,” said I.

“That I hesitate,”—he continued.

“But agree,” I added, eagerly.

“On the contrary, I cannot agree at this moment. The
powers of a minister of the church are great, and must be ex-
erted wisely.”

“My dear sir, can you not see that it is a necessity?”

“But without witnesses,” he objected.

“I tell you,” cried I, angry at his obstinacy, “that you shall
marry us before you leave this cabin. If you have not man-
hood enough to understand that that girl must not be left
in the position in which she is unintentionally placed, you are
a disgrace to the cloth.”

“But,” objected he, slyly, “you have acknowledged that she
got into your boat; so she certainly placed herself in her pres-
ent position.”

“Come,” said I, rising, “you will come and marry us.”

“I will not until I have questioned the people who know
you, in order that I may assure myself that all is proper and—
er—regular.”

“But don’t you understand that the slightest word that
would give an inkling of the matter is just what I want to
avoid?”

“I will be discreet, young sir,” said the minister profound-
ly. And so I had to let him go.

“You will surely return?” I called after him.

“Assuredly,” he replied, as his bulky figure disappeared.

I felt fairly sure that he would return, and that his objec-
tions were simply a part of his professional pose. And so,
for the first time since we had come upon the ship, I went into
her stateroom.

While we had both been extremely exhausted by our late
experience I did not feel the effects of it so much on the first
as on the second day of our return to comfort. I had passed
the second day and part of the third in bed, under the care of
the doctor; and only late, on this third afternoon had I felt
able to be up. My first thought was of Ruth, and of the po-
sition which she would hold towards the world if I did not
marry her. And so, as you have seen, I sent for the minister,
for I wished to have the matter settled without any delay. If I
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had to give up one of the most cherished hopes of my life, I
wanted to do it without any more thought of what I was los-
ing than involuntarily suggested itself.

The doctor had told me that he had grave fears for “Mrs.
Barrington's” recovery, from the effects of the exposure. At
the time, I supposed he referred to a probable invalidism. I
did not realize that she was threatened with a mortal illness.

As I entered her room I found her lying with one side of
her face on the white pillow, and her eyes, looking large and
feverish, and gazing full at me.

“Ruth,” said I, taking her hand and kissing it, “do you
know that we are to be married this afternoon?”

“John,” she replied, “it is useless. I will not let you make
this sacrifice. No woman who respects herself, or who cares
for the respect of other people, could do such a thing. If you
loved me, it would be different.”

“Since we have been together, dear, in the open boat and
here, all of our little world that is in New York has died away,
just as the impression of a book leaves us a little while after it
is read. The adventures we have experienced have been to us
not like those of days, but rather of years.”

“I know,” she said, “but what has that to do with it? Peo-
ple who marry should be people who love each other. I wish
that you loved me, John.”

The last words came in so childish a voice that I felt a pro-
found pity for her in her position, and I replied,—

“I love you dearly, Ruth. And I want you to marry me.”

She gave me one long, searching look from those feverish,
distraught eyes, and then burst out crying.

I have no word of apology to satisfy my reader’s sense of
the immorality of this deception which I practiced upon her.
There are several different kinds of love, and he who knows
them all will agree with me that there is one which is founded
on intense pity and the gratified fecling which comes of doing
one’s duty.

But I would not be fair to the reader if I allowed him to
think that this was all. There is a sweetness in the love of a
woman for a man that is in itself love. It is the being taken
in to the treasure house of her nature; and there is a warmth
and a beauty about it that only the freshest and brightest of
Spring days can prove a simile to.
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And then she was very beautiful; she was very perfect. And
now that she was very childlike, I was willing.

But a man may not, after all, be judged by an impulse. And
so the pleasant things that helped me to do what I have often
since wished undone, need not stand to my discredit on the
one hand, or to my merit on the other.

The minister came back in a little while. And without wit-
nesses, without even a wedding ring, I was married to Ruth
Loveton. We swore the minister to secrecy and we laughed
a little, and she cried a little;—and then he went away and left
us alone.

And now comes the saddest part of it all. For hardly had
he left the room, when she was taken violently ill, and I hur-
ried from her to call the doctor to her side. And the rest
of the story,—that is, this part of it,—is too much story to
be told in detail. Happy in the lie I had told her, and having
me to watch over her with as great a tenderness as a man
can feel, she, four weeks after we landed in England, was pro-
nounced by the physicians to be dying. And so those four
long weeks were brought to a close on a certain Sunday night,
when she turned her blue eyes to mine, and with a half strain-
ed, half happy look on her face she said,—

“I have known for a long time, John dear, that what you
said the day we were married was not altogether true. But
it made me happy for a little while. And now, as it is almost
true, I am very happy, now also.” And then she burst into
tears, and while her face was wet with them, she died. And I
left the room with my head bowed and my heart wrung to its
foundations. I cursed my conceit; the hope, the idea that I
could make her happy in that lie. And now that I knew I
had not succeeded, I knew also that her last words and her last
tears told of an almost broken heart,—a desperately tired
heart; and if I did not love her when she lived, ah, Ruth, I love
your memory now!

(To be Continued.)
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From the German of Ivan Martinoff.
TRANSLATED BY A. M. DE GOEY.

Biographical Note: Anton Rubinstein was born at
Vechvotynetz, a village on the frontier of Moldavia, on the
18th of November, 1829. Soon after his birth his family set-
tled in Moscow, where his father established a pencil factory.
His first lessons on the piano were given him by his mother
and Alexis Villoing. When eight years old, he performed
in public, with great success. Two years later he undertook
his first artistic tour, which lasted three years: he visited
England, Belgium, Holland, Germany, Sweden, etc. At four-
teen he went with his mother and brother, Nicholas, to Ber-
lin, where he studied composition under the direction of Dehn,
who was recommended for the purpose to his mother by
Meyerbeer. At Berlin he played often before the court. The
death of his father having, in 1846, called his mother and his
brother back to Russia, he went, alone, and “without any
other means than those which his talent might bring him,”
to Vienna, then to Tresburg, and lived in those two towns by
teaching.

In 1848 he returned to Russia, performed at St. Petersburg,
and was soon named court musician to the Grand Duchess
Helena. Since 1854 he undertook, at various times, journeys
in Germany, France, Italy and England, to make his works
known in these countries. In 1866 he came to Belgium. He
became, also, director of the Russian Musical Society, and
of the “Conservatoire” of St. Petersburg, which he founded
in 1862. In 1878 he performed at Brussels, where—as the
Dictionary of Fétis says—he met with triumphant successes.

Amongst his works may be mentioned the operas: Dimitri
Douskoi, the Hunters of Siberia, Vengeance (Tcherkess),
Tomka Douratchok, the Children of the “Landes,” Féramors
(Lalla Roukh), Kalachnikoff, Nero, The Macchabee, the De-
mon; the oratorios: Paradise Lost; the Tower of Babel; and
the Ocean Symphony.
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He died on the 20th of November, 1894, at Peterhoff, near
St. Petersburg. L M.

There are some episodes of the life of Rubinstein which,
better than a biography, can give the character of this artist,
who was gifted with such a rare genius. He has noted a
certain number of them himself in his autobiography, which
appeared in the review, “Russian Antiquity,” in 1889, apropos
of the fiftieth anniversary of his artistic career.

The episode which follows relates to the time when the
mother of the two Rubinsteins,—Anton and Nicholas,—
whom they called at Odessa “the mother of the musical Grac-
chi,” left Berlin after the death of her husband and returned
to Russia.

She had taken with her, her youngest son, Nicholas. The
elder went to Vienna in the hope of making a career there.
It was there, he says, that his independent life began, and
from that day he sufficed to himself.

“T went, in 1846, to Vienna, because that city was then one
of the principal musical centers of Europe, and besides, be-
cause Liszt, the king of music, was there, whose protection I
hoped to obtain. But my hopes diminished considerably after
the very dry and cold reception that Liszt accorded me. He
told me the man of talent must succeed by himself, without
reckoning on anybody. That separated me from him for a
certain time. I made a few visits. I had about ten introduc-
tory letters from Mr. and Mrs. X., personages who were at
that time in a high position in Berlin. I went to the people
to whom these letters were addressed, and left them, but 1
waited vainly for any answer, or any invitation to present
myself. Complete silence was the only answer I received to
the first, second, third, and fourth letters that I had left. I
wondered what it could mean. I was quite disappointed. Let
us see, said I to myself, what they say of me in those letters
of recommendation,—of which the greater number were still
spread out on the table before me,—how do they recommend
me? I open one of the letters, and what do I see? The per-
sonage of Berlin recommended me in the following terms:
‘Dear Countess! The position that we occupy at Berlin has,
as you may well guess, its annoyances. We are often assailed
by our fellow-countrymen asking us for recommendations,
and we are often, so to speak, obliged to yield to these solicita-
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tions. So, although we are sorry to trouble you, we cannot
help recommending to you the bearer of this letter, a certain
Rubinstein.

“There! At last I understood the silence that had followed
the delivery of those letters, left at different people’s houses.
I threw the remainder of them into the fire.”

x *x %

There is a legend that the protection of Liszt had been of
great service to Rubinstein in his early career, but this is what
he tells of his life in Vienna, and of what his intercourse with
Liszt consisted:

“I had a few lessons in Vienna, most of them very badly
paid. I lived at the top of an enormous hotel, in a sort of gar-
ret. It often happened that during two or three days'I was
without a penny, not even having anything to pay for a dinner
at a neighboring restaurant. I then remained without food.
I had scarcely any furniture in my room; on the other hand,
every corner and the floor were littered with manuscript pieces
of music. What a number of things I composed then! I
wrote, wrote carelessly, just at the time when I was nearly
dying of hunger. There were in those compositions every-
thing imaginable: oratorios, symphonies, operas, songs; and
not only musical works, but literary articles, criticisms, even
philosophical dissertations. In my attic I even composed a
sort of newspaper for a single reader—myself. During this
time my whole body was tormented by hunger; I lived thus
for nearly a year and a half. I was often at this time in the
most frightful distress; I suffered all that have suffered before
me, all that will suffer after me, those who make their way
for themselves without any support. I did not go to see Liszt
for two or three months after my first visit.”

* ok x

Here is a very curious episode which characterizes the man-
ners and customs in Russia at the time when Rubinstein, al-
ready celebrated in the west of Europe, decided to return to
his country.

“At St. Petersburg,” he tells us, “I went to a hotel. I did
not remember in the first days what acquaintances I had there.
Being only twenty years of age, I felt as lonely as if I were in
a forest. The day after my arrival, some one knocks at my
door and enters.
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“‘Pray let me see your passport.

“‘What passport? I have not any.

“‘What! you have none! Then we cannot keep you here.
You must go away.’

“This is a disagreeable business, say I to myself, disappoint-
ed. However, I recalled to mind that I had a friend at St.
Petersburg, a friend of my childhood, Mr. Ch. Levy, an ama-
teur musician, who might be able to give me some advice.
I rush to seek him; I find him in a little street ‘de graf’ I
explain my difficulty to him; that they won’t keep me at the
hotel, that they put me out, that they exact a passport.

“‘Well, stay with me to-night, and we will see to-morrow
what we must do.

“The following day, early in the morning again, the dvor-
nik (porter) of the house comes up.

“‘Pray let me see your passport.’

“Decidedly, they will leave me no peace on account of this
passport!

“I am going to see the chief of police, I tell him. At that
time this was a certain General Galakhoff. 1 go and
explain to one of the clerks in the antechamber that I have
just arrived from a foreign country, that I have no passport,
—and that everybody wants one of me. The clerk takes stock
of me with a look from head to foot, in extreme astonish-
ment.

*““Wait,” he says to me.

“He went to fetch the head of police, who appeared with
the clerk.

“‘A certain Rubinstein has called. He comes from a for-
eign country, and has no passport with him. Here he is.

“‘How! What! What is this? cries the general in a fury.
‘But where does he live? Where has he been? Where does
he come from? It must be asked about at once, it must be
found out immediately! We must know what house he
stopped at, with whom he lives. What audacity! No pass-
port! He is to be fined immediately!

“The day went on and still I had no passport. I passed my
nights first with one friend, then with another. (I had looked
them up.) I told my adventure everywhere, and so it hap-
pened that at a ball or at a concert at the court some persons
to whom I had related my adventure with the chief of police
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informed him. ‘What have you against this Rubinstein? We
all know him, he has even been to court, he has given concerts
before the Imperial family, and you treat him like a vaga-
bond.’

“That evening the general was made great fun of. The
following day I went to see him. I waited in the antechamber
one hour, two hours, three hours,—standing the whole time.
I was not the only one waiting for him, and no one dared to
sit down. All those who waited for the general, petitioners
had to stand all the time. That was a glorious time.

“Finally they introduced me into the general’s cabinet.

“Well, my dear fellow, they have been talking to me about
you at court; they told me who your are, but I don’t believe
much of it! So you will have to see my head clerk imme-
diately,—Echesnokoff, I think, they call him,—and you will
play something on the piano that we may know if you are
really a pianist. Echesnokoff knows about itV

“The general said all this very abruptly, and with an air of
great disdain.

“They took me to Echesnokoff. There was a wretched piano
in his place. He stretched himself in an easy chair and made
me sit down at the piano. All that I had in my heart of bit-
terness, of rancour, and of rage on account of what was hap-
pening to me, I expressed it in striking the keys with fury. I
struck them with such force that the poor piano trembled
under my fists; I thought that it would burst in twenty pieces;
it must be owned that the instrument was detestable, and my
rage was boundless. Nevertheless, Mr. Echesnokoff listened
with patience. Finally he rose and accompanied me to his
master to deliver his verdict.

“‘“Your excellency, it is true; this Rubinstein is, effectually,
a pianist, since he can play the piano.

“With this favor I left.

“At last, at the end of three weeks, I received my passport
from Berlin, and from that time I was looked upon as a man
‘having his papers.’”

*x X Xk

There is another anecdote from which we learn that a quan-
tity of Rubinstein’s works were lost to him and to posterity,
through the barbarous formalities which then reigned in the
custom-houses of Russia.
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“When I returned to Russia they made me leave at the
custom-house my one piece of luggage,—which contained all
my musical fortune,—a large box filled with manuscripts of
music. It was my musical work of three long years passed in
Berlin and in Vienna. A few days after my return, I went to
fetch this chest at the custom-house. They sent me to a clerk
—a certain Mr. Freville. Who was the man? He might have
been either a clerk of the customs, or of the Censure, or of
the secret police, or of the ordinary police, I know not which.
At any rate, he refused to deliver up my trunk.

“‘ You know,” said he, ‘although these manuscripts have
only musical notes on them, the government knows perfectly
well that the revolutionists and members of secret societies
often write their proclamations and other things with conven-
tional signs, which resemble musical notes. Perhaps these are
political notes. Wait a little; perhaps in five or six months’
time your scribbling will be returned to you’

“There was nothing to be done, so I went away. I began to
write from memory what I wanted to keep of my works. I
had to give up all hope of getting my trunk. However, a few
years later I went into the music-seller’s shop, Bernard, and
they said to me there: ‘Would you believe that we bought
lately some of your autographs—pieces composed by you and
written in your hand-writing?

“‘Ah! and where did you buy them?

“‘At a public sale, where they were selling as old paper a
whole lot of manuscript music.’

“‘Pray send some one to buy some for me,” said I to them.

““It is too late now; the whole lot is sold’

“I thus learned that either the customs or the Censure, see-
ing that no one claimed the trunk, had advertised it, probably
in the Police News. As I never read the Police News, I did
not know of it, and the trunk and its contents was sold by
weight to the highest bidder. A few years later, when I went
to the police office to get a foreign passport, the clerk boasted
in my presence of having bought of a rag merchant some
fragments of my manuscripts. They were some of the sheets
from my unfortunate trunk!”’

It is generally known that it was Rubinstein who improved
the social position of the Russian artist in procuring for him
the title of “Artiste libre,” which confers certain rights and a
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certain amount of consideration. He had himself suffered
from the unpleasantness of being a man without any position
recognized as such by the Government. All Russian artists
owe a debt of gratitude to Rubinstein for a title which bestows
on them well-defined rights, thanks to the diplomas delivered
by the Music School.

Rubinstein tells us, apropos of this, a fact that may seem in-
significant to some, but which suggested to him the idea of
procuring a social position for the artist musician, which
would be in itself equivalent to those of independent gentle-
men, functionary of the state, merchant, etc.

“It was about the year 1850. In fulfilling my Pascal duties
I went to holy communion at the Cathedral of Our Lady of
Kazan, at St. Petersburg. After confession, I approached
the table to have my name inscribed in the ‘book of confes-
sion.’

“ “What is your surname, baptismal name, your title or pro-
fession?

‘“‘Anthony Rubinstein, artiste.

“‘Then your are on service in one of the theaters?

“I answered negatively.

“The deacon appeared surprised....I do not understand
what he wants of me. We are silent for a while. Finally I
say:

“‘But I am an artist-musician.’

“‘Good; I understand. You are in service, then? asked
the deacon.

“‘But I tell you no. I am not in service.

“‘But what are you, then? How must I inscribe you?

“I do not know how this examination would have ended
if the idea had not occurred to the deacon to ask me:

“‘And your father; allow me to ask you, what was he?

“‘He was a merchant of the second guild.

“‘Now we have it! At last we know who you are and how
we must inscribe you: “Son of the merchant of the second
guild.” There you are? This examination and the definition
of my social position produced an indelible impression on me.
It was evident that in Russia artists-musicians did not exist
as such that this title and profession, as well as the social posi-
tion of the man working for art, and consecrating to it his
whole life, meant nothing at all there.”

* % *
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Every artist who has any self-respect ought to meditate on
the following anecdote, in order that he may know how to
resolve the problems of his career. This is above all applicable
to those who see in art, above all other consideration, the
means of getting rich:

“In 1872 Henry Wieniawsky, now deceased, the celebrated
violinist, and I, we accepted an engagement to make an ar-
tistic town tour in America. Only two Russian musicians had,
up to that time, been there, Prince Joris Galitzine and Slavia-
sky-Ayreneff. Our contract with the American impressario
had been signed in Vienna before the Lawyer Jacques. I
was to have 200,000 francs for the tour, one-half of which was
to be deposited in the bank at the moment of the signing of
the contract. o

“The itinerary of the tour was minutely described, and the
contract was drawn up according to the legal formalities. I
put myself, for a certain time, at the entire disposal of the im-
pressario. And may God preserve you from ever falling into
such a slavery! It is finished with Art, and only the shop re-
mains! You become an automatical instrument, and the dig-
nity of the artist is lost.

“During my eight months’ sojourn in America we went all
over the United States, from the north as far as New Orleans.
I mounted the platform two hundred and fifteen times. It
often happened that we gave two, and even three concerts a
day, in different towns. The receipts and the success were
always large, but the cost seemed too great, and at last I
began to despise myself, and to be disgusted with art. The
whole time I was displeased with myself to such a degree that,
when a few years later, another artistic tour in America was
proposed to me, with the offer of fees amounting to half-a-mil-
lion, I flatly refused.”

* %k %

In a Russian review of 1839, called Galatea, we find, prin-
cipally under the heading of “Musical News,” the name of
Anton Rubinstein mentioned for the first time in the press.

It is very regretable that none of the articles which were
published after the first appearance in public of the celebrated
pianist were signed: we thus ignore who was the first to ap-
preciate so justly the extraordinary talent of Rubinstein, and
to prophesy so justly what would be the future of the young
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pianist: the name merits remembrance. In these terms did
the unknown tourist express himself:

“Let us mention another musical phenomena, who was born
and who has developed, not under the blue sky of Italy, but
under the wintry sky of our mater Moscow. This remarkable
talent, which is only known in a few houses, is a boy of nine
years of age, son of a manufacturer of Moscow, Mr. Rubin-
stein, who employs the greater part of his modest fortune to
develop the marvelous talent of his son—a sacrifice worthy
of all praise and encouragement. A few amateurs of music
have urged the parents of the young artist to give them at
least a concert, but they are too modest, and decline to do so.
We infinitely regret to have thus to miss an admirable con-
cert. But we are not egoist, and we will say that the modesty
of Mr. and Mrs. Rubinstein is very praiseworthy, and very
useful to their little artist: wait, worthy parents; develop his
talent in peace; fame is before him, and he will not miss it.”

In the same review, and during the same year, another no-
tice appeared on Anton Rubinstein:

“We have already, in this review, spoken of the remarkable
musical talent of the nine-year-old son of a manufacturer of
our town, Mr. Rubinstein.

“At present, let us say a few words about the public concert
of this child-artist, a concert given for the poor. The modesty
of the parents had been vanquished by the object of the con-
cert, and, let us add, by the reiterated solicitations of a few
fervent amateurs of music, and they have at last consented
to make known the talent of their son to the public of Mos-
cow.

“On the 11th of July, the little Rubinstein, pupil of the well-
know artist Mr. Villoiny, gave, at the Park of Petrovst, his
first concert. He played the concert allegro of Hummel with
accompaniment of the orchestra of Mr. Teploff, the andante
of Shalbery, and four short pieces of Field, Liszt, and Henselt.
The applause was enthusiastic, and the pauses were filled with
expressions of the general astonishment. And it must be said
that everything the little Rubinstein played was executed with
an art altogether remarkable and surprising, for he has van-
quished the physical difficulties inherent to his age: his tiny
fingers, passing with an extreme rapidity over the keyboard,
bring out pure and beautiful tones; the little, feeble hand
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manages to give the necessary force to those sounds, and,
what is more admirable, the child is penetrated with the idea
of the composer, assimilates it, and transmits it to us in all
its clearness and vigor, with perfect expression and exactitude,
—in a word, one can see the soul of an artist, and
the sentiment of what is exquisite revealing themselves in
this child; he has in him such a musical talent that by the
developing and complete perfecting of it, he will be able, in
time, to conquer an honorable place among European celebri-
ties.”
* x X

Robert Schumann honored with a very serious attention
the first composition of Rubinstein, printed at Berlin in the
vear 1843, with the title Ondine,—a study for the piano that
the composer himself considered insignificant. At that time
Rubinstein was scarcely thirteen years of age, but had been
already two years honorary member of the Philharmonic So-
ciety of Berlin, and was famous as a pianist of the first order,
not only in Germany, but in Europe in general.

Schumann, speaking of the work of the already celebrated
youthful virtuoso, says: “It is impossible to foresee, from
this work, if he possesses the gift of creation. But the pre-
dominance of the element of melody in this little piece—al-
though there is nothing new in it—gives us hope that the
composer has already begun to understand the substance of
music, and that he will develop that understanding. The title
of the subject is founded on the undulatory movement of the
accompaniment.”

* x x

In his autobiography, Rubinstein often alludes to the at-
tention and kindness of the court to him, above all in his
youth. We will repeat a few of the facts that imprinted them-
selves in his memory.

“It is with a sentiment of the profoundest gratitude that I
recall to my mind the kind attentions of the Imperial family
to me. The Grand Duke Constantine, son of the Emperor
Nicholas I., had told his mother, the Empress, and his sisters
and brothers, of his meeting me, and of the acquaintance he
made with me in Holland, and spoke very kindly of my talent.
They were all exceedingly gracious to me. And what a charm-
ing, what an admirable family! The young men all brave fel-
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lows; and it would have been difficult to decide which was the
most beautiful of their sisters. The Empress was fond of
music. The Emperor Nicholas was, it is known, in a way,
both musician and artist, loving the fine arts generally, and
patronizing them sincerely. He had in him the fibre of a
musician, and the talent of assimilating what he heard. For
example, once I heard him myself whistle in his rooms the
whole of an opera, Fenella, from beginning to end. He knew
by heart all the music of the ballet of ‘Catherine, or the Brig-
and’s Daughter.””

The Emperor Nicholas treated in a very friendly manner the
talented boy who had just returned to Russia, where he had
already obtained the fame of being a very remarkable pianist,
in spite of his being only fourteen years of age:

“In 1843, after a journey of four years in Europe, we re-
turned to St. Petersburg. It was not long before I was called
to the Winter Palace, and I was presented to the Imperial
family. The Emperor, from our first meeting, treated me
with that benevolence which was innate in him, and which
was, when he liked, so seductive. - He took me in his arms
and said to me: '

“‘Ah! good-morning, your Excellency?”

In relation to this, there is a letter that Madame Valérie
Rubinstein, the mother of our celebrated pianist, sent to her
aunt in St. Petersburg in 1844. This letter was published in a
Russian journal, “The Messenger of the Crimea.” Mrs. Ru-
binstein relates in this letter the reception that was given to
her two sons, Antony, who was then fifteen, and Nicholas,
who was only nine, by the Imperial Court.

“Finally,” writes Mrs. Rubinstein, “the hour of our de-
parture from St. Petersburg draws nigh. I have not been able
to write to you before, in spite of my desire to do so, for I have
been extremely busy. But now, dear aunt, I am going to
tell you something very agreeable about my children. Al-
though there has been nothing very interesting about the
concerts here, the receipts having been very mediocre—our
concert was honored by the presence of our august sovereigns,
who sent for my sons to go to their box, caressed them, and
talked with them a great deal. The Grand Duchess Maria
kissed my little Nicholas. At the same time Her Majesty, the
Empress, said to my children: ‘We are old friends, we shall
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see each other often in Berlin next summer, etc’ The Im-
perial family seemed enchanted with them. They were even
invited to the court on the 3d of April, where they were re-
ceived very cordially. The Empress asked them to play some-
thing. Whilst Colenca (diminutive of Nicholas) played, the
Grand Duchess Olga managed the pedal for him. When An-
tosha (diminutive of Anthony) played, the Empress invited
Colenca to sit near her. She chatted with him affectionately,
asking him if he was not tired, if he was not hungry, if he
was not sleepy?....After the music, the Empress invited
them to supper, which they took at the Imperial table. The
Emperor came in with the Grand Duchess Maria, from the
theater. The children rose, but the Emperor bade them be
seated, and after the supper he said to them: ‘Good boys!
Good boys! this one (meaning Anthony) is Liszt; that one
(meaning Colenca) is Liszt II.;" and to Colenca: ‘I am told
that you, too, play very well, and that you even compose
pieces. It is true? All the guests said it was wonderful what
my little one did, and the Emperor told the children to play
Liszt’s Hungarian March, which was highly applauded. After
that Colenca was asked to play something of his own com-
position. He played his Nocturne, which pleased the Em-
peror immensely; the Grand Duchess asked Colenca to give
her a copy of it, and kissed him. When the children left, the
Emperor said to them; ‘Work! Work! Don’t do any foolish
things, and you will be an honor to Russia.’

“Two days afterwards, presents were sent to them: to An-
thony, a diamond pin; to Nicholas, a fine gold watch. On the
16th of April they were again invited to the court with Hei-
mann. There was a grand reception and a ball. The children
were received very amiably, and when the music was finished,
the Imperial family thanked Heimann and said adieu to
him. The children were going, too, but the Empress said:
“The little ones can stop with us!” Just imagine, dear aunt,
the honor! They talked to them a great deal. The Grand
Duchess Maria gave Colenca permission to dedicate his Noc-
turne to her, and to bring it to her, which he did. A few days
later the children each received a diamond ring. In a word,
if there were no question of money, there would be nothing
more to wish for. You cannot imagine, dear aunt, what hon-
or those children have done us. It is to be hoped that with
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time money will come in with the rest. That, my dear aunt,

is what I had to tell you: there is nothing more to say except

that we are now leaving for Warsaw, via Riga and Mitania.”
x x x

Rubinstein had too much greatness of soul to ask favors of
any one for himself; he never made any advance to any one
with the object of having his operas mounted. That is the
reason perhaps why the public know so little of them. At
any rate, it is a fact that he never asked any aid from any one,
or humbled himself before any one, or flattered anybody, as,
unfortunately, so many artists do. All that was outside his
powerful nature.

“I never addressed the manager of any theatre or anybody
else, to remind them of my existence, to solicit help in order
to produce my operas. ‘Let them do as they like about it,’
was my motto. Why, for instance, did they suppress my opera,
the Merchant Kalashnikoff, from the répertoire? I do not
know. What satisfied me was that that opera pleased greatly
the highest authorities, and that they approved it. After it
had been suppressed, it appeared again at their request. But
why, in spite of their approval, that opera, after two or three
representations, has it disappeared again? I ignore the rea-
son, and I am surprised about it, because it was a pecuniary
success, which is a proof that it pleased the public.

“I wrote the opera of ‘Maccabees’ in 1873-75, but it was
played in St. Petersburg for the first time in 1877 only. Be-
fore that, my Nero had been played in Hamburg.

“After that came my comic operas: ‘With the Brigands,’
and ‘The Parrot,” in 1885. Both are quite unknown in Russia.

“I cannot boast that my operas are received by our paternal
management with benevolence; they often appeared to ignore
my works, whilst, beyond the frontiers, they were received,
and well-received. In these later years they rarely play my
‘Demon,’—the ‘Maccabees’ is no longer played at all—and
my Kalashnikoff has been definitively suppressed. I think the
expression of this want of sympathy is not directed against
me, but against the Conservatoire of which I am the direc-
tor. Besides, I have never had any explanations with the man-
agers of theatres. And they change so often!....In personal
contact they are very amiable. It must be averred that the
position of a theatrical manager, not only in Russia, but near-
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ly everywhere, is a difficult one; and if I were to be asked
what post, in my opinion, is the most difficult, that of min-
ister of foreign affairs, or that of director of a theatre, I should
say: ‘The latter is, in my opinion, incomparably the most dif-
ficult of the two posts.’”

* %

Let us add a few details to the preceding ones: The opera
Feramors, which was produced in Vienna in 1872, and at
Milan in 1874, was only represented in St. Petersburg twelve
years later, in 1884, by the Amateur Club, and has never ap-
peared on the boards of a national theater either in St. Peters-
burg or in Moscow, whilst the opera of Félicien David, Lalla
Rookh, written on the same subject (of Thomas Moore), had
that honor, at least in St. Petersburg.

“The Children of the Steppes,” another opera of Rubinstein,
represented with great success either at Dresden or at Leip-
zig, is quite unknown in Russia. The Maccabees, which ap-
peared in 1875 in Berlin, in Prague, and in Stockholm, and
in 1876 in Munich, was only represented in Moscow in 1883,
at the same time as in Dresden. Nero, which was written for
the Grand Opera in Paris, and which appeared in Hamburg
in 1879, was only played in Russia in 1884, and that, thanks
to the efforts of an Italian impressario, Mr. Vizentini, who
had it played in the two capitals of Russia, in Italian; that
opera has never been played in Russian yet.

The following are the comic operas of Rubinstein: With
the Brigands; the Parrot; these, with the operas of Little
Thomas; the Hunters of Siberia, Dnietri Douskoi (the battle
of Koulikows), are quite unknown in Russian, even to musi-
cians.

The religious opera, “The Sulomite,” was played in Berlin
in 1888, as an oratorio, at a concert of the Philharmonic So-
ciety. In Russia, no one knows it. And “Moses,” “Christ,”
etc., have nearly the same fate. The ballet of the “Vine” was
played with enormous success at Leipzig, and recently at
Vienna. Neither the public nor the musicians take any notice
of it in Russia.

It is well known with what zeal Rubinstein tried to spread
abroad in Russia musical instruction, founding music schools
everywhere. To him belongs the great merit of having or-
ganized the Russian Conservatoire. Besides awakening in



48 INCIDENTS FROM THE LIFE OF RUBINSTEIN.

society an active propaganda, he wrote a very interesting ar-
ticle in the Russian review, the “Century” (in 1861). He
compares the work of the amateur musician with that of
the professional musician. Several of the ideas that he ex-
presses in this article have lost nothing of their interest.

“The Conservatoire will never prevent a genius from de-
veloping outside of its walls, and at the same time it will fur-
nish Russia every year with Russian singers, with a number
of professors of Russian music, with Russian musicians for
orchestras, who will work as the man always works who ‘sees
in his art the means of existence, the right to social respect,
the way to fame, the means of consecrating himself complete-
ly to his divine vocation—as every one works who respects
himself and who respects his art. Yes, organize the Conser-
vatoire, give a position to the man who desires to give himself
up exclusively to his art, and let the amateurs occupy them-
selves with music as much as they like for their own amuse-
ment. Their influence will then no longer be so fatal; for,
besides these amateurs, there will be people who, as Goethe
says, ‘water their daily bread with tears, and who are never-
theless in daily communication with you, O celestial Divini-
ties.””

In this work the celebrated, but much-to-be-pitied artist
had many disappointments; and perhaps it is in them we
must look for the cause of the pessimistic view he took of the
events of our modern musical life. He was above all aston-
ished at the success of things like Cavalleria Rusticana, of
Mascagni, of Pagliacci, of Leoncavallo. In this vogue he saw
the decadence of the opera. Will he have been a true prophet?

“He earned, probably, millions!” think and say the good
philistines, and they will learn with astonishment that the spir-
it of lucre was entirely absent in Rubinstein.

It is true that for a long time he had never any pressing
need; but, on the other hand, he had a passion for transfer-
ring his money from his own pocket into those of his needy
colleagues. Here is a fact gathered from a German paper:

“Rubinstein was giving a concert in one of the large provin-
cial towns in Austria. When he was leaving the hall at the
end of the concert, the receipts were given to him in the form
of a pocketbook filled with bank-notes. Among the crowd that
saluted him as he went out, he perceived a lady that he had
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known in St. Petersburg as being a pianist of great talent.
He approached her, and asked very pleasantly about her
caréer. The pianist answered: ‘Ah! master, I do not play
in public any more: I gain my livelihood by giving lessons
only” That was enough for the kind Rubinstein. In an in-
stant the poor pianist became independent for her whole life.”
The precious pocketbook, with its contents, was at once hand-
ed to her by Rubinstein.

THE MUSICAL CRANK.

O, a musical crank indeed was he;

His tangled locks were a sight to see!

His shoes creaked chords in the key of “G,”
And he blew his nose in the key of “C.”

He promenaded in ‘“3-4 time";

With steps “staccato” the stairs he’d climb;
A resonant “A” his clock did chime,

And to live in a “flat” he regarded as crime!

Harmonics and thoroughbass he knew;
The rules that he didn’t know were few.
In church near the organ he had his pew,
And still his mania grew and grew!

He talked in cadences rhythmic'ly sweet,
And hummed Oratorios on the street.
The craziest fellow you e’er did meet!
In fact, as a crank he could not be beat!

He composed thirty Symphonies all alone;

Each note calculated to move a stone!

From a beer keg he'd coax a barreltone,

And he had scores of instruments, metal and bone.

He played these instruments day and night,

Till next-door-neighbors moved out in fright.
But one day while playing with all his might
He struck a chord that was not gquite right,—

And it tortured him so that it killed him quite!
—Herbert Alden Seymour.



CECILE CHAMINADE.
BY MRS. CROSBY ADAMS.

The announcement that this daughter of France is to ap-
pear in our country during the present season is everywhere
received with more than ordinary interest. When, several
years ago, the Boston critics, with one exception, referred to
this composer as a man, we were made aware of the strength of
her writing, since in this case at least “ignorance was bliss,” as
far as the subject of woman in music was concerned. But far
more telling is the remark of Ambrose Thomas—that “here is
not a woman who composes, but a composer who is a woman.”
This sentence expresses the fullest meaning in trenchant style,
and is a most distinguished meed of praise from a veteran of
art, whose own versatility as musician, writer and poet gives
the deeper import to the expression.

As a child, Mlle. Chaminade showed very marked talent,
even precocity, giving evidence of creative ability during these
early vears,for we learn that at eight she had already composed
some sacred music, which attracted the attention of Bizet, who
predicted a brilliant future for her. Her teachers were Le
Couppey, Favart, Marszek and Benjamin Godard, who must
alike have been interested in the unfolding talent of this na-
ture. At eighteen years of age she made her debut as a pian-
ist, and has appeared as soloist in concerts throughout the con-
tinent and in the provinces.

As composer, her works show a many-sided view of art.
“The Amazons,” a lyric symphony with chorus and orchestra,
“La Sevillanne” (The Lady of Seville), a comic opera in one
act, several suites and other compositions for orchestra, two
trios for piano, violin and violoncello, twelve concert studies,
a quantity of piano pieces, many songs, an ambitious concert-
stiick with orchestral accompaniment, which has been played
by the composer at the famous Lamoureux concerts, and
finally a ballet, “Callirhoe.” which was performed at the Thea-
tre of Marseilles in 1888 and at Lyons in 1891, are some of the
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list. In her writing this composer shows a lofty purpose,
vigor, strength, and a certainty of hand in outlining her work
which might be styled, for want of a better term—free-hand
composing.

1f the keynote of her success is desired by those of analytical
turn of mind, it seems to the writer that Chaminade has not
disdained to use heaven-born melody and clear rhythms so
unmistakable in their swing that even the uninitiated are car-
ried along with the charm of the movement. The musical
quality is present in this composer’s work, and it is that which
the world is in crying need of to-day. Perhaps in a distant
zon we shall all be impressionists, but the majority of listen-
ers who express themselves truthfully are free to say that
melody and rhythm are to them the most important forces in
music. She combines her musical values from the chromatics
of tone as does the artist when dealing with oriental colors,
and produces somewhat startling but none the less grateful
combinations. This color scheme is present in even the most
familiar of her piano compositions—La Lisonjera” (The Flat-
terer), “Pas des Amphores,” and the “Scarf Dance” being con-
spicuous examples. Of a different character and in keeping
with its title is “Elevation.” ‘““Au Matin” (for two pianos) is
a fine example of what can be encompassed with simple
touches. Surely the influence of Godard, whose **Pan and his
flute” reveals the daintiest conception of myth and legend told
in tone, must have been a helpful one to this student of com-
position when she was in his classes, for “Au Matin” is of the
same order of work. We feel a like artistic touch in Grieg's
“Morning on the Mountains.”

Chaminade has endeared herself to many people through her
songs, not a few of which have been presented by Nordica,
Plancon, and other a.rtists, who find these lyrics not only grate-
ful as _concert sclectlons: but very musical and captivating to
f‘he:r l:sfeners. . Th”c “Rntornfalle,” “Madrigal,” “Rosamunde,”

The $1chr Ring,” “Slavonic Song,” and “Berceuse,” show
the artist’s hand and correspond to dainty etchings or water-
colors,. and are a very restful form of art. We shall know more
of Cecile Chaminade and her work as the days go by.



THE QUINTESSENCE OF WAGNERISM.
BY A. W. SPENCERS.

“Are you a Wagnerite?” Very likely some one has at some
time or other asked you this question; and you have answered,
perhaps, that you believed Wagner had done some very won-
derful things, which excite your admiration, but that you
would not side with him in everything.

The majority of musically cultivated people appear to hold
this rather conservative opinion regarding Wagner. They are
ready to declare themselves for and against him in the same
breath. They hardly know whether to believe in him or not;
when asked how they class themselves, they are somewhat per-
plexed. The reason is this: Even in the minds of good musi-
cians,—except in a few rare cases,—there exist hardly any
clear ideas of precisely what the great reformer stood for. And,
what is perhaps the most striking quality in his operas, his
peculiar style of counterpoint,—this is least understood of all.

The scores of Wagner's later operas present a rich field of
study to any one who has enough curiosity to investigate them.
They teem with subtleties of harmony which strike one as noth-
ing less than miracles of ingenuity. In Tristan, which may
be taken as typical of the composer’s works and as containing
abundant samples of his most individual qualities, there is
hardly a measure from first to last which does not have an in-
teresting chord or new progression. As is well known, many
of these difficulties of the score can be made to disappear by
climinating the passing notes that are so freely used to inter-
connect the chords. For example, if the familiar poison mo-
tive be so treated, the result will simplify the harmony to a
considerable extent:—
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But in a good many cases this method of elimination will
remove only a small proportion of the difficulties, for the rea-
son that the substratum of harmony, over which the passing
notes are scattered, often obeys curious contrapuntal laws, and
is just as puzzling after elimination as before. For instance,
in the above mentioned motive, even after you have taken out
the passing notes, a striking progression of chords remains.
So, if you wish to go to the root of the matter and be able to
explain ali the intricacies, you will find that this method will
not offer an adequate solution.

Aside, then, from Wagner’s free use of passing notes, which
any one would call strongly typical of his style, what other
qualities can be discovered that may also be called typical? A
satisfactory answer to this question will give us a summary of
Wagner's characteristic qualities which may even help us to
understand what is rather vague nowadays,—the quintessence
of Wagnerism.

Without attempting too detailed a study of ground already
thoroughly covered by various writers, let us proceed at once
to consider some of the cases in which Wagner rebelled direct-
ly against old usages in counterpoint. Of course this discus-
sion will ignore the reforms he introduced in dramatic con-
struction and instrumentation as irrelevant.

To begin with, here is a strange combination of tones, from
the last part* of Act I of Tristan:—

Now, what on earth is the meaning of that odd chord in the
second measure? It seems as if it would sound like a dominant
seventh on f-flat; but if it were really that, it would have e-
double flat instead of d-natural. Why, then, did Wagner not
write e-double flat, if that was the tone he had in mind?

I am inclined to think that Wagner had a purpose in not
writing e-double flat. For if his critics had ever seen that
note progress upward to e-flat, causing the upward resolution
of the seventh of a dominant seventh chord,—a crime never

* Page 177 of the German pianoforte edition.
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tolerated in the history of music, and scarcely heard of even,
—they would surely have made it hotter for the composer
than ever before.

The reader will see the significance of the point more readi-
ly if the citation be written with simplified chromatic signs,
thus:—
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Whatever chromatic signs Wagner gave this passage, and
however it may be explained away by theorists as an altered
seventh chord on d, it would sound to the hearer just as if the
seventh of a dominant seventh chord were resolved upward.
Hardly any possible progression could more forcibly annihi-
late a rule that has been universally accepted.

Instances of upward sevenths are not frequent in Wagner;
still, if one is enough interested to look through the operas
minutely, he will be likely to find a number of cases in which
the old traditions are thus subtly disregarded.

Another trait of Wagner’s is his free use of upward suspen-
sions, of which the following from Tristan may be taken as a

type.—
ot
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In the development of the poison motive, also, the unpre-
pared upward suspensions abound. Though they do not al-
ways impress one as startling violations of old rules, they show
the originality of Wagner’s way of working, and may be taken
as characteristic of the man. The following form of inter-
rupted resolution, used frequently in the working-out, is in-
genious:—
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The way that these suspensions are covered up with all sorts
of devices in the form of passing notes, increases the intricacy
of the score to a great extent, and makes much of the music
seem like a kind of algebra arranged for orchestra, if one may
speak in such terms. However that may be, there is a weird
charm in these chromatic progressions, sometimes strangely
seductive and mystical, sometimes wonderfully earnest and
powerful in passion, but at all times recondite and inscrutably
scientific. So that it would almost seem as if the intellect had
triumphed over the imagination, and music had at last suc-
cumbed to mind, and had been converted into an exact science
governed by abstract formula.

Take up one of the operas and glance through the pages.
What do you find? Obscure chords of ninths and elevenths
here and there over all sorts of pedal-points, chords modulat-
ing into new keys at almost every measure, a sprinkling of dia-
tonic runs of five, seven, or nine runs to a beat, as the case may
be, odd chromatic progressions of every kind, in any rhythm
under the sun except 13-4,—a tempestuous whirligig of roving
tonality. Yet we all find things to like in it. In spite of the
abstruseness, there is often present a naturalness of melody
that beguiles us into thinking it simple when it is not, and
makes us feel most deeply when the counterpoint is most in-
volved. Such is the music,—a paradox that is not easily
cleared of its mystery.

In forming an opinion as to what the “quintessence of Wag-
nerism” is, we cannot include all the qualities of the music,
for of course some of them arc possessed by other composers,
also. Just what qualities shall be included is the question.
Some hints of the answer have just been given; but before
making a final summary, let us look at one or two examples of
intricate work:—

—
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This motive,{ a decidedly beautiful one, is striking chiefly
on account of its subtleties of harmony. The second and third

t Page 183.
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measures noticeably resemble each other, one being an exact
repetition of the other a whole tone lower. Moreover, the
modulations are wonderfully ingenious, and do not yield read-
ily to analysis. What is still more important, the element of
tonality or key has almost, if not actually, disappeared.

In this, however, a fundamental rule of harmony, one even
more important than that requiring the downward resolution
of seventh chords, is broken. For parallel fifths are plainly
in sight at the beginning of both measures.

In this one instance, Wagner was an innovator in a double
sense. In the first place, he revolted against the instinct which
has led almost every composer, classic or modern, to cherish
a fine regard for relations of tonality, and never to jumble up
chords in such a fashion that they might be in any one of a
dozen keys at the same time. In the second place, he sets
aside the first postulate of the theorists,—one as important to
harmony as the axiom that a straight line is the shortest dis-
tance between two points is to geometry.

This example is typical of Wagner in a sense that few are.
It shows that prominent Wagner trait,—metaphysics running
away with music. Whether music has fared the worse by be-
ing treated by metaphysics in this jolly manner, or whether
it is really better off than before for the proceeding, will be de-
termined only by posterity.

Here is another:—

I
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In this* we note, in the first place, the disappearance of
tonality; secondly, the bass is so constructed as to move chro-
matically in such a manner as to form perfect chords on the
first, second, and third beats. There is nothing in the upper
parts showing remarkable ingenuity; on the other hand, in
the curious adaptation of the lower part to the upper, there is
something that does.

After looking over these illustrations of the composer’s
characteristic qualities, we are now in a position to draw con-

* Page 24.
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clusions regarding the “quintessence of Wagnerism.” This
phrase would of course signify those traits which are peculiar
to Wagner and have not been possessed in a like degrce by
any other composer. Wagner resembled others by frequently
resolving chords in the traditional way, or by being compara-
tively simple with respect to key, as in the Lohengrin wedding
march. But of course these conventional qualities are not to
be considered in defining him when he is most himself.

The peculiarities already discovered may be summarized
thus:—(1) Chromatic passing notes are introduced between
chords in such a manner as to make new, accidental chord for-
mations, which would have bewildered the classic theorists;
(2) seventh chords are resolved freely, frequently into remote
keys, sometimes even breaking laws of harmony; (3) suspen-
sions move up as well as down, and (4) are resolved by means
of artificial devices; (5) modulations abound, and in some cases
they are so bold and so intricate that the relations of tonality
may practically be said to have vanished. In the last instance,
it would be much the same if the chords were treated mathe-
matically just like so many abstract quantities, which might,
as it were, be put through certain operations of addition, sub-
traction, multiplication, and division, at will, without regard
to key. Then of course there is the familiar richness of tone
color, noticeable in the orchestration, but due primarily, per-
haps, to Wagner's using as great a variety of chords as pos-
sible in harmonizing any given melody. This richness of har-
mony might be classed with the modulatory quality given
above.

The reason for these infractions of old usages in counter-
point may be found in Wagner’s individual conception of the
resources at his disposal. That is to say, composers in the
pure style had thought that all music must be governed by the
limits of a certain key, the chords used must be built up from
notes found in a certain diatonic scale, and when modula-
tions were introduced, they must not lead into remote keys
nor be abrupt, but they should be gradual and flowing, and re-
turn to the original key in a natural, casy manner. This made
it necessary for seventh chords to be resolved in much the
same way under all circumstances, in order that passing out
of the original key might be avoided. Likewise chromatics
must be used sparingly, as they would disturb the tonality.
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But Wagner had a different way of looking at his resources.
He did not think that all music must be governed by a key,
which he could not leave in a bold manner when he pleased.
He did not always think best to return to his key after he had
left it. Instead of making the diatonic scale afford him all he
needed, he seems to have used the chromatic scale. At any
rate, his voices sing notes and the orchestra plays chords which
are not found among the diatonic intervals of any traditional
major or minor scale. And in a few places he modulates so
freely that for aught you can tell, the signature may be one of
a dozen. His seventh chords and suspensions move up or
down, and he interrupts their resolution with all sorts of ryth-
mic devices in the form of passing notes, skips, and so on.
Tonality in a few instances may be said to disappear.

Now when tonality, or unity of key, disappears, the whole
basis upon which music is built undergoes the most radical
change conceivable. Just what music would be, deprived of
tonality, is a question which might be given a vast amount of
study, so new, so fertile it is; yet it seems hardly possible that
such study would be practical, or that any composer could
ever hope to profit by it. To most of us, the two associate
themselves in such a manner as to appear inseparable. Wag-
ner did not entirely disassociate them by any means; yet he
seems to have been working in that direction in some of his
most typical passages. So it will pay us to consider the sub-
ject a moment.

The chromatic scale, containing all the notes in use in the
conventional major and minor modes of all keys, is made up
of twelve tones; the thirteenth is the octave. If we divide the
octave in the middle, we get tritones. If we divide it
into three parts, we get major thirds. Dividing it into four
parts, we get minor thirds, and into six parts, major seconds.
If you now add a quarter-octave to the third of an octave,
making seven-twelfths, you have a perfect fifth. Thus, in
purely mathematical terms of the octave, we have a system of
symbols for any combination of tones. For instance, a domin-
ant seventh chord might be denoted thus,—i1-3+4-1-3441-44
1-6, and so on with any other case. It is conceivable that from
these symbols a system of musical algebra could be devised
by which problems could be worked out in abstract fashion
without the composer having any idea of the sound of what
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he wrote. A certain sign might come to stand for a conson-
ance, and another for a dissonance; and it would make no dif-
ference whereabouts in the gamut he wound up, if he only con-
nected the signs in a logical series and ended with the symbol
for a consonance.

This would, in fact, be the starting point for a Euclid of mu-
sic, if the world should ever decide that tonality is entirely un-
necessary. Wagner did not get to that extreme; probably
nobody ever will. An investigation of the possibilities of mu-
sic of that strange character might be interesting from an ab-
stract point of view; but it is hardly clear that it would be at alt
useful.

Still, Wagner had a strong leaning in that direction; and it
is by trying in this way to conceive of music devoid of tonality,
that we are enabled better to understand what the quintes-
sence of Wagnerism is.
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MUSIC

‘Whoso at evenfall has heard
The measures of the vesper bird,
Has felt the spirit, heavy, dull,
Rise to the Dwellings Beautiful.

And though ere long the dark, the star,
‘Whispered, ‘“The birds all silent are,”
The spirit, dreaming deep and long,
Still drank the sweetness of the song.

For, as it vanished with the light,

It sought the spirit in its flight,

And on was sounding, sweeter now
Than when it trembled from the bough.

Such music’s blissful ministry;
Champion of immortality,
Faithful it bides, ay, grows in power,
Beyond the senses’ little hour.
—John Vance Cheney.
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THE KNEISEL STRING QUARTET.

When the day begins with the clock striking twelve, the
casual observer is sometimes at loss to remember whether this
is to-morrow morning or simply the end of last night. Some-
thing of this bewilderment might attach to the opening of the
Chicago musical season of 1897 and 98 by the concert of the
Kneisel String Quartet, of Boston, in Handel hall, October 1.
The program was this:

Haydn, Quartet in D major, opus 64, No. 5.
Beethoven, Quartet in A minor, opus 132.
Dvorak, Quartet in I major, opus g6.

Wide contrasts are represented in this list, from the sweet
naivity of Haydn, through the sometime supposed ‘“unintelli-
gibility” of Beethoven’s last works, down to the “up-to-date”
“new world” quartet of Dvorak in F major. Of the playing
one needs to say simply that in spite of an unfavorable at-
mospheric condition rendering it not easy to keep the instru-
ments in tune, the interpretation and the performance were
alike of the most finished and delightful description. When a
string quartet is played as these were, the interpretation takes
on all the musical intelligence of the greatest solo pianist, and
with it the impersonality due to each of the four having now
and again the leading idea, and each passing momentarily and
by imperceptible gradations from leading position in the tone-
mass to the most subordinate. It is like a complicated solo
played impersonally.

Each movement in the entire program was applauded heart-
ily, over and over again, and at the close of each quartet the
players were called back for more applause. Nothing more
satisfactory could be asked or desired.

A part of the superior effect of the playing of this remarkable
organization was due, no doubt, to the wholly exceptional
character of the instruments they played. Mr. Kneisel's violin
is a Strad of the best period, dating from 1717. It is very
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sweet, yet with plenty of carrying power and capacity for pas-
sion. The second violin is a very good Guarnerius; the viola,
a Gaspar da Salo; and the ’cello, a beautiful Amati. These in-
struments alone are worth quite a handsome fortune, anywhere
from sixteen to twenty thousand dollars.

One naturally wishes to know how it happened that this
quartet arrived at its present pitch of sympathy and unity
in their ensemble work—by what work, how often repeated re-
hearsals, and the like. It is now thirteen years since this quar-
tet was formed. There have been three cellists: Giese, Hekke
and Schroeder. All have been fine artists, but Mr. Schroe-
der is perhaps the most sympathetic and artistic master of
the ’cello in the world—certainly an artist who would command
the admiration of the most cultivated listeners anywhere,
either as virtuoso or in a quartet. Then, too, it is easy to
see that everything is due to the leader. Mr. Kneisel has been
the concertmaster of the Boston orchestra for thirteen years.
He came there from Berlin, where he had followed Halir,
Ysaye and Thomson as concertmaster of the famous Bilse
orchestra. He was a pupil of Gruen and Helmesberger in
Vienna; and having early distinguished himself as artist and
virtuoso he has had the good fortune to be a personal friend
of the best artists, conductors and composers—Brahms at the
head of the latter.

When asked whether he noticed any improvement in the
public taste for quartet music during his thirteen years of
travel in America, Mr. Kneisel replied that the improvement
had been very great indeed. The general public everywhere
‘took more kindly to the more advanced selections, and under-
stood better the field covered by the string quartet.

He said that in the early days of the organization, when the
goodness of the playing had begun to be recognized, and the
very patent fact of its superiority to anything previously known
in Boston, they used to get applications to play at weddings,
merely upon the ground that this being the “best quartet,”
it would be something nice and distinguished to have. Al-
ways an explanation had to be made that playing quartet
music for people who were walking around and talking was
entirely foreign to the work of the Kneisel quartet. At pres-
ent, on the contrary, there is a good deal of playing in private
houses, even from points several hundred miles distant from

6
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Boston. Mr. Kneisel told of one instance when he had re-
ceived a letter to play at the house of a well-known millionaire,
about two hundred miles from Boston, and a program was
asked of about two hours; Mr. Kneisel first wrote back to
inquire whether it was quite understood what two hours of
high-class quartet music meant in the way of serious atten-
tion. Upon receiving satisfactory assurances, he made a pro-
gram and was extremely pleased at the cultivated intelligence
with which the playing was heard and the enjoyment which
the music seemed to give the remarkably elegant audience
present.

When asked with regard to prices for work of this kind, Mr.
Kneisel instantly admitted that the times had not yet reached
so altruistic a development in the case of a quartet as with
public singers and fashionable pianists. ‘“The quartet,” he
said, “is considered as one, and paid accordingly; but when
you remember that we are four families, it is easy to see that
the dividend is less satisfying.” Another curious circumstance
in his experience was the prices paid in England for playing in
private houses. When he received his first application there
he asked Mr. Henschel what he ought to charge, and was quite
staggered at the figure named, which in his American ex-
perience would have been prohibitory; but it was accepted
without a murmur, and many other engagements followed.

When one talks with Mr. Kneisel one understands better
the spirit which unites the Boston orchestra. One has only
to be a superficial observer to discover that the personnel of
that orchestra is very superior, indeed. It is not a question of
one fine violinist, but of a half dozen, all of exceptional ability.
Some of the men are composers of undoubted gifts, men ambi-
tious and practiced in the largest forms and in the most serious
manners. It is also easy to see that the presence of an art-
ist at the head of the violins, so experienced and high-minded
as Mr. Kneisel, would have an important bearing upon the
work of the whole orchestra, particularly when we remember
that he has been in this place for thirteen years, under all the
conductors from Gerricke to Pauer.

There is about the management of the Boston orchestra a
freedom from pettiness which has something to do with the
character of the men possible to obtain, and when once ob-
tained to retain. Contrary to what is often reported in the
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newspapers, Mr. Kneisel says that the Boston orchestra does
not quite pay its way—in other words, that the receipts from
concerts do not cover the expenses. While the standard ex-
pense account is practically covered from this source, the ac-
commodations of the hall limit the amount possible to be taken;
and there are odd bills turning up and unforeseen expenses,
which Mr. Higginson pays out of his own pocket, as formerly
he paid nearly the whole cost of running the orchestra.. Mr.
Higginson is very liberal in this way, an interesting example
of which Mr. Kneisel mentioned. Recognizing the fact that
the study of quartet music forms the main part of a violin-
ist’s education in the higher qualities of taste and musical in-
terpretation, Mr. Kneisel sought for some way to bring the
wood-wind players under like discipline. These instruments,
owing to their difficulty and the small number of players, com-
paratively, are extremely prone to promote the virtuoso spirit,
particularly as only very perfect players are available in an
organization like that of Boston. He therefore proposed that
the wood-wind should also be formed into quartets and prac-
tice this kind of music in order to arrive at the qualities of
sympathy and sincerity which can be fostered only by the
practice of music in which questions of difficulty and display
do not at all enter. He offered to conduct rehearsals of this
kind himself, for the sake of having better assistance in the
augmented chamber music ensembles of his own concerts in
Boston and New York. Accordingly the work was taken up.
But as these extra rehearsals were no part of the contract of
the musicians with the orchestra, Mr. Higginson promptly in-
sisted upon paying the men for the extra work, for the sake of
the bearing it would have upon their playing in the orchestra.
This is one of those nice points which deserve to be placed to
the credit of the Boston lover of music, who has carried on this
vast educational scheme for so many years.

As is well known, Mr. Kneisel was in the habit of spending
some of his vacations in the Tyrol, and at Ischl he met Brahms
often. He speaks of this great composer as being entirely
unaffected, and averse to speaking of his own work, whose
value and originality he perfectly well understood. When the
players broke out in praise of something of Brahms’, the com-
poser was a very uncertain quantity. At times he took it very
suspiciously, seeming to think it might be an attempt to work
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a little “taffy” upon him; at other times he would rejoin with
the utmost simplicity, saying that he was very proud of having
written the movement.

Speaking of Brahms’ style in symphony Mr. Kneisel regards
the quartets as the best music of Brahms for those who are
not accustomed to the seriousness of his style. In the orches-
tral music he is so moderate in his scheme of color, that a cer-
tain seriousness, almost somberness, prevails which often re-
pels the casual listener by reason of its unlikeness to the rich
and almost barbaric profusion of some of the later writers.

In the string quartets there is little room for differences of
this kind; and when first-rate players have overcome the oc-
casional technical difficulties of certain passages, the result has
practically the same tone-color as the string quartets of any
other fine composer. Then the Brahms ideas have fair chance,
and the listener if at all musical, perceives their beauty and
meaning. No doubt Mr. Kneisel would recognize the song
compositions of Brahms as also well adapted for awakening a
love of this greatest of recent tone-poets.

In this connection one had the curiosity to comment upon
the composition of the program played here in Chicago, where
a quartet of Haydn was followed by one of the last of those
of Beethoven, and this again by one of the “new world”
quartets of Dvorak. The inquirer asked how it was that when
he was so full of the latest and most advanced music Mr. Knei-
sel was able to interest himself in such simple music as that of
Haydn. To this he answered, most charmingly, that it was
a question of coming back again to the tastes of childhood.
“One always is interested in Haydn,” he said, “he is so naive.
It is like coming back to something which tastes like the cook-
ing of mother. One is never too old or too advanced for this
appeal to the simplicity of childhood.”

The question also came up as to the number of rehearsals
one had to have for such a quartet as that of Beethoven in this
program. He answered that technically they might play it
in three; each player having looked up privately the difficulties
of his own part, and in fact having been familiar with the text
for years, both from playing and from hearing. “But it is not
a question of being able to play it,”” Mr. Kneisel went on; “it
is to have the right feeling in the playing, the continual give
and take as the musical idea passes from one to another. This
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might come in six rehearsals, and again twenty might not be
enough. We simply work at it until we get it.”

The regular rehearsals of the Boston orchestra are three a
week; on the other four days the quartet usually holds its
own rehearsals. All along the tour rehearsing continues.
Owing to their having been over the country so many times,
they cannot travel with a single program, but have to modify
and substitute according to what they have played in the same
city previously, or according to some local desire, and this
necessitates rehearsals which practically are always due.

Asked about the quartet of Dvorak, in which characteris-
tic American themes occur, Mr. Kneisel professed himself very
much in love with it. He said: “You know the novelties are
very scarce—good novelties. What are we to give after the
great work of Beethoven? No ordinary composition will do,
nor can we continually be playing sensational things of the
modern school. But this work of Dvorak, even if as you think
the motive in itself is not sufficient, where can you find better
carrying out? And what writer is there who can treat a musi-
cal idea with such unfailing quickness of imagination and such
lovely transitions and contrasts?”

Of American' composers, Mr. Kneisel praised Mr. Chad-
wick. He considers him to have written things of a high or-
der, and he expects him to do more in the future—despite his
being saddled with the directorship of a large music school.
He also paid his compliments to the other leading American
composers, and especially to that most admirable musician,
Mr. Arthur Foote, who by a curious ignorance is classed in the
English edition of Riemann’s dictionary as a “composer of
light pieces.”



The opening of the season of orchestral concerts in all the
large cities brings up again the eternal question of the wisest
composition of programs. The world of music grows year
by year until the list of available pieces has become extremely
long, and the process of sifting is continually being repeated,
whereby the law of the survival of the fittest at last is realized.
In this sifting, time and many repetitions of important num-
bers are a necessary part of the process; and behind them all
the two considerations which in the long run have to receive
due weight are, first, the musical and asthetic value of the
works themselves; and, second, the state of the human ma-
terial being educated or edified by means of the programs.

There is also a continual opposition between the new and
the old. Works which by long usage have maintained a place
among the standard necessities presently find themselves slow-
ly being consigned to oblivion while new works take their
place, and these in turn sooner or later come into the same
category and fall into the subordinate places assigned to “his-
torical interest.”

The value of any work of art turns upon its cleverness from
a technical standpoint (in other words its elegance of style),
and its capacity to awaken interest in the hearers. The merit
last mentioned is the one which is perhaps most subject to im-
pairment with the lapse of time. And this for reasons which
are not far to seek.

* ok x

The flowers of an enlightened civilization are seen in its
literature, its art and its religion. In these forms all the finer
aspirations of the soul come to expression. Here is the teach-
ing, the uplifting, the inspiration, the idealization of mankind.
While they all belong to the upward tendencies of soul and
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present many analogies among themselves, they also prese'nt
differences. Religion may be described as a state of worship,
adoration, love. Sacred writings, prophecies, psalms, and ser-
mons all have their value according to their fruitfulness in
awakening human souls into a religious state.

Literature in our modern acceptation, and in the ancient as
well, is somewhat broader. Besides bringing to expression
the upper side of the soul, its loves, its altruistic affections, it
has to bring out also the opposite states, the hates, vices and
ignoble lapses of soul, to the end that they may be recognized
and avoided. Thus literature covers the entire field of human
consciousness, and for educational purposes one has need to
make careful selection. And in literature, as in all works of
art, the immediate excellence turns upon the spiritual insight
shown and the elegance or incisiveness of style. Thus litera-
ture in its nature is always subject to change. Like the clouds
of the heavens, which never for an entire hour in the day pre-
sent the same outlines and forms, so the books of mankind
change from generation to generation, and by imperceptible
degrees, as new tastes, new needs, new delights, arise among
men. Even the tempo of the books undergoes a modification.
There was a period in the history of man when an adagio
movement was that in which mind expressed itself. By de-
grees the tempo has accelerated, to andante, moderato, allegro,
and sometimes to presto. Read almost any book of genius of |
the present day and you find the sentences tripping off the
tongue and the thought carrying you along in a rate of move-
ment where the antique reader would continually have been
compelled to pause now and then for breath and compre-
hension. Everything changes: the words, the sentence forms,
the thought, even the ideals. Or if not changed, at least they
come up continually in new forms. Thus the new book an-
swers to the appetite of the reader of to-day and performs for
him its office as literature, with a precision and success deter-
mined by the degree of its truly conforming to the forms of
consciousness of to-day and to the incisiveness of its style.
And, as I have mentioned before, it is the law of every human
production to become obsolete sooner or later. Books are
like plants; they grow up from seeds, blossom, decay; for a
while they augment the sum of human enjoyment, then they
cease to be observed; and this is while they are maturing their
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seed. Still later, if they are works of genius, they come again
into a certain prominence, as the expression of forms of con-
sciousness and life now past. Such is the status of a great part
of the fiction of all the centuries before this. Only here and
there a work like a great mountain peak towers above the
mediocrity and is held by every eye as a beacon and a repre-
sentative work, not alone of the thought of one generation
but as the expression to some extent of the great heart of hu-
manity. But change and transitory eminence are the general
rule.

Yet it is doubtful whether an idea is ever lost. When once
it has been expressed, it lingers, it burns, it glows upon the
page of humanity, and according to its vitality it finds always
new and newer incarnations until it outrivals Buddha, always
coming to more and more perfect expression until at length it
enters into the permanent consciousness of the race and be-
comes part of its everlasting ideal. This is the survival of the
fittest in thought.

*x X %

Religion alone of the forms of consciousness has sought to
avoid this law of transition and of new creation. Creeds have
been made and almost the entire ecclesiastical world maintains
that in religion we do not live under a law of progress, but
that on the contrary all truth has been revealed; and that the
forms which some centuries ago were the best which the splen-
did imaginations of an Isaiah, a David or a Paul could reach,
remain always the best—which may be true; and that we
must interpret them according to the letter. Nevertheless the
church has many thousands who have learned that above the
best which Isaiah or Paul could say, above the splendid imag-
ery of any prophet or psalmist, there is an ideal towards which
man is steadily progressing, an ideal of adoration, love, wor-
ship; an ideal of human brotherhood, a bearing of each
other’s burdens, thus fulfilling not alone the law of Christ but
the eternal principle of human progress—a principle as old as
God himself. And so while the sacred books remain, every
generation reads them in a new way. And who can tell what
brighter revelations of the spirit of God may not have been
shut out by the prescription of the old alone as the only em-
bodiment of the ideal in this direction? Yet in religion, in
spite of all, progress is the law; and our multitudinous phases
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of ism and observance are but tokens of this feeling out to-
wards the light beyond.
£ %

In painting, progress is continually the law. At the very
time when our mouths are full of praises of Raphael, Michel
Angelo and Guido Reni, our modern painters are bringing to
expression in line and pigment suggestions of beauty, phases
of human life, and ideals much more perfectly than the Italian
renaissance could attain. This was the art lesson of the Co-
lumbian exposition; and this is the lesson of the great galleries
at Paris, Rome, Florence, Dresden, St. Petersburg, Vienna,
Berlin. More and more, painting deals with the smaller mo-
ments of life, raising the little and the insignificant into a light
which, if not that of eternity, is at least that of greater duration
than such moments had before.

Yet in painting, if we search deeper, we find that neither the
ideals nor the technique have materially changed during the
past three centuries. The law of Raphael and of Michel An-
gelo was to represent in their lines the forms which they saw.
If unconsciously to himself Raphael softened the lines he saw,
for the sake of a more beautiful symmetry thereby to be
brought out, or if Michel Angelo strengthened those which
met his eye, in order thereby to add more force to his con-
ception of the ideal—the law of their training at this point was
quite the same as to-day, namely, to draw what they saw, and
to see truly. So also in pigment, no painter is more a master
than Titian or Coreggio, and the most that our new masters
can do is to sift out of the practices of the past the elements
of truth in color, and to bring these to the aid of their own
conceptions. And this is what we find in all our modern mas-
ters. Yet the form of the pictures, the ideals brought to ex-
pression, are different and continually changing. Modern art
is much nearer to human life; yet, and this also is curious, it
is none the less nearer the ideal. For it is in human life that
the ideal comes to expression, and must come to expression so
long as the world stands. And what is all our civilization for,
and all our enlightenment, if not to raise human lives into the
beauty, the repose, the brotherhood of the sons of God?

* ok x

Music also falls under the same law. Starting with the tonal

incitations of the birds (and who knows but the nocturne of
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the much maligned Tabby may have had part therein?). Na-
ture gave man a start. Her building up of partial-tones gives
him the common chord—along with much which he has thus
far refused. And out of his own imagination and by the aid
of tonal apparatuses which he has evolved, man himself has
made his art; patiently and often blindly stumbling along the
path of musical sequence, imitation, canon and fugue; piling
up tones into harmonic masses, admiring their grandeur and
sceking their law of impressive succession. This has been
the work of the great geniuses in music. And always after
each period of experiment when something of new sonority
or new marshalings of motives has been gained for the art,
some master has arisen who has found a way of bringing these
new instrumentalities into their place in representing the in-
articulate sinkings and swellings of the human spirit, the Au-
rora-like glow of its most ethereal idealities, the great onward
sweep of its most powerful impulses and spiritual exaltations.

Music speaks out the unacknowledged loves, hopes, ideali-
ties and sentiments of mankind. And in music, as in literature,
the speaking finally tends to specializing, whereby in any one
composition it is not the whole heart of humanity which speaks,
with its manifold nuances of tone, but one heart coming to
expression, and this often in but a single aspect; yet in this
representative expression the whole heart of humanity finds an
echo.

* X %

In spite of nationalities, divergences of language and race,
the world of music is curiously one. Music is the only cosmo-
politan speech, and the orchestral works of every nation are
current and highly appreciated in every other country where
they have orchestras. Russia, Germany, France, Italy, even
England and America, have composers who speak this larger
speech of the inmost man in accents which all the world un-
derstands. Thus the art of making up programs for orches-
tral concerts becomes increasingly difficult. The new ever
presses upon the old. And while it is quite true, as Mr.
Thomas often says, that the public must hear everything and
judge for itself what it likes, the “everything” has now become
so vast, and many of the works are so long that a single hear-
ing is only a beginning of the process of judging, that the
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maker of programs has to decide for himself which works are
on the whole the most useful and grateful for hearing, and the
most likely to awaken in the hearer new and inspiring appre-
ciations of the art.

* Xk %

Even among musicians of the highest grade opinions differ
as to the most productive manner of awakening musical ap-
preciation. Very many musicians think that a true apprecia-
tion of modern music, and especially of the higher forms of it,
is only to be reached by following substantially the same or-
der as the world has followed in arriving at these works; that
is to say, from the contrapuntal style of Bach the world passed
into the charming thematic work of Haydn, coming next to
the graceful and beautiful melodies of Mozart, and then all
these qualities more or less united and strengthened and given
a voice of human pathos in the monumental productions of
Beethoven, and still further the intensifications of individuality
with rather more than a tendency towards sensationalism in
the writings of the composers since Beethoven.

On the other side, there are musicians who hold that in ac-
cordance with the view of the nature of art presented in the
previous pages, the music of to-day corresponds so directly
to the different phases of the consciousness of to-day that it
appeals to the hearer and awakens interest more directly and
more immediately than any of the so-called classical produc-
tions, in which the purity of style and the repose, not to say
composure of the content, seems somewhat cold.

The probability is that these two views are not opposed to
each other, as is commonly supposed, but are different sides of
the same truth; and that while the hearer who has acquired a
taste for Bach and Haydn and Mozart and Beethoven in this
way is in a much more intelligent state in regard to the later
productions of music than one who knows nothing about the
past of the art, on the other hand there are very many musi-
cal hearers, especially in conservative countries like England,
for example, who greet every new work with opprobrium be-
cause it differs from the old, and who never pass further in
their musical education than a somewhat half-hearted appre-
ciation of the technical cleverness of the classical style, and
never get so far as to feel under this reposeful and somewhat
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reserved style the throbbings of the human consciousness, the
glow of human passion and the ideality of a past century.

*x %k Xk

Conductors differ very much in their sense of responsibility
to their audiences and to their art. To mention extremes,
there is the conductor who gauges his artistic success by the
amount of applause he gets, and upon this standpoint he feels
just as well satisfied when a little tid-bit like the Schumann
“Trauemeri,” played pianissimo by the strings, or the Bach-
Gounod *““Ave Maria,” or the Handel “Largo,” has been re-
demanded, as when the first movement of a grand symphony
is listened to in a breathless manner and at the end is recog-
nized with tumultuous applause. This latter is not an impos-
sible hypothesis. It sometimes happens even in a case of such
composers as Brahms, who are commonly supposed to be too
scevere to please anybody. This was seen in one of the con-
certs of the Chicago Orchestra last season when a Brahms
symphony was played.

The opposite type of conductor is one who has learned his
art in the schools. He has it set down in his book that such
and such composers are first class; that such and such over-
tures are allowable within bounds; that all new music is to be
dreaded and avoided if possible. The composition of a pro-
gram of an “artist” of this type is of the most hard and fast
pattern. He generally begins with an overture. It does not
particularly matter who the author of the overture was, pro-
vided it is a distinguished composer—Mozart, Beethoven, pos-
sibly one of the operatic composers. Then perhaps a concerto,
preferably by Mozart, if nothing older is available, and then
the intermission. After the intermission a symphony. It
must be a symphony; it may be by Haydn, Mozart or Bee-
thoven, occasionally by some one since, and then we go home.
A series of programs of this kind can be maintained for many
years without having given anything like a true picture of the
art of music as it exists.

Another kind ‘of conductor is never satisfied unless he is
producing what he calls “novelties.” All sorts of ponderous
compositions, such, for example, as those of the late everlast-
ing contrapuntist Bruckner, works containing many beautiful
moments but spun out to a tiresome length; works evidently
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suited to the everlasting years that belong to the truth of God;
such works as one might look up incidentally as one of the
occupations of eternity. Or the conductor turns to very sen-
sational works like “Thus Spake Zarathustra,” of Richard
Strauss, works in which the resources of the individual instru-
ments have been taxed to their utmost and the combinations
are, many of them, of an extremely daring character, and at
the end one asks what it is all about.

* %k X

Another very serious difficulty of composing programs from
an educational standpoint, or even from a truly representative
standpoint in art (as if a series of concerts were like a picture
gallery in which master-pieces of all schools are represented),
is the extremely important drawback which is felt perhaps
much more seriously by the better class of intelligent artists
than it is as yet by the public. The difficulty, namely, that in
spite of the frequency with which certain well known and cele-
brated works figure on program lists, the number of times
that any one hearer has the opportunity of listening to one of
these works is extremely limited. In a series of orchestral
concerts maintained for six years, it is doubtful whether any
one symphony has been played more than three times. With-
out having looked up the statistics of the Chicago Orchestra,
[ have the impression that a few favorite numbers like the
Schubert Symphony in C, or the Unfinished Symphony, Bee-
thoven's Fifth, and Seventh, and perhaps the Tschaikowsky
Fifth Symphony, may have been played three times each in
six years. By three times, I mean played at the public re-
hearsal and at the concert on three different occasions. Now,
since one of these works occupies nearly an hour in perform-
ance, and as comparatively few of the attendants at a course of
symphony concerts take the trouble to study the works in
four-hand arrangements or otherwise, it follows that there is
no such thing in the true sense as familiarity with the details
of any orchestral master-work. A small number of pieces
available for sensational purposes, such as Liszt’s Preludes
and the popular selections from Wagner, are played much
oftener, and by means of request programs and Wagner nights
and their ordinary use for contrast in the general composition
of the program they soon become hackneyed to a certain class
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of attendants, while to others they are still being heard for the
first time, or at least if not heard for the first time, first recog-

nized for their beauty.
*k %k Xk

In view of the contradictory demands of these different con-
siderations, it is evidently impossible to compose a series of
twenty orchestral concerts in a manner perfectly satisfactory
to anybody. Those who know nothing about orchestral music
find the proportion of the classical and severe too great; those
who know a great deal about orchestral music, find the pro-
portion of the new too great; and so everybody, according to
his state of enlightenment, criticizes the list of selections from
his own standpoint, and the chances are that the conductor
himself, after some weeks perhaps of careful study and bal-
ancing of one set of considerations against another, finds him-
self as far from a satisfactory result as he was at the beginning,
and at the end of every series of programs he makes, even if so
experienced and clever in this regard as Mr. Theodore Thomas
himself, the chances are that he promises himself to make a
much better course next season, which by the way he probably
will not. :

*k %k %

There are, however, certain vital principles which in the
long run must rule. In my opinion the first of these is never
to play any work which does not retain vitality; no work be-
cause it is old or celebrated or by a great master is to be
brought forth unless it still has in it that something which
awakens attention and attracts the hearer. This principle can-
not be entirely observed in the case of the new modern works,
for we must not forget that while we have been striving to get
ourselves even with the stream and master the principal works
of the romantic school of writers, time has been moving on.
The last of the compositions of Mendelssohn and Schumann
were written about fifty years ago, and the last important or-
chestral composition of Liszt has been written nearly forty
years. Meanwhile, a new crop of material has sprung up and
very great masters have completed their course and have had
themselves deposited in honored and distinguished graves, so
that the world of music has become larger and larger. In the
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case of these new works which are played for the first or second
time, not even the conductor himself, in many cases, is able
to affirm with any certainty whether they have in them the
vitality of endurance or whether they have in them that mag-
netic something which speaks to the heart of the listener, or
merely the superficial qualities of brilliancy and unusual effect
attracting an attention which in some instances the value of the
subject matter does not warrant and in the long run will fail to
sustain.

Perhaps the different capacities of hearers affords the or-
chestral conductor one of his most troublesome problems. In
any large audience he has a few veritable connoisseurs; a con-
siderable number who know the names and have some slight
acquaintance with the important works of the classical school;
a considerable number who do not know any of these things,
and who, in fact, have not as yet acquired a taste for orchestral
music. The conductor’s art is to impress and interest the latter
so that they will come again and again, and eventually enter
upon the career of intelligent connoisseurship. And this is the
reason why the celebrated conductor usually wears a bald place
upon the top of his head, where the “tired feeling” has so often
made itself felt. But there are conductors who leave to the
audience the opportunity of enjoying the tired feeling for
themselves, and who to a fair middle age retain the flowing
locks with which nature and art have endowed them. This,
however, is another story.

*x Xk *x

Considerable has been said in the music trade press about
"the proposition of an English promoter to buy the Steinway
business at a capitalization of six millions of dollars, more or
less. It is understood that the new corporation will acquire
the entire Steinway properties in New York, Hamburgh and
eisewhere, together with all the patents, patterns, designs and
good will of the house, and that the manufacturing part of the
business will continue under its present management. In so far
as this amounts to a mere change in the ownership of the capi-
tal invested in the various Steinway enterprises, the public is
not concerned. There are, however, aspects of the case in
which the public is deeply interested, and possibly will be much
more so later on.
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As is known to those conversant with the history of the
Steinway house, the Steinway piano began by combining the
best features of the best existing pianos with certain novelties
original with the Steinways themselves, or at least first prac-
tically worked out by them. The overstrung system is one of
these novelties, upon which the entire value of the Steinway
system depends, a system which is now adopted by all piano
makers throughout the world. The Steinways also developed
the upright piano, making it even more solid than the old
square or grand and increasing its volume of tone to very
nearly that of the grand. They also greatly improved the tonal
capacity of the grand piano and in fact have established the
pace for the world in this department.

And here is the point where the public begins to be inter-
csted in the proposed new combination. All these improve-
ments were produced through the operation of intense per-
sonal ambition and inventive capacity in certain members of
the Steinway family; each invention produced and brought to
practicable shape as a result of long, patient and very expen-
sive experiments. For instance, it has been stated that the
first upright constructed upon their system of about 1871 cost
the house more than twenty thousand dollars; yet this scale
was soon discarded in favor of a better one, in turn costing
long and expensive experiments. At the present time it looks
as if the tonal capacity of the pianoforte had been about reach-
ed, so long as the present system of construction is followed.
Yet there are in the Steinway family inventors and investi-
gators who might possibly discover a still better possibility
than their instruments have yet attained. .

Considering the impersonality of a large corporation, its in-
difference to art for art’s sake, and its avidity for dividends, it
is impossible to suppose that under the new system this costly
and dilatory system of continual experiment would be per-
mitted to absorb expense. The practical result would be that
the Steinway piano will take the character of a commercial
product, of higher grade than some, and would trade upon the
Steinway name until in the inevitable course of time some other
firm arises, ambitious and quick-minded, who will take up the
career of improvement andsurpass everything which now ex-
ists.

As for the assurances that the manufacturing departments
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will continue under their present management, it may be taken
at its face value. Whatever a board of directors votes one
year can easily be reversed another. It depends. While the
Steinway family controlled the manufacture and sale of the
Steinway pianos, everything could be depended upon to con-
serve and advance the value of the trade-mark—in other words
to keep up and advance the artistic capacity of their instru-
ments. Should a foreign corporation exercise this control, we
have but to look at the best English pianofortes to realize their
natural ideals. A Steinway piano costs a good deal of money
to make; and a vast sum of money to improve. And this is
where the interest of the musical public comes in.
» » »

Through a blunder of the editor, the clever story, “A Lone
Hand,” in MUSIC for August, 1897, was improperly credited
to the celebrated pianist and writer, Mr. Edward Baxter
Perry. Its author was the talented Mrs. “Dolly Higbee”
Geppert, of Atlanta, Ga., and it was originally printed in her
spicy periodical, “The Autocrat”” When making the credit
the editor was under the impression that Mr. Perry had
written it himself under a nom de plume, inasmuch as he
had forwarded it to this office with a request for re-publica-
tion. The blunder, however, was of the undersigned and not
Mr. Perry’s. ) W.S. B. M.



MR. CHARLES DENNEE.

Mr. Charles Dennée, the well-known teacher of the New
England Conservatory, of Boston, is a personage of whom the
musical world is likely to know more within a few years. Mr.
Dennée is a typical American musician. Educated at the
conservatory where he now teaches, under the late eminent
Mr. Turner, he was called to a professorial chair upon the
death of his teacher, to continue his work. Mr. Dennée
trained himself for a concert pianist and in this capacity made
a number of highly creditable appearances—appearances ag-
gregating some hundreds. But an affection of the wrist made
it difficult for him to keep up his practice, and his time was
more and more in demand for teaching. Thus it came about
that the world was spared another concert pianist in order
that it might congratulate itself upon a good and very popular
teacher, and a more than ordinarily good composer of salon
pieces for piano and pretentious pieces in other génres. Mr.
Dennée has written many pieces which are well adapted for
teaching purposes, and in fact have a large use in this line. I
was very much pleased with a “Valse Gracieuse,” opus 23,
published by Mr. Arthur Schmidt, of Boston. More will be
said of it at another time.

Mr. Dennée has written several operas in the lighter vein,
among them being “The Merry-Go-Round,” the libretto of
which was written by R. A. Barnet, and produced at the Tre-
mont Theatre in the season of 1896; “The Royal Barber,” pro-
duced last season with instantaneous success; “Captain Nixie,”
a romantic light opera; “The Fountain of Youth,” a romantic
opera, and *“The Hindoo,” a comic opera for which negotia-
tions are at present pending concerning a production in the
very near future.
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“A writer of much grace and especial facility is Charles
Dennée,” says Godey's Magazine for March, 1897. “Among
the six pieces that constitute Op. 15, there is a delicious Bour-
rée, and his Russian Dance is curious and interesting. His
Op. 18 is to be heartily commended to teachers of beginners.

MR. CHARLES DENNEE.

It is a collection of short duets *Children’s Festival;’ the pupil
plays in some cases the primo and in others the secondo, and
has passages of only the minimum range and difficulty. Op.
23 is a ‘Suite de Ballet’ with a ‘Danse Humoristique’ of real hu-
mor. Op. 26 is a group of ‘Five Concert Etudes, for the cul-
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tivation of style,” of which the ‘Impromptu’ is the most fas-
cinating one I know.

“The best thing he has done, in my opinion, is his Suite Op
8, for piano. The ‘Prelude’ develops a rather trite subject
with much vigor; the ‘Novellette’ is very strong; the ‘Danse
Orientale’ is exceedingly interesting; there is a fiery ‘Ro-
manza’ of excellent psychology, and the ‘Finale’ is-a true
climax, original, impetuous, and brave.

“He has also written a few songs, a charming lullaby, ‘Sleep
Little Baby of Mine,” which has gone through over fifty edi-
tions, a captivating scherzo song, ‘A Maiden’s Consistency,’
and others.”

As Mr. Dennée is still a young man, more is to be expected
of him, particularly as his later works show progress.

MR. BICKNELL YOUNG.

It is a pleasure to present a portrait of so engaging a person-
ality as that of Mr. Bicknell Young, the well-known baritone
of Chicago. Mr. Young comes from Salt Lake City, where
his family name is held in especial honor. After the usual ex-
perience of the musically talented youngster he came east for
training, and eventually to London, where he made very seri-
ous studies, and where he attained quite a reputation as the
possessor of a beautiful baritone voice, a sympathetic pres-
ence and a heart for singing. It was in London that he mar-
ried, withal, and married right curiously also, a Miss Elizabeth
Mazzucato, daughter of the celebrated composer and impres-
sario, Signor Mazzucato of Milan. Mrs. Young herself is not
only musical but also a teacher of singing and an excellent
composer, having been trained for music in all its branches
from infancy.

During his living in Chicago Mr. Young has made hosts of
friends. His beautiful voice is in demand for oratorio, con-
certs and recitals, and in connection with Mrs. Young he is
giving song recitals with lecture explanations in many parts
of the country. Of all the handsome things which might be
said of this artist perhaps the best is that he never speaks un-
pleasantly of any other musician, and his heart and his hand
are always open. He has a pleasant family of boys, who, it is
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agreeable to note, are extremely fond of their companionable
father and. their sympathetic mother. Mr. Young’s studio is
in Kimball Hall; but his voice, like that of the silent stars of

MR. BICKNELL YOUNG.

old, is going out if not “'to all the earth,” at least to a goodly
proportion thereof.

MR. EARL R. DRAKE.

The tones of Mr. Earl R. Drake's magnificent Stradivarius
violin are being heard quite extensively this season, and wher-
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ever he plays he is sure to maintain a high standard of violin
art. His programs are of the best, and he does not spare him-
self on account of the difficulty of the works. It is by such
artists that the great works of the masters of violin writing are
made known where otherwise only popular and ad captandum
performances would attract attention. Mr. Drake is making
quite a specialty of lecture-recitals in violin music—instructive
entertainments, well calculated to awaken a better apprecia-

MR . EARL R. DRAKE.

tion of the powers and ideals of this most beautiful and ex-
pressive of instruments.

MRS. LOUISE PREECE.

Of all the teachers of the School of Methods, in 1896 and
1897, none were more popular or left a wider mark than Mrs.
Louise Preece, of Minneapolis, teacher of physical culture.
The culture which Mrs. Preece teaches is culture indeed, hav-
ing for its object the attainment of a pleasant, effective and
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productive control of the body in motion or repose. Her
classes were practical exercises, continued for a half hour every
day, and vastly agreeable it was to change off from the rather
dry tendencies of elementary musical technicalities to the
standing, breathing and limb exercises belonging to Mrs.
Preece’s work.

MRS. LOUISE PREECE.

Mrs. Preece is author of a system of Physical Training
which is used more than any other, and which in her own case
has worked to the degree that she is bilaterally symmetrical
and ambidextrous — to quote two scientific and long-winded
ways of saying that the lady is graceful, well proportioned and
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active, and is able to write or perform any other manual exer-
cise with,one hand as well as the other. Whether she has
brought her art to the point of dissevering the action of the
two halves of the brain, and so be able to write different
theses with each hand, both at the same time, and to con-
trovert in one the positions taken by the other, I did not
learn. On reflection, however, it is easy to see that this would
not be “bilateral symmetry,” but bilateral contradiction—
which is a very different matter.

The demands upon Mrs. Preece’s time have been so much
that she now occupies herself entirely with training teachers,
and in this capacity she is one of the best-known general edu-
cators of the United States. Moreover, her work has in it
great promise for the future, since a sane mind can only be ex-
pected from a sound body; and a sound body is the foremost
aim of our modern education, not less than that of “the wise
old Greeks”—as Mrs. Vance Cheney calls them. But she does
not carry it so far as our college friends with their “half-backs,”
“full-backs,” “fields,” etc. Grace and long life are the ideals
of her work. And in her own person she well illustrates what
her system may be expected to produce.



THE MAINE FESTIVAL.

The magnificent Musical Festival designed by the energetic
choral leader of New York City, Mr. W. R. Chapman, for awakening
the State of Maine to self-consciousness and enterprising musical
life, opened at Bangor, October 14th.

The Lewiston Journal contains a very full and competent ac-
count, from which the following extracts are made:

What is now a fact is the foundation of the climax yet to come
and, if signs do not fail, Maine is on the eve of the greatest musical
awakening that any one State in a semi-apathetic musical condition,
to say the least, ever received or can expect to receive.

Honor to whom honor is due, and honor is due to that one inde-
fatigable bundle of nerves, with a tongue that never tires, with an
energy that knows no more weariness than does the steam-engine,
and with a genius for control that outweighs all else in his make-
up—William R. Chapman, of New York, who said it would go, and
who has seen it not simply go, but hum.

‘What Maine wants to know is the facts.

Was it a success? Did the Maine Music Festival, whose open-
ing was on Thursday evening at Bangor, and which is to continue
for five performances there and for five at Portland—did this festival
meet expectations? Was it an artistic success? Was it a financial
success? Did the chorus sing well? Was Nordica there? Was Wil-
liams there? Did the orchestra materialize? Did they open with
the Hallelujah Chorus? Did they get through it without a break?
Is Blauvelt there, and Dufft and Couch and Carlsmith and Sawyer
and Hans Kronold with his soulful bow upon the cello string? 1Is
the majestic Lillian Doeme in pleasant voice as of yore? Were the
people there? Were there flowers and bands and speeches and the
Governor and the gold lace?

And to one and all we answer. Yes! Yes! Yes! Yes! Yes!

Fifty yesses; for it was a triumph, and if Mr. Chapman never
does anything else, and if Homer N. Chase, the business manager,
confines his attention from now on to pumpkin sweets and Roxbury
russets and never again knows an operatic star from a street car
motorman, we say to you that they gave one concert, at least, one
night of oratorio with a chorus of eight hundred voices that was a
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free pass into Heaven itself and with a group of soloists who in-
terpreted oratorio as it should be, backed by orchestra and chorus
work that were the earthly interpretation, so far as it went, of the
divine inspiration in the masters of song. Bangor seemed like a
city in a dream, Whole rows, whole broad aisles, whole sections,
saw Mr. Charman stretch his baton over the great chorus for only
the second time in his life that he ever met them assembled together,
and when the “Hallelujah” rang out true as one voice, without a
break, self-poised, grandly confident, so true to the touch  that it
made one’'s blood fairly thrill at the audacious success of it all—
they sat there and wondered because two or three from distant towns
yelled “Bravos!” and tore their gloves and mounted the seats and
lost their heads under the mighty spell. Do they know what it means
to conceive a plan in New York, drill choruses in fifty places; en-
trust them to other conductors; travel 6,000 miles to visit them and
finally assemble them under one roof and in one day give renditions
of the works of the masters that compels admiration. Old white-
haired Herman Kotzschmer knew what it meant when at the close
of to-night's performance he pressed through the crowd, grasped
Chapman by the hand, brought his other hand down upon the wilted
brow of the smiling conductor and said, “Mein Gott, Chapman, you
vas a vonder.”

“I never heard that music more grandly interpreted,” sald Gwi-
lym Miles, the baritone, who sat in the audience, while Mme. Nor-
dica, looking at the scene, said, I am honored by being here.”

To be sure, it cannot be said that the choral result was on a par
with the inspiration of the conductor. For example, the performance
by the chorus of “Thanks Be to God” cannot be spoken of in the
same extravagant terms of praise as those of the ‘“‘Hallelujah” and
the “Be Not Afraid.” But what we do say and offer is that, allow-
ing for the existing conditions, we have never heard a more vigor-
ous, thoughtful, or better welded chorus than at the Maine Festival.
The letter but not the spirit of this Eastern Chorus might be ecriti-
cised, yet no son of Maine would de so.

Now that the Maine Festival is assured as a permanent institu-
tion, the outlook for the future of Maine Festival Choruses is au-
tumn tinted, with such a start.

After this opening of the festival the ability of Prof. Chapman
as a drill-master need not be demonstrated. With only the rehearsal
of the afternoon, the segments of this great circle of Eastern Maine
singers fitted together with the nicety and exactness of a machine.

The local conductors deserve no little credit in carrying out Di-
rector Chapman’s policy of instruction to the letter. Praise is par-
ticularly due to the Rockland chorus, by whose experience and ex-
ample the success of ensemble was made possible.

As regards the orchestra, it may be unhesitatingly said that no
such a splendid body of instrumentalists were ever brought together
under one baton, in this State. The tcne of the strings in the “Coro-
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nation March” of Meyerbeer showed this section to be capable of a
firm, well-intoned, flowing, singing quality which is essential in
this important department, for fine orchestral effects. The strings
were ably seconded by a fine group of brasses and wood-wind and
wonder of wonaers, a real artist manipulated the tympani. While
about thirty of these players cre from the Seidls’ Orchestra there
was an observable enthusiasm and spirited style of playing in which
the Maine players shared not a little. Viewed from the standpoint
of the apathetic festival orchestra (and this is the customary one),
Prof. Chapman's orchestra excels to a rare degree in esprit du corps.

In reviewing the solo selections, one finds himself in a bewll-
dering galaxy of artistry. The audience was first introduced to the
voice of Dr. Carl E. Dufft, the eminent New York singer, who sang
“Why Do the Nations Rage,” from the Messiah. Dr. Dufft possesses
one of the most remarkable voices in this country in point of nat-
ura] qualities and enormous range. His organ has the upward reach
of a baritone and the downward range of a bass, while its broad,
rich quality is the personification of the harvest time in its luscious-
ness. His interpretation of *“Why Do the Nations Rage’ was a rev-
elation. So many have raged and so few have sung in this great
selection, but Dr. Dufft’s interpretation of it was all music. Perhaps
there was a shade too much of the lyric effect in the interpretation
of such a fiorid work, but even this was grateful after the growling
performances which are go often inflicted upon the work. Dr. Dufft
is one of the great artists of the festival.

From Evan Williams, the great New York tenor, the audience
received one of the most stupendous performances. It can now be
understood how Mr. Williams held his audience spell bound in his
role of Sameon, in Saint-Saens’ ‘‘Samson and Delilah” at the late
‘Worcester Festival. Mr. Williams, the man of the rolling-mill, the
singer of only two years' experienc?, came forward with the air of
an emperor and the urbanity of the polished gentleman. With what
a voice did “Elijah” speak, and thLe sobbing, lingering beauty of his
“Oh, that I knew where I might find thee!”’ The memory of it brings
back a rush of fecling. May the greatest American tenor “live long
and prosper.” Hir organ is beyond the pale of criticism. The
marked characteristics of his voice are its absolute evenness and
trueness, its baritone-like vigor and breadth of tone-production, its
vibrant, humanistic quality and that same conversational ease of
attainment in the upper register, which nas made Patti and all the
other great singers what they are. The people of Western Maine
should not miss this great tenor. And before the festival is con-
cluded in Portland we may expect yet greater things of him, as he
is evidently struggling against the remnant of an obstinate cold.

The *‘Star” fever, of course, took a grand crescendo on the ap-
pearance of Mme. Nordica, the Queen of the Festival. Her entrance
was one long series of bows. Mme. Nordica still possesses that
fame c!ueenly, heroic manner and withal leaves the same impression
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as of yore, that she is singing to you and to you, alone. Her rendi-
tion of the “Hear Ye Israel” was commanding and regal. The rare
precision of attack and finish of tone and enunciation gave evidence
of the artist who was sure of what she could do and was doing her
best to please the audience of her native State. After a stirring con-
clusion, Mme. Nordica retired gracefully from the stage, but was
recalled again and again, chiefly through the efforts of the chorus
singers who did most of the applauding as well as the singing of the
evening.

The performance of the excerpts of the melodious and highly
effective work of Rossini, the ‘“Stabat Mater,” enhanced the solo-
appearance of the artists previously spoken of, and introduced a
new singer to the festival audience. Miss Couch is the solo-contralto
in St. Bartholomew’s church in New York, but her environment in
the performance of the ‘“Stabat Mater,” Thursday evening, was a
trying demand upon her abilities. In the famous ‘“Dolorosa’” quartet
with the chorus, her voice was unequal to the heroic cast of the other
parts. Her voice is mellifiuous and well rounded, but light; and
as could be noticed in the duet with Mme. Nordica, Miss Couch’s
voice was to Mme. Nordica’s as the lily to the rose. Both Dr. Dufft
and Evan Willlams added fresh laurels to their previous successes
in their arias. Emphatically was this true of Mr. Williams’ exalted
interpretation of the Cujus Animam. That noble melody from Ros-
sini’s pen, with its phrases clear, clean-cut and boldly outlined, was
sung by Mr. Williams with a spiritual uplift and in a manner that
cannot soon be forgotten. The melody sailed along like a ship of
state, his A's, still higher B’s, were taken with a fire of attack and
an ease of execution that were, in the enthusiastic phrase of the mu-
sician, “simply enormous.” Here to my ears, resides the glorious
power of Mr. Williams’ voice; he can soar as high as he wishes, and
never goes out of ear-shot, like 8o many of the balloon tenors. In
other words, the higher Mr. Williams sings, the more his voice mag-
nifies, so that he directly sets aside that natural law of using pitch,
which compels the tone to become thinner as it ascends, by the sheer
force of his whole-souled temperament and incomparable organ.

But the closing tone-scene of this oratorio night and opening of
Maine’s Festival was produced in colors that transcended all that
preceded. It was the “Inflammatus,” the aria being assigned to Mme.
Nordica, and with the entire support of chorus and orchestra in the
background. In recalling that picture, the choir, orchestra and solo-
voice seem welded icseparably together. The resistless crescendos,
fearfully suggesting the idea of the “Judgment Day,” the intense
pleading of the high notes of the solo-voice, and the agitation and
uncertainty so well expressced in the parts for the choristers and or-
chestra, all these elements of the grand work were blended most
creditably to all concerned. But c¢n the final uplift of prayerful hope,
while the wdrds, ‘“Let me fondly still relying,” etc., swell forth and
reverberate higher and louder, the voice of Maine’s great Prima

.
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Donna rises victorious over chorus and orchestra to the high soprano
C, and with the power of a heroic physique behind it, shone out
above everything for measure after measure until it went out to the
deafening applause of soloists, chorus, orchestra and audience.

The numbers and program as it appeared in the program-baok
were:

FIRST CONCERT.
Bangor, Thursday Evening, October Fourteenth.
ORATORIO NIGHT.

Coronation March.........ccccvvvnnnnn. tesesseans Meyerbeer

Hallelujah Chorus—‘Messiah”.............. etneanas Handel

“Why Do the Nations Rage”—‘“Messiah”............ Handel
Carl E. Dufft.

“Thanks Be to God”—“Elijah”................ Mendelssohn
“If With All Your Hearts”—“Eiijah"”.......... Mendelssohn
Evan Williams.

“Hear Ye, Israel”—“Elijah”................... Mendelssohn
Mme. Nordica.

“Be Not Afraid”—“Elijah”..........ccveeiuens Mendelssohn
Intermission.

Selection from “Stabat Mater”............ [ Rossini

Soprano, Mme. Lillian Nordica. Contralto, Miss Grace
G. Couch. Tenor, Evan Williams. Bass, Carl
E. Dufft. Chorus and Orchestra.

SOME RECENT WAGNERIANA.
(COLLECTED AND TRANSLATED BY CHARLOTTE TELLER.)

While it is true that the popularity of Wagner has become an
established fact, there is still enough antagonism to him and his
works to make the opinions on either side of interest to the student
of music. An essay of Hans Herrig’s, the late German poet, writ-
ten some twenty-five years ago, seems almost a prophecy of the
generally acceptéd view of Wagner to-day. At the time when the
essay appeared in the “Berliner Borsen Courier,” the disciples of
the great German were few in number but filled with an enthusiasm
that seems to have been almost religious in its devotion ard fervency.
It was only in essay form that the followers of Wagner were al-
lowed to express their views, for the dramatic critics then, as now,
seem by common consent to have formed the opposition party, and
used the journals as their medium of reproach. Wagnerian criti-
cisms in this country are more favorable than in Europe, for Cham-
berlain, in the “Deutsche Revue,” in an article entitled ‘“Bayreuth
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and the Critics,” says that with the exception of two or three lead-
ing papers the press of Germany still maintains {its attitude of
shocked surprise at the taste of a public who attend the Wagner
operas and applaud the Wagner concerts. Chamberlain’s hearty ap-
preciation of his countryman finds its forerunner in an article by
a Frenchman, Ferneuil, published a while ago in the “Revue de
Paris.” The similarity of expression in these three articles, written
at different times and in different countries, does but prove the uni-
versal spirit of humanity which Wagner enthusiasts claim for their
master.

The October number of the “Revue de Paris’” has a paper on
“The Theater at Bayreuth—Is It Declining?”’ A history of the the-
ater is given, together with the names of many well-known singers
who have appeared there since 1876. In this list we find Materna,
Mme. Schumann-Heink, Mme. Brema, Sucher, Mlle. Kutscherra, the
‘Wagnerian cantatrice, and Lili Lehmann. As early as 1866 Wagner,
in looking for a director for his theater, was sent to the young Hans
Richter—he found him to be the son of a Hungarian musician, born
and bred in an atmosphere of music and not only a thorough student
of composition but a performer upon the piano, violin, organ, and
several other instruments. He secured him at once and many are
the performances that Richter has conducted. Félix Mottl and Rich-
ard Strauss have also been conductors there at various times.

When it was heard in musical circles that Siegfried Wagner, son
of the composer and grandson of Liszt, was about to give up his
career as architect and devote himself to inusic, there was a general
cry of dismay. “It is the end of Wagner's theater, the death of
Bayreuth,” said one of the journals; and his directorship was await-
ed with fear and trembling. After studying with Humperdinck, the
composer of ‘“Hans and Gretel,” the young man appeared in Bay-
reuth in 1896 and, to the dismay of his unfriendly critics, proved a
success. The writer, Lavignac, maintains Bayreuth is not declining,
and closes the article with a panegyric on Wagner.

L - - L ]

“If one wishes to know,” he says, “what the most popular art-
interest is, he has only to consider music; in it alone does our time
recognize itself, and for it alone is there lcisure. Then, too, this is
the only art which possesses a master who compelg everyone to hold
some opinion concerning him, from the celebrated teacher of ses-
thetics to the peaceful philistine, who goes with wife and child to
the Sunday concerts. It doesn’t matter whether one praises or curses
him, but one is compelled to pass judgment. Richard Wagner, in
his brochure ‘Beethoven,” has acknowledged his obligation to Scho-
penhauer, and from the standpoint of that German’s philosophy he
developed a new theory of music.” Then Herrig goes on to say that
these two men, Wagner in the world of music, and Schopenhauer in
the world of philosophy, are holding full sway, and that, as Schlegel
says, they are singing “one song, in different tongues’; but of course
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one must understand the different tongues in order to appreciate the
harmony.

The comparison of comroser and philosopher is interesting
throughout because of the careful character analysis and logical
conclusions. Many whole paragraphs would bear translation for the
sake of the music student alone, but it is possible only to make ex-
tracts which show the epigrammatic tendency of the author.

“If suddenly all life were to be taken from the world, it would
become a huge work of the plastic arts; but if all thought which is
feeling its way in the material world were to be suddenly suspended,
there would be left a world of sound.”

“The plastic arts, in comparison with music, might be termed
the cold arts.” '

“Schopenhauer was uttering no mere phrase when he said, ‘Mu-
sic is the ideal expression of the will, of the consciousness of the
world.””

‘‘Beethoven’s music is indeed a subjective world, but only an un-
completed cne.”

“The real musiclan should be blind as it were to the outer
world.”

‘“Whoever gives himself up completely to music, in whom the
music reveals itself, longs to know the words which shall free him
from mystery and tell him why he rejoices or suffers. He longs to
have the joyful world of light rise up from this ocean of darkness
and to have the bright sun of a conscious spirit reveal his soul. He
longs to have a man come into this paradise of musical phantasy
and give to each thing its name. This man would be Richard Wag-
ner.”

* - * L

“It cannot be doubted,” says Chamberlain in writing of “Bay-
reuth and the Critics,” “that the little city of Bavaria is making
itself felt as a ‘Weltmacht,” a world-force, for intellectually great
men assure us of the lasting impression made upon them there, which
they cannot compare to any other experience: and the growing popu-
larity of Bayreuth is almost remarkable when one considers that it
is in no way the result of advertising.

* * * *

‘“No reasonable man will allow himself to be convinced that the
sun is not in the sky on a beautiful fair summer’'s day; still less
can the evidence of the inner expcriences be annihilated by the most
clever arguments. And that is just the strength of Bayreuth; for
many it is to-day an incomparable psychic experience for hundreds,
for thousands even. These form in the midst of the fluctuating
‘party constituent’ of the Festapiel auditors, a solid phalanx. Far
from true is it that of late Bayreuth has become a fashionable re-
sort; it becomes less of one each year. Earlier, in 1876, for example,
many traveled to Bayreuth out of mere curiosity; then came years
when the great majority visited it only for its drama, because thers
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was no other place to see ‘Parsifal.” Little by little all that has
changed, and now there is little room in Bayrcuth for the merely
curious.”

* L L ] L J

From the first of Wagner’s work to the last he strove always to
represent action and active life, and in his effort he was peculiarly
successful through his great creative force. He does not bring some-
thing out of nothing; the greatest poet does not do that; but as
one mother may have several very individual children, so did Wag-
ner bring forth “Tannhaiiser,” “Lohengrin,” “Siegfried,” and ‘Tris-
tan.” They are not spirits of the dead, but are true sons of the old
race of heroces, and worthy their ancestors.

. [ ] [ ] [ ]

In the year 1896 six thousand visitors—perhaps a few less—
gathered in the little city of Bavaria to be present at the fifth series
of Wagnerian performances—Bayreuther Biihnenfestspiele. And is
that not a proof that music, in our times, has become a sort of re-
ligilon? These crowds were made up of Germans, Frenchmen, Eng-
lishmen, Americans, and even Chinese, who came to refresh them-
selves at these pure source3 of art and do not even think to compare
themselves to those pilgrims who leave the four quarters of the
globe to seek at Lourdes or some other consecrated place a cure for
their physical and moral sufferings, miraculous forgetfuiness, as it
were, of their cares and miseries.

We do not ignore the “snobism” which increases the influx of
listeners at Bayreuth. That motley multitude obeys other instincts
as well as the artistic; but was the religious sentiment the only one
to inspire the pilgrims who undertook their journeys? And among
the skeptical and blasé, who, in order to follow the fashion and in
quest of new sensations, come to Bayreuth as they go to Trouville
or Saint-Mcritz, how many there are who return more or less affected
and deeply moved by the despotic sovereignty of a genius!

The Wagnerian art does not arouse merely the initiated who are
prepared through their sesthetic and musical cultivation to enjoy it.
By its simple human and dramatic virtues it holds and subjugates
the uninitiated of average intelligence. And very often the ones
who have come to Bayreuth with hostile or unkind prepossessions
show themselves in the end the most enthusiastic—coming in the
spirit of curiosity or skepticism, they return converted. In order to
be accessible to the Wagnerian charm, it is not necessary to bring
with one the results of long study and patient meditation—it is
enough to have a little poetry and music in the soul.

L ] L ] L ] L

Musgic 18 the soul, the spiritual fluid which circulates through
the lyrical dramas of Wagner and givea them life. We cannot im-
agine this work without music. The thought of Wagner needs music
in order to have complete form and to produce the effect wished by
the author.
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“But,” someone says, “If music is the essential thing, the soul
of tho Wagnerian drama, why are the presentations of that drama
only possible in Germany, pariicularly in Bayreuth? Why does this
retired corner of Bavaria possess the monopcly of these model per-
formances for which the great capitals of Europe seem to offer won-
derful advantages?”’ It is here that the words of Wagner, ‘At last
we have a German art,” hold their greatest force. In order to be
sure of ths ‘“effet d’ensemble” necessary to the Wagnerian drama,
it is indispensable that all the participarts should subordinate their
personalities—to the point of abstraction, perhaps—to the common
discipline, to the authority of the director who is responsible for
the performance. Before this director the tenor of the famous
songstress does noi count for more than the least important chorus-
singer; the first violin, too, the oboe o1 the clarinette cannot make
themselves conspicuous or usurp a prepcnderant role in the orches-
tra without disturbing the equilibrium of the play—and the director
of the orchestra is there for the very purpose of maintaining this
equilibrium. He obtains easily that voluntary sacrifice of individ-
uality and that discipline strict and continual, because they are the
very virtues of national temperament, because German singers and
players have them in their fibers and in their blood.

* * L *

Added to these advantages are those of the special acoustic con-
ditions and the management of the theater; the obscurity of the
hall concentrates the entire attention of the spectator upon the
stage. Tken the disposition cof the orchestra below the level pro-
duces a sonority of sound to which it takes some time for the ear
to accustom itself. In the flrst measures of the ‘“Rheingold,” too,
that sonority, softened and deadened, surprised one at first. The
orchestration seemed to lack fullness, force, and to lose itself in the
corners, but that impressioa did not last for long. The ear and
mind accustom themselves very quickly to that perfect equilibrium,
to that ideal fusiorn of vocal and instrumental polyphonies in which
the voice emerges from the whole harmony without being a moment
hidden by the orchestra when the scenic situation demands that it
should not be, and effacing itself, on the other hand, when the orches-

tra enters and dominates in its turn.
' “Impressions of Bayreuth,” by Th. Ferneuil in the “Revue de
Paris.”

ANOTHER VIEW OF BAYREUTH.

“Le Guide Musicale” contains a letter from a musician recently
from Bayrcuth, expressing sentiments of a less favorable tenor than
the foregoing. He writes:

“My Dear Sir:—The Buhenfestspiele at Bayreuth were termi-
nated by the 100th performance of ‘Parsifal,”” and the public which

7
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had pressed around the theaters of Richard Wagner with so much
zeal has scattered itself to the four corners of the horizon, carrying
with it the deep impressions which are always made by the works
of this master.

‘‘Nevertheless, in quitting Bayreuth this year I find myself full
of sad thoughts. I asked myself if it was an inevitable fatality of
all human work to decline and to disappear, and I am far from
being the only one to ask this question.

“The theater, according to the idea of its creator, was to be an
ideal temple of dramatic art, and in its expression as perfect as pos-
sible; in this sense, it has entered by degrees into the intellectual
patrimony of the musical idea of all countries. In attempting to
maintain this most noble institution, the legatees of Richard Wag-
ner have contracted a moral otligation to concentrate all their
thoughts, all their energies upon the realization of this which the
master proposed; and the ardent spirits who come from all parts
of the world to the model representation demand of the managers a
most rigorous execution of this obligation. All this seems to me to
have heen forgotten by thosc who direct the work at Bayreuth, when
they confided the direction of the tetralogy to a young man, full
of talent very probably, but who still lacks a great deal of being
able to assume so serious a responsibility. Bayreuth is not a school
of apprenticeship; it ought to be the last degree of perfection pos-
sible; and, whatever may be our 3ympathy for the young, this is
not the place for them to demonstrate their talent. The master
quality of an orchestra director is authority, that is to say, this strong
and serene calm, this ample power resulting from mastership, su-
perior, incontestable and indisputable. These indispensable quali-
ties were lacking at the performances of the tetralogy at which I
assisted. The movements, without being precisely accelerated, had
almost always an air of haste, which interfered with the declamation,
and sometimes rendered it difficult or impossible. The almost im-
perceptible riteputo, which, without perceptibly altering the regu-
larity of the measure, gave to the direction of Hans Richter this
ease, this accent, this master!y amplitude, Mr. Siegfried Wagner
appears entirely ignorant of; and under his too youthful direction
the orchestra is never precise. Under his baton many things fail
of materialization, and the listener, familiar with the works of the
master, is seriously disappointed. The weakness of the orchestra
has its effect upon the singing and acting of the performers, and
gives a great flavor of imperfection to the reputation of Bayreuth.
When such conductors a3 Hans Richter, Mottl, Levy, and Seidl
are available, one ought to silence all dissension, all rivalry, and
all jealousy. for the sake of enjoying their genius; these men- are
the best, and at Bayreuth everything ought to be the best.

The grend cosmopolitan public, whickL runs from all parts of the
world to Bayreuth, has a right to complain and protest against the
stage intrigues, through which the incomparable artiste who calls
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herself Marie Brema was not heard in the 100th representation of
“Parsifal”’; the same cvil influence imposed upon us an inferior or-
chestra director, and left us without Ernest Van Dyck, the most in-
comparable of Parsifals.

I make this protestition in the name of the friends of the works
of Richard Wagmner, more devoted and more sincere, maybe, than
those who surround the performance at Bayreuth.

Signed A. H.

THE CHICAGO ORCHESTRA.

The season sale of the Chicago Orchestra has been larger this
vear than ever before—a circumstance due in part to a growing ap-
preciation of the werk, and to the better courage of the public with
reference to the financial future; also in part to many having found
it impossible to procure transient seats during former seasons upon
occasions when some celebrated artist happened to be the solo at-
traction. The seascn opened October 22d and 23d. Following are
the first three programs:

I

Festival March and Hymn to Liberty......................... Kaun
For grand orchestra, chorus and organ, written for the inau-
guration of the Seventh Season of the Chicago Orchestra, at
the request of Mr. Thomas.

Symphony NoO. 7T, Amajor...........oooiiiiniiiiiiin... Beethoven
Poco Sostenuto—Vivace.
Allegretto.
Presto.
Allegro con Brio.

Overture Feontasia, “Romec and Juliet”.............. Tschaikowsky
Hungarian Dances................coiiiiiiiiiiiiiineenennne. Brahms
Orchestration by Dvorak.

Introduction, Act III., Vorspiel, “Die Meistersinger”......... ‘Wagner

OCTOBER 29TH AND 30TH, 1897.
Soloist: Signor Campanari.

Overture, “The Flying Dutchman”..............cceevevennns Wagner
Suite, Scheherazade, op. 35...............cieienn Rimsky-Korsakow
Air, Vision Fugitive, Herodiade...............coovinnnen Massenet
Intermission.
Theme and Variations, Quartet, D minor.................. Schubert
String Orchestra.
Second Concert Waltz, op. 51 (new)..............c...... Glazounow
Prologue, Pagliacci...............cooiiiiiiiiiiiiiinn, Leoncavallo

Symphonic Poem, Mazeppa...........ooiiiiiiiiiiiiiiiiiien Liszt
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NOVEMBER 5TH AND 6TH, 1897.

Overture, Consecration of the House, op. 124............ Beethoven
Symphony, G minor......... e eeeeeceeeecteaectentneceesanns Mozart
Allegro Molto.
Andante.
Minuetto.
Finale.
Dance of the Happy Spirits,
Adaglo, Flute Obiigato, Mr. A. Quensel. - Orpheus......... Gluck
Dance of the Furizs,
Intermission.
Tone-Poem, Don Jual........ooeviiiiiiinnneennnnnnnns. R. Strauss
Introduction, Act IIL., ’
Bacchanale, Tannhaeuser........... seseracaens Wagner
Overture,

THE APOLLO MUSICAL CLUB.
26th Season—1897-1898.

Handel’s Messiah, December 21st and December 23d.

Requiem, by Dr. Charles Villiers Stanford, and The Dream of
Jubal, by A. C. Mackenzie, February 21st.

Ode to St. Cecilia, by Dr. Hubert Parry, and The Swan and Sky-
lark, by Goring Thomas, April 21st.

The regular subscription season of the club will include the
three concerts, December 21st, February 21st, and April 21st, and
the reduced rates adopted last year for the season sale will be con-
tinued.

Performances at Auditorium. Accompaniment by the Chicago
Orchestra.

Among the soloists already engaged and with whom negotiations
are being made are Madam Clementine DeVere, Miss Clary, Miss Os-
borne, Miss Ringen, Miss Harrington, Mrs. Bloodgood, Mrs. Schil-
ling, Evan Williams, George Hamlin, Gwyllim Miles, David Bis-
pham (for the Messiah), Pol Plancon (February 21st).

The Requiem by Dr. Stanford is a new work which has not yet
been performed. The production by the Apollo Club will be the
first of this work in America.

BEETHOVEN READINGS BY DR. HANCHETT.

Mention was made last year in these pages, of some analytical
recitals given by Dr. Henry C. Hanchett at the Brooklyn Institute
and in other places. The programs for a new series have come to
hand. Dr. Hanchett says:

A Beethoven Reading, then, as developed by experience, consists
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in a piano recital limited tv a particular Beethoven sonata, and pre-
ceded by an extended and thorough examination of that sonata in a
search for examples of the uses made in it of some special resource
of the compceer’s art or its method of developing some recognizable
musical element or idea. A Reading devoted to Rhythm, for ex-
ample, will point out the effects that are traceable to rhythmical
treatment and the forms that such treatment may take; such as the
imitation of a rhythmical design, the suggestion of an established
rhythmical structure (the distinguishing element of dance forms),
the various forms of syncopation, the means of heightening or ob-
scuring natural accents, and other features used intentionally by
the composer for expressive or developmental reasons; and, having
made all these things clear to the audience, it will search the sonata
measure by measure for examples of the various rhythmical devices
described. This done, the sonata will be given an artistic interpre-
tation, with the eyes of the class upor the notes—a feature in itself
that enhances much the value of such an exercise to the earnest
student of the piano. A Reading devoted to Unity will point out
similarly the items that link together the various movements that
seem to many minds to be simply detached pieces put together for
convenience, but which, in reality, if the work is a worthy example
of sonata structure, are but parts of one composite whole, in which
a single inspiration receives varied treatment, or is viewed from
different standpoints. In this way each of the more important
features of composition are examined in turn, a different sonata
being used for each subject, until the student is led to a knowledge
of the resources available to the composer and given the means of
deciding upon the value and worth of works of all styles and every
epoch.

Such work renders necessary a somewhat extended course of Read-
ings given continuously at intervals not exceeding a week. While
a single Reading may prove of interest, especially to one already
grounded in musical knowledge, really comprehensive study such
as it is the purpose of the Readings to stimulate, requires the atten-
tion to be turned to musicianship from various directions, a neces-
sity which only a series of Readings can meet.

SCHEME FOR EIGHT READINGS.

I. “Rhythm”.....cciiiiiiiiiineneronanncanns Op. 2, No. 3, in C
II. “Harmony . ....coeieeeeesnosrncasssnccnnsans Op. 7, in E flat
III. “Imitation”.........ccoveiiiiiiiinnnnnnns Op. 31, No. 1, in G
IV. “Counterpoint”........coiiiiirennnncanns Op. 10, No. 3, in D
V. “Development”....cccveeierereencrcconcncsacnnes Op. 28, in D
VI “Unity” . ittt iieiecnnnanenns Op. 31, No. 3, in E flat

VII. “Outline and Terminology”............... Op. 90, in E minor

VIIL  “FOrmM . iiieieeeenereoeannoneenenoeasnannnas ....0p. 53, in C
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1t is evident upon the face of it that lectures of this kind, given
by so competent a person as Dr. Hanchett, are not only interesting
in themselves and stimulative tc the student, but also are capable of
affording a great deal of pleasure, and have a tendency to form a
solid appreciation of the works studied.

SUGGESTIVE MUSICAL ILLUSTRATIONS.

The art of illustration is a fine thing and the printers are now
carrying it to a high degree of perfection. Occasionally, however,
the association of ideas is not sufficiently observed. The editor had
a case of this kind when in closing the chapter in his history of mu-
sic dealing with Mozart, he said: ‘His music glows with the radi-
ance of immortal beauty.” Below this, by way of explanation, the
printer had added a tail-piece out of the stock. It was an unusually
smiling rising sun, in other words, a full face upon a very broad
grin, with rays running out in every direction—“glows” indeed.

And here is Mr. Gilbert Combs, of Philadelphia, suffering from a
similar graphic representation. The new and very elegant cata-
logue of his music school is a distinct credit to the art of producing
handsome advertising material. It is prinied in black ink, but em-
phatic titles are put in a sort of purple tint, and the margin is orna-
mented by cuts of musical instruments in the same tint. These fol-
low no law, but the same stock cuts are repeated over and over, ac-
cording to the ‘“vagrom” fancy of the printer—and every editor
knows what that is. Sometimes the locations are striking. For in-
stance, opposite the title ‘“School for the Organ,” is a saxophone; by
“School for the Voice,” it is a bass drum; and, by a still worse fa- .
tality, opposite the heading, ‘“Employment for Graduates,” figures
this same bass drum again. Alas! it may indeed come to that. The
“Virgil Clavier” Is illustrated by the figure of a metronome, which
is to an extent justifiable. “To Parents’” has the figure of a music
stand; and “The School for the Piano,” a trombone. Mr. Coombs
has the gratification of being at the head of one of the most flourish-
ing music schools in the country, so he can afford to smile at these
lapses. But the principle prevails that no conventional use ought to
be made of musical instruments as ornaments in connection with
writing addressed to people to whom each instrument stands for a
particular and precise idea.

MR. DUVIVIER ON “THE LARYNGOSCOPE IN SINGING.”

Some months ago an article was published in MUSIC taking the
ground that th~e laryngoscope is useless to the teacher of singing,
and that the true art of singing has not been at all advanced by those
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who have approached it from the physical side. Considering that the
laryngoscope was discovered or invented by the celebrated Manuel
Garcia nearly fifty years ago, and that this great master, who is still
living, has been regarded as the most distinguished master of the
true art of singing any time these fifty years, this wholesale con-
demnation of the laryngoscope very naturally called out responses.

The most competent of these was perhaps that of Mr. A. D. Duvi-
vier, formerly professor of singing in Paris, and for seven and a half
years professor of singing at the Royal Academy of Music in London,
where he was the intimate associate.of Garcia himself. (Mr. Duvi-
vier’s services at that institution were recognized in 1887 by the
authorities conferring upon him the much coveted title of Honorary
Member of the Royal Academy cf Music.) In this connection two
interesting autographs of Sefior Garcia are appended.

This response was incidental in a paper (Remarks on the Voic2
and Art cf Singing) read before the meeting of the Illinois Music
Teachers at Kankakee last July and has been marked for extract all
«.:§ time.

Mr. Duvivier prefaces his remarks by the following definite state-
ment of his own relation to Garcia and the school of singing repre-
gented by him. He says:

“I shall refer continually to the great works of my illustrious mas-
ter and honored friend, Manuel Garcia, or to the remembrance of the
long, instructive conversations we frequently had, during the seven
years and a half [ had the honor of being with him on the staff of pro-
fessors and board of examiners at the Royal Academy of Music, Lon-
don. About that period (1881 to 1888) he was suddenly stricken down
by a most serious illness, which compelled him to relinquish his
duties for over a year, and on October 2, 1883, the principal of the R.
A. M., Sir George Macfarren, upon the request of Sefior Garcia, asked
me at once to take charge of his class. )

*“The grains of sand which I may possibly contribute to Garcia’s
monumental work will simply be the corroboration of his invaluable
researches, his discoveries, his incontrovertible statements of physi-
ological facts, the fundamental laws of phonation he has established,
his undeniable authority as the teacher of so many great artists, bril-
liant stars who periodically illuminated the musical firmanent during
«re last ha'f century, beginning with his pupil, Jenny Lind, 1845 (this
marvelous singer came to America in 1850), down to the present day.
1 must not omit the names of his pupils, the celebrated singers and
teachers he has formed, his sisters, Malibran, Mme. Viardot Garcia
and so many others I shall mention hereafter, including Mme. Mar-
chesi.

“To-day, thanks to Garcia and his invention cf the laryngoscope,
we are far ahead of simple speculative theories. Even as far back
as April 12, 1841 (date of the report issued by a ‘special committee
of the French Academy of Sciences’ upon his ‘Mémoire sur la Voix
Humalne,” submitted to that assembly in 1840), all debate on the
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‘““ST. LEONARDS ON SEA.
‘“MY DEAR DUVIVIER:—Sir George has written me a word in
reference to my class. He forgot, probably, that during the con-
versation 1 had with him previous to my departure, I told him that
on my return to the Academy I desired to have a new class. It is
evident that the purils who have been entrusted to you during so
long a time, and for whom you have done so much, belong to you,
and for me to take them away from you would be extremely unjust.
““This point settled, let me tell you that I shall be in London in
a few days, when I shall feelgreat pleasure in pressing your hand.
“‘A vous d'amitie, MANUEL GARCIA.”
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physiology of the vocal organs was, so to speak, closed. The only
field of inquiry left open was how to ascertain the best means of
acquiring, through methodical study, absolute mastery over Nature’s
sublime instrument.

‘“Everybody knows Garcia’s ‘Art of Singing,” a compendious meth-
od of instruction, published in Paris by Brandus et Cie, 1840 (two
large volumes). Recently, in 1894 (urged partly, I may be permitted
to say, by my incessant solicitations during the years I was at the
Royal Academy), at the age of 90, Garcia has given the world his
‘Hints on Singing,’ the result, as he writes in his preface, of his
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‘“MARNIA, ST. LEONARDS.
“MY DEAR DUVIVIER:—I have received your card, and I thank
you for the friendly wishes it brings me. Here I am, indulging in
the ‘dolce far niente,” whereas you are working like a white nigger;
but vou are covering yourself with glory, whereas I am only re-
establishing my health. Awaiting the moment I will have the pleas-
ure of pressing your hand, receive my best wishes for you and

yours.
““Your old friend,
‘““MANUEL GARCIA.”
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fifty years’ additional experience since the publication of ‘L’Art du
Chant,” and his invention of the laryngoscope. Didactically, there-
fore, this great master has proven himself without a rival.

“In Sir George Grove’s dictionary, Garcia's biographer says: ‘For
his invention and application of the laryngoscope the University of
Konigsburg granted him an honorary M.D. His “Mémoire sur la
Voix Humaine” obtained for him the congratulations of the French
Academy cf Sciences. He is also a chevalier of the Swedish Order of
Merit. A few years ago he exhibited his invention at a medical con-
gress in London. A testimonial was presented to him under the
auspices of Prof. Huxley and Dr. Critchett, the great oculist.” Finally
his pupil, Mme. Antoinette Sterling, informed me, some months ago,
that the honor of knighthood had just been conferred upon him by
Her Majesty, Queen Victoria.

“If I have dwelt so long upon this great master's history and works
—thus informing you also whence I proceed—it is with the aim of
encouraging you to follow me where I desire to lead you.”

Continuing, Mr. Duvivier gives a methodical and scientific
analysis of:

1.—The vocal apparatus.

2.—Respiration.

$.—Sound.

4.—Emission of the voice.

5.—The Registers.

6.—Timbres (color of sound), the shake, the tremolo, influence
of modern music; opera and orchestration upon the virtuosity of
singers, etc., etc.,, and designating the writer of the article under
consideration as “X,” Mr. Duvivier proceeds:

“A certain antagonism against what some interested parties are
pleased to call ‘scientific teaching,’ or teaching by scientific methods,
seems lately to have become much intensified.

‘“Recently, under the heading ‘The Laryngoscope in Singing,’ a
gentleman of Chicago has written seven pages against those who
learn, or teach, the art of singing by scientific method, resulting from -
Garcia's researches and the application of his invention, the laryngo-
scope, to the physiology of the voice.

‘“Now it would be easy to dismiss our opponents by answering:
‘Why discuss at all, when you profess to be the Apostles of Ignorance,
to worship ignorance, and endeavor to drag the public into the belief
that a good voice is about everything required to become a singer;
that heart, impulse, natural feeling or dash are sufficient attributes
to make an artist?

“I prefer replying to every proposition set forth by X and shall
do so, following the order adopted by him.

“X's first proposition: ‘What benefit has the art of singing re-
ceived from the modern scientific study of the throat? Has it been
of any value at all? This is a question of the very greatest interest
to every singer and more especially to every teacher of singing.’
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“In his preface to ‘Hints on Singing,’ Garcia makes this statement,
which answers perfectly:

*“*“The study of anatomy and physiology of the vocal organs is
not indispensable to the puplil, but might be most useful to the teach-
er. It will enable him, when a defect is to be amended, to detect the
organ which is at fault, and to suggest the proper correction. For
the pupil it is enough that, localizing his sensations through his mas-
ter’'s explanations, he should learn to distinguish the various parts of
his instrument and the manner of using them.’ I will add that Garcia,
who studied exhaustively the physiology of the vocal organs long be-
fore he invented the laryngoscope, in 1855, I believe, repeatedly said
to me: ‘The L. has taught me nothing new in anatomy; it has sim-
ply ccrroborated my previous investigations; but its use has af-
forded me the immense advantage of discovering ‘“‘how the glottis
proceeds to produce sounds and registers and also the manner in
which the ringing and veiled qualities are communicated to the voice,
thus enabling me to direct the pupil more intelligently.” * Still fur-
ther, in support of the argument, 1 will say that it is not sufficient
to apprise the student of his defects; you must be competent to indi-
cate exactly the means of correcting those defects. That is scientific
teaching.

““Second proposition: ‘Have the scientists succeeded by the aid of
their technical knowledge of the throat in making great singers, or
even a large number of good singers? Echo alone seems to answer!’

“I do not think I cin better answer X’s curiosity than by giving
him here a rapidly drawn musico-genealogical tree of the Garcia
family. I include not only the descendants in direct line, but also
some names, out ¢f the hundreds of pupils, musical offsprings of this
great school of singers and teachers, nurtured from the same source.

THE TREE.

“I begin with Manuel Garcia (the elder, Sevilla, 1775; Paris, 1832).

“One cf the greatest tenors that ever existed; a profound student
of the voice, a prolific composer of operas, and the author of the first
echool of singing bearing that name. Manuel Garcia, second (of our
day), Malibran and Mme. Viardot Garcia.

“THE PUPILS OF MANUEL GARCIA INCLUDE:

Jenny Lind; Bussine (of the Opera Comique), professor at the Con-
servatoire (teacher of the tenor Duc of the Grand Opera, Paris); Saint
Yves Bac (professor at the Conservatoire, Paris); Jules Barbot (cho-
sen by Gounod to create the part of Faust, professor at the Conserva-
toire, Paris); Charles Battaille (chosen by Meyerbeer to create the
bass parts of L'Etoile du Nord and Le Pardon de Ploermal; profes-
sor at the Conservatoire); Herr Stockhausen (the famous lied singer
and the best singing master in Germany, the teacher of your George
Henschel); Arnoldi and Agnesi, of the Italian Opera, Paris; Wartel
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(the teacher of Christine Nilsson and Trebelli); Roger (who created
the part of Jean in Meyerbeer’s Prophet); Charles Santley, the famous
English baritone; Catherine Hayes, Miss Orridge, Miss Macintyre
and Mme. Marchesi, the teacher of Gerster, Emma Nevada, Mme.
Stahl, Esther Palliser, Francis Saville, Sibyl Sanderson, Emma
Eames, Emma Calvé and Nellie Melba. Malibran and Viardot Garcia
were both pupils of their brother. Mr. Duvivier was a classmate of
Messrs. Jules Barbot, Bussine, Battaille and Stockhausen.

‘“Cannot X perceive the ringing echo from all those voices, these
excellent artists, who, for the last half century, have been singing a
glorious hymn of praise to their progenitor, Manuel Garcia? These
marvelous voices, these great singers, were all formed, cultured, edu-
cated on scientific principles.

“Third proposition: ‘It is not necessary for either teacher or sing-
er to know anything about the throat from a scientific standpoint.
Because, if we know anything about singing at all, we know that the
most famous singers the world has ever seen have lived and died
before the laryngoscope was invented." Has X heard those singers?
How can he compare with the singers of to-day? Has X even heard
Lablache, Ronconi, Duprez, Mario, Sontag, Alboni? I have heard
them all. Lablache I used to visit when he lived Rue Taitbout,
Paris. Ronconi (George) was an intimate friend of mine, and so was
Alboni, whom I knew first in Berlin. Mme. Sontag, Comtess Rossi,
was kind enough to accept and sing the first three songs I published
in Germany.

“Is it not really an insult to the memory of these aforenamed
singers, and those of the past, to suppose that they never made any
scientific investigations, never studied the voice physiologically? In
our own days, what does X think of Jules Faure and Victor Maurel,
both great artists, both having written scientific works; Faure his
‘La Voix et le Chant;’ V. Maurel his book ‘Un Probléme d’Art;’ works
they sent to me and which I will willingly lend to X for the benefit of
his education.

“What do you say, Mr. X, about Jean de Reszke? Dr. Joal de-
clares that he is as learned a theoretician as he is an able practi-
tioner. What is your opinion about Edouard de Reszke, Plancon,
Lassalle, Villaret, Melba, Calvé and all the others? Every one of
them ignoramuses, eh?

“You speak of the old Italian school. Are following works and
methods not scientific? Bernacchi of Bologna (1775); L’Abbé
Blanchet (1756); Principes Philosophiques du Chant; Mengozzi;
Tosi (L’Art du Chant 1723); San Giovanni; Charles Battaille (De
L’Enseignement du Chant); Lablache?

“Nevertheless X ingists that ‘a normal, healthy youth, with the
desire to express himself by singing instead of speech, may, and fre-
quently does, sing, that is, vocalize, beautifully without the benefit of
any instruction whatsoever.” Let the boy go to the top of the class
at once!
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“ ‘Great singers lived and died long before the laryngoscope was
invented.” Why, certainly! Long before the telescope was invented
people could see—a comparatively short distance. Long before the
application of steam to mechanics, machines existed; navigation ex-
isted—slow navigation. Even before the printing press existed, men
talked nonsense, but it was impossible to flood the world with paper
sullied by such useless divagations.

“X continues his remarkable revelations: ‘Singing, after all, is
not merely a physical art.” Nobody ever said that merely scientific
knowledge was necessary to make an artist.

“He says further: ‘We all know that many great singers have
been quite unable to instruct others.’

“We know even of some bad singers in the same predicament.

“But Mr. X, when you write, ‘There is something in good singing
that may not be analyzed, weighed nor measured, that comes from
the heart and speaks to the heart,” we really must decline to follow
you in these bold, dangerous psychical flights and distinctions be-
tween brain, heart, soul, etc., etc. Your proposition might puzzle
even a Herbert Spencer, although he is reputed to be a rather vigor-
ous thinker.

“The voice is only a medium by which feelings, emotions, passions,
sentiments may be expressed just as with any other instrument.

“You do not play the piano, the violin or any instrument with your
heart, nor do you learn how to use your voice with your heart. The
brain dominates, controls the whole musical work, as well in the
conception, the analysis, as in the execution of a piece; as well in
the mastering of all technical difficulties, coloring of tone, etc., etc.;
be it in the reading or in the rendering of a song, a concerto, or a
symphony.

“There is about as much sentiment in the study of vocalization as
there is in the five finger exercises for the plano student, and I know
what little boys and girls think about them.

“The best virtuosi and best singers are like the best soldiers, those
who remain cool under fire. That is art, not impulse. It must be a
sad experience to see a soldier run away with his gun. What awe
would be caused by the sight of a gun running away with its soldier!

“Seriously, sir, our duty is simply to thoroughly equip our pupils;
teach them how to master every technical difficulty; acquaint them
with the works of the great masters; develop in them the love of the
beautiful, the elevated, the intellectual and then, but only then, if
they are blessed with individuality, soul, fire and reverence for their
art, let them go. They will give that imprint to their work that no
teacher could ever inculcate.

“By all means Yet the life-blood of our hearts rush up to our brains,
nourish them, invigorate them, help to inspire and inflame them with
noble ambition, noble feelings, but do not let us forget that clever
definition of genius, ‘A great capacity for hard work.’

““This case of Garcia versus X could be dismissed with the applica-
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tion of Nietzsche’s Epoch-gram: ‘We are never understood, there-
fore our authority.’ ”

LEIPZIG NOTES.

The death of Dr. Otto Giinther occurred on September 12. He had
been managing director of the Royal Conservatory for the past six-
teen years. In the Conservatory Hall, September 21, was given the
following memorial program:

Organ—Choral Vorspiel und Choral “Wenn ich einmal soll
scheiden”...................... e eeteeeenieeenaeaas J. S. Bach

Orchestra—‘Marcia funebre,” from Beethoven’s symphony “Eroica”

Chorus with Orchestra—''Vertrauen auf Gott,” by R. Volkmann.

String Quartette—"Andante funebre e doloroso,” from Tschaikows-
ky’s E flat minor quartette.

Soprano Solo—*Vorn Tode,” Beethoven; “O Tod wie bitter,” Brahms
Dr. Paul Rontsch has been elected director of the Conservatory.
Chorus and Orchestra—‘“‘Wie lieblich sind deine Wohnungen,” from

Brahms' Requiem.

The well known Canadian pianist, Harry M. Field, has returned
to Leipzig and will remain several years, performing occasionally in
public and assisting his former teacher, Prof. Martin Krause. He has
around him about a dozen of his former American pupils, some of
whom he has already placed under Prof. Krause’'s instruction. The
great pianist, A. Siloti, has also located here and will establish a
high school for pianists. With Robert Teichmiiller, who has lately
been added to the faculty of the Royal Conservatory, and the many
teachers who are already long established, the condition of the Leip-
zig pianistic atmosphere becomes well nigh cyclonic.

A glance over the various announcements for the presen't musical
year discloses about all of the great names in the catalogue and
among the pianists are Paderewski, Carreno, Sophie Menter, Siloti,
Rehberg, and Painpare; the violin promises include Sarasate, Leo-
pold Auer, Alexander Petchnikoff, Joachim Halir, Lewinger, Hu-
bay, Betty Schwabe, and others; while Klengel, Griitzmacher and
Fraulein Ruegger are to demonstrate with the cello. It is said that
Mr. Julius Klengel has been doing some extra practice for his Amer-
ican tour; those who go to hear him must expect to hear a good
musician and a great composer. E. E. S.

MUSIC AND A STORY.

(Advance sheets of “Ten Evenings with Great Composers,” by
W. S. B. Mathews.)

It will be noticed, and with disappointment with some, that the
analysis and comments are free from so-called ‘“poetry” and gush
of every kind. Particularly are they free from attempts to connect
each piece with a story or poetic idea. In the opinion of the writer,
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the first step toward musical growth lies in learning to appreciate
music as music. In instrumental music the development of a mu-
sical idea, the creation of musical symmetries, figures and ara-
besques, and the legitimate building up of musical climaxes upon
purely harmonic and rhythmic grounds, are the phases of thought
which interested the composer and gave rise to the composition.
And while we may not attempt to assign limits to the inspiration
and uplifting effects of great tone-poetry, it iz quite certain that
effects and influences of this kind are arrived at in the conscious-
ness of the listener only when purely musical appreciation is active
and deep. Without the background of living musical appréciation of
this kind the highest flights of the composer will pass as mere noise
and fury, the hearer being in no whit uplifted or inspired. The up-
lifting which comes from the supposed assistance of a ‘‘story,” or
a poetic idea attached to the composition by some outside person,
is quite likely to fail of being the same in quality as that intended
by the composer. Music is one thing, poetry another. While aim-
ing at like ends, the expression of spiritval beauty, they move in
different planes, which, in the more highly organized minds, are not
proximate. The hearer specially gifted in music does not need the
story or the poem; he finds it a hinderance. The hearer specially
gifted in poetic sensibility does not care very much for the music;
to him it is merely a foreign spcech, trying to say vaguely and im-
perfectly what tle poetry has said definitely and well. To put the
immature and unspecialized hearer uron the poetic track, as an aid
to understanding a piece of music, is therefore to place him at a
disadvantage, leading him to expect phenomena which he will find
only in literature; just the same as it would be a mistake to intrude
pieces of music as explanations in a course in poetry or imaginative
literature.

There is a time in both cases when these accessory or related prov-
inces of mind can be called into friendly activity to the advantage
of each other. In a poetic training this might be at the point where
the motive of the poem is of that vague, mystical character, a mere
soul-mood, which words express so imperfectly. Or in a course of
music when it is a question of a piece in which the composer has
definitely attempted to express a poetical idea—as happens often
in dramatic music, occasicnally in symphonic poems, and elsewhere.
Here the outside help is needed, not so much in order to explain the
music as to supplement its shortcomings. But in the earlier stages
of musical training in this higher sense, purely musical observation
(not g0 much technical as aesthetic) comes first, since without this,
all our rhapsodies upon the greater works signify nothing.

MINOR MENTION.

People living east of Lake Michigan sometimes suppose that
those who are so unfortunate as to reside in Missouri and other
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States west, have no musical privileges whatever. A musician living
at Springfield, Mo., takes this Impression to task. He says: “We
are eight hours from St. Louis and we get to hear Paderewskl,
D’Albert, Sarasate, and others. The Thomas Orchestra gave a con-
cert here and lost money to be sure; but does the orchestra pay its
way in Chicago? The Mendelssohn Quintet Club played here, but
did not distinguish themselves. Sherwood, Scharwenka, Lauder,
Perry, and others give recitals here. We have teachers and pupils
that go to Europe. My best pupils have been with me five, six, eight
and nine years respectively, but of course the great majority only
take lessons for a short time.”

‘We have received programs of three remarkable organ recitals
given by Mr. David Edgar Crozier, in Harrisburg, Pa. Among the
important recent works upon these programs are the Sixth Sym-
phony for Organ, by Widor; the Rheinberger Pastoral Sonata, No.
12; a Gothic Suite, by Bocllman; the Fifth Sonata, by Guilmant, and
a Tocatta, by Dubois. Bach is well represented, and there is a very
elegant variety of smaller pieces, including one by Mr. Crozier him-
self. Mr. Crozier was latterly a pupil of Alexander Guilmant, who
thought very highly of him and believed him to be even more talented
as a composer than as a performer, and advised him to give him-
gelf up to the production of original works.

In a former issue of MUSIC, notice was made complimentarily of
the commencement exercises of Miss Crane’s school at Potsdam, N.
Y. The list sent did not contain programs of instrumental recitals,
go far as the editor discovered, nor have such programs since come
to hand, and by way of illustrating the standard maintained the
names of piano pieces were quoted from programs received. It
seems now, upon Miss Crane's information, that there were some
complete piano recitals given by pupils, in which the usual stand-
ard of first class institutions was maintained. The correction is
cheerfully made, since there was no intention of unfavorably repre-
genting the work of a teacher so painstaking and competent as Miss
Crane; but in the absence of definite information, how could a re-
viewer know that the instrumental pieces given upon the program
were simply for the sake of bringing out some of the weaker play-
ers?

The Northern Iowa Band Association has been formed at Nora
Springs, lowa, embracing the cornet bands of Nora Springs, Stacy-
ville and Elna, and several others will be added later. The object
of the association is to promote artistic standards in the work of
the bands, and to cultivate a taste for better music than the country
bands are in the habir ot playing. The president is Ed. Belanski, and
director, F. B. Place.

The tavorite violin of Bazzini, a superior Guarneri del Gesu, was
lately scld, bought by W. H. Hamming, of Leipsic, for 18,000 francs

($3,600).
They are giving historical concerts in England with illustrations
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performed upon instruments of the time. ‘“La Journal Musical” says
that in a lecture given by Mr. Arnold Dolmetsch, melodies were sung
of the English echool of the XVIith century, among others a
lovely madrigal by Henry Purcell, accompanied by a lute. Pieces by
Marias (1696) were played upon a viol da gamba, and pieces of Ar-
iesti (1720) upon the viole d’amour. Also pieces from Scarlatti and
Bach upon the clavecin. The program also comprised a pavane by
Thomas Tomkins (1600) for guitar, viole and clavecin, and two pieces
for virginal played upon an jnstrument dating from 1500, still retain-
ing a very good tone.

At the College of the Immaculate Conception, Vaugirard, the
gloria and Sanctus from the c:lebrated mass by Palestrina, “‘Iste Con-
fessor,” were given with modern orchestration by the organist of the
college, M. Verschneider, and with fine success.

From an English Exchange we quote the following particulars of
the remarkable growth of the Guildhall School of Music in London,
which has now reached the eminence of being the most largely at-
tended music school in the world. This school was founded in 1880,
and opened with 62 pupils, but at the end of that term there were 246
pupils. In 1882 the average number of students rose to 579 per term;
in 1892 it had risen again to 1,349 per term, and four years later to
2,522. During the last fifteen years about 40,000 pupils have received
instruction in the school. The average amount paid for tuition is
only about forty-five dollars per year, or fifteen dollars per term.
During the sixteen years that the school has been in operation, the
tuition fees have amounted to £350,000 ($1,750,000). The tuition fees
during the last academic year ending with December, 1896, amounted
to about $160,000. No account of the foundation of this school ap-
pears to be at hand at the present writing, but in the report from
which the above figures are taken it is stated that the corporation of
the city has, during the last eighteen years, spent upon the Guildhall
School about $5600,000.

Mr. Alfred Veit, the well-known literary musician of New York
City, has arranged a study from Weber’s Perpetual Motion, in which
there is abundance of double sixths and thirds, but in spite of thesé
the piece is not at all impossible, interlocking co-operations between
the two hands facilitating the work very much. Naturally an inces-

sant motion of interlocking work at this speed would not be attained
with sureness except after a great deal of practice. When properly
done it makes a brilliant effect.

Miss Leadora Whitcomb, a graduate of the Northwestern School
of Music, has published programs of three courses in musical history,
to be given in some town, the name of wanich does not appear on the
announcement. The first course of ten lectures gives an outline of
musical history. The second ten lectures deal with oratorio and
opera, concluding with the art-song. The third deals with the Wag-
ner music drama, to which seven lectures are devoted, and the ten-
dencies of modern music. The ground covered is wide, and if the
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treatment is adequate these lectures should be unusually instructive.

Mr. Carl Faelten opened his Boston season with a piano recital

Oct. 12, the program containing the following:
Theme and Variations, ‘“The Fair Rosamond”.............. Schubert
Song Without Words, Scherzo, op. 16, No. 2, Spinning Song....
Mendelssohn
Sonata Characteristique, “The Adieu, the Absence and the Re-
LD o Beethoven
Im Walde, Heller; Gigue, Hiller; Nachstuck, No. 4........ Schumann
Chopin Etudes, opus 25, Nos. 1 and 7.
Liszt Polonaise in E major.

Mr. Allen C. Spencer gave a piano recital in Chicago lately, with
a plano portion rather unusually composed. Beginning with the
Bach Chromatic Fantasia and Fugue, he followed in the same num-
ber with the Field Nocturne in A major, and Rameau’s Gavotte and
Variations. His second number contained Schumann’s Warum and
Aufschuung, Martucci’s Improviso, Schubert Impromptu in A flat and
MacDowell’s March Wind. Then followed four little pieces dedicated
to Mr. Spencer, by Messrs. Liebling, Lutkin, Oldberge and Seeboeck.
Then the Schuett-Strauss transcription, “Roses From the South,”
and finally Heyman's Elfenspiel and the Schubert-Liszt “Am Meer”
and “Erl King.” There was singing by Miss DeSellem, apparently
all in foreign tongues. It is a pity that the art of singing in the Eng-
lish language is not somewhere taught, for these singers who bring
us their offerings in foreign tongues as a rule are not able to pro-
nounce the words so that natives of the lands to which the languages
belong are able to understand them; and as a general rule the sing-
ers themselves do not know the meaning of the words, except in a
very general way.

At Pittsburgh on the 9th of October, a Pupil’s Recital was given
in the music school of Mr. Adolph M. Foerster, the entire twenty-
four pieces of which were composed by Mr. Foerster himself.

A music school has been established at Nashua, N. H., under the
direction of D. S. Blanpied.

At the North Western University they have a new building for
Conservatory of Music, and very gratifying accounts are given of the
work done.

Mrs. Ellen S. Crosby states that her engagements for Wagner
recitals and lectures are more numerous this year than ever before.

An Eisteddfod, under the management of Prof. John R. Howey,
was given at Newark, Mo., on Sept. 4th. The usual competitions for
prizes by solo singers and choruses took place.

CLUB NOTES.

The St. Louis Club announces a change of policy in its plans for
the coming season. Five special departments have been organized,
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and the members work in any one, according to their tastes and tal-
ents. The first is the choral; second, plano quartette; third, opera;
fourth, the string department; fifth, harmony and analysis class, and
there is also a Lecture Bureau. There will be seven recitals by the
talent of the club, and five artists’ recitals.

Mrs. Theodore Thomas desires to state to the Musical Clubs of
America that her name has been used as chairman of the National
Federation of Womens’ Musical Clubs without her knowledge or con-
sent. She Is unable to accept the position kindly tendered to her by
the association, and another chairman will be shortly appointed.

Miss Elise J. Allen, at one time lecturer on the History of Music
in the Cincinnati Wesleyan College, has been appointed to the same
lectureship in the Deaver Conservatory of Music (Denver University),
Colorado.

The program of the Beethoven Club of Sioux City, Iowa, has been
received for 1897. The work proposed covers a very respectable
range, and the effect cannot but be helpful. The subjects of the
seventeen meetings are as follows: Mendelssohn (C minor sym-
phony, and two concertos, with two pianos), Songs of Schumann and
Franz, English Opera (selections from “Pinafore,” ‘‘Oh, tempora!’’),
Schubert, French Opera, Beethoven commemoration, Sacred music by
American composers, Scotc. music, a piano recital, National and Pa-
triotic songs (social evening), German compcsers (Boehm and Raft,
Jensen and Meyer-Helmund—rather a small outcome for the title);
Oratorio (study from ‘“Elijah”), Young Ladies’ Matinee, Operatic
Evening (“Romeo and Juliette” of Gounod), Wagnerian Evening,
Italian Opera (“Cavelleria Rusticana’), the Qpera of the “Bohemian
Girl,” completely given by membérs of the club. This comes June
17th. The list of subjects above, while open to criticism, is on the
whole well adapted to enlarge the ideas of the members and at the
same time to afford them very diversified entertainment. In this re-
spect it strikes the reader as one of the best yet presented. In fact
this is the first program reaching MUSIC in which amusement has
been intermingled with instruction, and things so co-ordinated as to
permit the husbands and other male cependencics of the ladies to
“tough it out to the bitter end.” Culture is sweet woman’s natural
gait; but to the male understanding it ‘“comes high.”



PRACTICAL QUESTIONS.
By Mrs. Emma Thomas.

Question: ‘“Should music be taught in the High Schools and
should it be compulsory or elective? Please give me some sugges--
tions.”

Answer. After carefully considering the subject in all its phasés
I feel that the course in the High Schools should be elective. A chor-
us by the whole school should be held at least once a week. Also a
girl's glee club, a boy’s glee club and an orchestra should be organ-
ized. The principal of our High School (Detroit) tells me that he
feels the orchestra has been the means of keeping many boys in
schools, and also broadening and developing their character. 1 feel
there would be more interest for the work among the pupils of the
High Schools if the teachers and supervisors would cultivate the
habit of “remembering.”

A gentleman came to a superintendent one day and said: ¢Mr. M.
won the esteem and respect of my son today, and if other teachers
would only follow his example—"" He went on to say the supervisor
corrected his son for a little offense which the next day he discovered
was his own fault. At once he went to the boy and said: “I beg your
pardon, Mr. Q., I was at fault myself yesterday.”

The teacher was a young collegian who was employing his junior
year in teaching music, and although he had had no experience he
had something better: insight into character. The boys of fourteen
and sixteen who had been restless and almost insubordinate under
their last teacher became alert and studious.

They admired the young man sincerely and followed his after
career at college with intense interest. More boys from that room
entered college than from any other grade in the city. It is one of
the saddest notes in school work that so few teachers remember with
intensity the days of their youth. For lack of this power wrong mo-
tives are frequently imputed to pupils and grave offenses are made of
slight actions which might well be overlooked.

This matter of remembering is not simply an effort of memory;
it must include the power to put herself in another’s place. This is
one of the secrets of the successful teacher. A young lady was re-
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cently employed in a Pennsylvania city to teach music in the various
schools. She was inexperienced, although well equipped in other di-
rections. Her success was instantaneous and complete. The little
children in the lower grades naturally liked her and opened their
mouths and sang like birds. The upper grades also feil under the
spell of her influence. They not only sang, but they wished to imi-
tate her in some visible way, and a whole seventh grade blossomed
out with Scotch plaid belts, as nearly like the teacher’s as possible.

The mystery did not abate when she entered the High School.
Boys whose voices were changing, and who would rather die than be
laughed at, did their best, and the girls who mocked and teased and
did not look up to their fellow students at all, joined with them in
practising with lively interest and good effect the work planned for
them. Curious to know how the youth regarded her, the question
was asked incidentally one day: “How do you like your new teach-
er?’ An awkward boy whose neart is almost as big as his feet,
though not nearly so much in evidence, said: ‘“We like her; we like
to sing; she somehow makes us feel so bright and good.”

The power which seemed so really wonderful to those who
looked on, lay simply and solely in the ability which this girl had
to put herself in the place of the young folks and in her intense joy
in her work.

In making the real music course elective, the theory is advanced
that it is possible to become acquainted with good music without
acquiring great technical skill, just as it is possible to become famil-
iar with good literature without becoming an author, or to learn to
enjoy good pictures without any skili as a painter.

There are many pupils in the High School without much techni-
cal knowledge of music, who have an intense enjoyment of good mu-
gic, and it is certainly right that such pupils should have opportuni-
ties for a musical training by means of hearing and learning about
music. After the pupils have been through the grades where the
music has been taught, very little time need be used for sight-reading.
A course simple and practical in harmony following the principal
taught in the lower grades, can be selected.

Composers such as Bach, Handel, Haydn, Mendelssohn, Mozart,
Beethoven, Shumann, Schubert and others, can be taken up and an
afternoon devoted to each one. Selections from Mozart can be sung
both as solos and choruses. Selections can be performed both on the
plano and stringed instruments. I would have at least one artist at
each of these afternoons, to enable the pupils to have a perfect exam-
ple set for them. Then the lives of the composers should be taken up,
studied by the class and a short sketch be read by one of the members
of the class; also the musical history of the perlods in which the
works were written.

The members of the class should be supplied with note books, in
which they take notes of the teacher’s remarks, and also they should
have music note books in which to write scales, chords, intervals, and
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dictation work. If the dictation work is carefully carried out in the
primary and grammar grades, it will be very interesting to note the
work that can be accomplished with the High School. 1 think with
good chorus singing and an elective course of music in our High
Schools, we can obtain great success. We will have cultivated the
love of good music, familiarity with great composers and master-
pleces, the raising of ideals, and this will tend to make a generation
of good men and women. Dr. Winship has truly said: “It is far
better to make a good than a great man.”

Question: ‘““Would you advise Rote singing in the grades, and if
80, how much time should be devoted to it? What kind of songs
would you give?”

Answer: I think any course should begin with Rote singing.
Teach the little ones to love music. I would recommend that about
one-half the time for three years be devoted to note singing. I give
occasional rote songs all through my grades, such as the National
Songs and the Christmas Songs, etc.

Select songs suitable to the seasons; spring songs in spring, aut-
umn songs in autumn, Christmas scngs for Christmas, ete. We
teach music in our public schools not altogether with the idea of
creating skilled musicians, but for character and enjoyment. Our
constant thought must be how to develop character, for character is
as necessary to a pupil’s success and happiness as intellectual ability.
It is far more necessary to make a good man than a great man. That
which singing may do for our children and for the world is as im-
portant as that which is accomplished in other studies. Morals,
truth, honesty, obedience, are the sentiments of many a song that
leaves impressions on the child’s mind which can never be effaced.
A child’s success in after life depends to a great extent on his cour-
age and hopefulness, and singing can give these to a child if the
right kind of songs are chosen.

‘We must get more out of music in the schools than just the ability
to sing songs by note. I feel our responsibility as music teachers is
very great. We can do so much to make our children’s lives so much
happier and better.

[ ]
Question: ‘“This is the first year music has been taught in the
city where I have been appointed supervisor, and the regular teach-
ers seem to feel my work is unimportant. Please give me some sug-
gestions.”

Answer: This is rather a hard position, and it will require tact
and patience on your part to change their attitude toward the music.
Be at school promptly, and go prepared to help and have it under-
stood that regular teachers should be just as prompt. That will be
the first step towards order, ard that is very important in discipline.
Show your teachers that there is a definite object to be attained in
each lesson. There will be more value placed on the work when
they can see that there is a point to be gained. Cultivate the ac-
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quaintance of your fellow-teachers; take an interest in their work,
and they will become interested in yours; make them feel the neces-
sity of music in every-day life.

Question: “I am a regular grade teacher, and although I work
very hard with my pupils they have a harsh tone in their singing. I
have naturally a hard high-pitched voice, and perhaps it affects their
singing. Do you think so, and can I remedy it?”’

Answer: I think a great amount of harm can be done by the
harsh unmusical voice in teaching children, not alone in music.
What is of more benefit or of a greater source of pleasure than a
pleasant soothing voice? When most decided, a gentle voice has far
more power than a harsh tone. Watch the voice day by day and you
will find a marvelous capacity for improvement. Think whenever
you speak and by and by you will speak evenly and gently by habit.
Improve the voice before atteinpting to teach the child. My teachers
who have the quietest manners and gentlest voices are the best disci-
plinarians.

Question: “I am a grade teacher and our superintendent is very
anxious to have music taught as a regular study. Our teachers are
doing the best the'& can with the singing, but we feel that it is hap-
hazard, and we lack enthusiasm and direction, which a supervisor
could give us. Will you kindly give me some reasons why music
should be taught, and do you think the public and business people
appreciate the work we, as teachers, are doing?”

Answer: I will give you some reasons as printed in our State
(Michigan) course of study for institutes. I know that music is ap-
preciated by all good people. I have hundreds of people come and
see me every year and tell me the good it has accomplished for their
boys and girls. Then I am sure the people almost all appreciate the
work teachers are doing. For instance, we quote the remark made
by Mr. Craig, President of the Detroit Board of Education, which,
coming as it does from a broad-minded business man and one who
tully appreciates the value of a thorough educational system, is
worth remembering: “In my judgment no other position in life
carries with it such a tremendous responsibility as that of a teacher.
The molding and developing of a child’s thought and character at a
time in its life when habits are formed that will follow it to the end,
require educational qualifications of a high order, as well as natural
adaptability for the work.”

From the outline for institute work:

1. The influence which music has always exerted, and its conse-
quent almost universal use, give it a prominence as a branch of edu-
cation that demands more general attention.

2. Its study should be commenced in childhood, before the organs
of hearing and vocalization become so fixed that musical sounds can
neither be appreciated nor produced.
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3. In a sanitary view, singing is one of the best promoters of
health. )

4. Its good influence upon the morals and deportment of the
young is incalculable.

5. The mental discipline acquired in learning the sclence gives it
as high a place as any other study.

6. Music as a means of vocal culture is unequaled, and greatly
aids in making good readers and speakers.

7. Inthe light of economy, the cost of tuition to the parent in the
way of private instruction, would greatly be lessened by having
music taught in the public schools; while those who from poverty
would otherwise never receive any musical training would be greatly
benefited.

EXAMINATIONS FOR TEACHERS IN MUSIC IN PUBLIC
SCHOOLS.

The following questions were set at the school of methods in
Hingham, Mass., by Mr. Thomas Tapper. For graded teachers alone,
the following questions in elementary theory:

1. Write the pure minor scale from c, d, b flat, g sharp, without
signature, supplying the accidentals as required.

2. In the same way, write the melodic minor scale from c¢ sharp
and f; and the harmonic minor from & and e flat.

3. Deflne Sharp, Note, Clef, Rest.

6. Write a four-measure m:lody employing eight, flat seven, six.

6. Continue the following melody to eight measures:

7. What are the following meters?

Concerning rotc¢ songs short theses were requested upon the fol-
lowing topics: 1. Object of. 2. Selection of. 3. Mode of present-
ing. 4. Educational value of. 5. Development of. (a.) in length.
(b.) in difficulty.

Candidates for position of supervisors alone had the following
questions in Form and History:

1. What determines the Phrase-form?
What is a Ternary (three-part) rong-form?
Name the usual cadences. Write them in four parts, key of D.
What conditions Form in Vocal Music?
Name three or four great instrumental forms.

6. Name two contemporaries of each of the following: Bach,
Chopin, Brahms, Beethoven.

7. Describe briefly: Oratorio, Cantata, Part-song, Canon, Mad-
rigal, Fugue.

8. Name one or more of the great living musicians of Italy, Ger-
many, Scandinavia, France, England, America.

9. What composer did much to establish the Tempered Scale?

LA ol
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Also the following in Harmony:

1. Modulate, in four parts, four measures, from A to F.

2. Continue the following melody to eight measures; end it in the
Tonic key, so as to form a Period.

3. Continue the following to eight measures as an alto and add a
soprano.

4. Write an exercise for Soprano, Alto and Bass, eight or more
measures Icng, illustrating divided beat, Imitation, and end with a
Plagal Cadence.

Concerning voice culture, the following:

1. What experiments have you tried with children’s voices?
Please state results.

2. State why we should not train children’s voices from below
the break upward.

3. About how far may the chest register be trained upward with-
out injury? Why?

4. About how far may the voice be trained downward without
injury? Why?

In pedagogy, the following:

Write a brief essay on the value of music in school.

a. As a means of education in elementary classes before notation
is used.

b. As a means of education in higher classes where the notation
is taught.

c. Asa means of culture in music and a preparation for social life,

d. As a basis for instrumental music in its higher development.



OUR INDEBTEDNESS TO THE NATIONS OF ANTIQUITY.

“Which of the nations of antiquity left most to be used in the de-
velopment of modern music? What were these ideas?”’ L. B.

You have given me here a very difficult question to answer. By
antiquity I take it for granted you mean the time previous to the
Christian era, and I could give you a very short answer which would
be almost as conclusive as the famous one in regard to snakes in Ire-
land, by saying that the nations of antiquity left us nothing that we
use in the modern art of music, This, however, would not be strictly
true. There were in antiquity five or six different civilizations which
at one time or another attained a commanding influence in the world
as it then was. The grade finally reached by each of these civiliza-
tions depended in part upon the mental habits of the particular race,
and in part upon the material products of the country in which they
lved.

The oldest civilization of which we have any knowledge is that of
the Egyptians. The Valley of the Nile, owing to its reliability from

an agricultural standpoint, the periodical rises of the river affording
the necessary moisture for crops, and the even climate making the
work of the husbhandmen comparatively reliable, developed a stable
civilization which six thousand years ago had already reached a per-
fection of organiaztion making it possible to build so expensive a
work as the great pyramid at Ghizeh. At this period, as we know
from the paintings in the tombs, they were playing upon harps and
flutes and apparently singing in concert. All through the Egyptian
civilization music played an important part, but we have not in our
modern art derived anything from them in so far as we know. Our
modern harp is a different instrument from the ancient harp of the
Egyptians, radically different in its principles of construction, nor is
it quite sure that the idea of the harp came to us from them, although
it may have done so by way of some other nation. You must remem-
ber that we have no book or writing relating to music of the Egyp-
tians, and that the influence which these musical representations of
theirs would have had was entirely ineffective down to the beginning
of this century, because it was only since the Napoleon expedition to
Egypt that the remains of the ancient Egyptians began to be ex-
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plored, and that these representations came to light, so that the in-
fluence of this race is suggestive rather than important.

The ancient Hebrews seem to have had a certain development of
instrumental music, or rather they seem to have used instruments
sometimes upon a very important scele, as for example in the later
Temple, when the number of players and singers reached very large
proportions. I half suspect, however, that the music they produced
was of little more seriousness or importance than the tambourine
playing of the Salvation Army of the present time. Still, the Salva-
tion Army has room for virtuosos. I have heard the English con-
certina played very well by one of the officers of the Army at a street
meeting, and on one occasion I had the very agreeable surprise of
passing a meeting of this kind wien everything was quiet. On com-
ing near enough to discover why the bush continued to burn without.
being consumed, I found that the leader was playing upon an auto-
harp and the audience, at the corner of one of the most busy streets
of Chicago, was listening, as the saying is, for all they were worth.
The cffect was very pretty indeed. I did not learn whether the waltz
he was playing had sacred words or whether this was merely an in-
terlude in an otherwise exclusively devotional undertaking. As you
know, the instruments of the ancient Jews were the so-called timbrel,
which was probably a tambourine, and the harp. Of course what
they called an organ was merely a flute or something of that sort.
Their harp also probably had very few strings, and it is not at all
certain but that when Saul threw his javlin at David it was because
David played so badly, and that the distraction of the melancholy of
the king was accomplished through his betting with himself as to
whether David would get the next note right or not. This is not the
light in which ancient tradition represents it, but modern science
shows that many of the traditions were imperfectly founded in fact.

Another civilization which was very highly developed was that of
the ancient Greeks. The Greeks also made very great account of
music, but the music they had was of a very indifferent quality.
Their lyre was an instrument of so limited powers that for musical
purposes a moderate sized auto-harp would stand to it in about the
relation that a Steinway grand piano stands to the Virgil practice
clavier, the lyre of the Greeks having but little more music in it
than a Virgil practice clavier, certainly not nearly so much as the old
clavier that Bach played upon—not a quarter so much.

Of all the ancient nations, only one left us any idea which we use
now in our music; viz.: the Greeks, who had ideas upon rhythm and
also upon associating music with words. These two ideas have been
of very great value to modern art. It is altogether likely that what
we do with them is infinitely beyond anything which the Greeks ac-
complished, but we are indebted to them for the suggestion, and in
art a suggestion is like a half-cent’s worth of yeast in a pan of flour
—it 1s the whole story.

In another respect we are under very important obligations to the
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ancients, and on the whole I think this is the most important obliga-
tion we have to them of all in a musical way. They furnish us with
many of our ideals in regard to music. The sacred writings of Israel
are full of references to musical instruments, and to worship and
praise to be expressed by means of them, in such a way that they
have been and still continue to be an inspiration to religious music.
The Greeks also had ideas upon the ssthetic and educational value of
music which the moderns have hardly improved upon. I have quoted
in my History of Music a number of these, and there are some very
beautiful things to be found in the writings of Aristotle and of Plu-
tarch. In fact, if I remember rightly, Plutarch wrote a book upon
music. This, however, I have only once looked over.

There was another ancientcivilization, that of India, where music
was developed to a considerable extent, but there is an entire ab-
sence of historic perspective in our knowledge of India, in conse-
quence of which it is very difficult to ascertain whether a certain in-
strument was in vogue 1600 A. D. or 1600 B. C., and uncertainties of
this sort tend to obscure scientific deduction.

With the Chinese it seems to be a question of claiming everything
in sight, and there is no invention of the modern world, which, ac-
cording to some writers, this curious nation did not discover, as.
a rule some three or four thousand years ago. Certainly they had a
musical scale with perhaps twelve divisions in the octave, and we are
sometimes told that they discovered the tempered scale of modern
music. There is no evidence that 1 know of in support of this fact,
and it is altogether unlikely that they did anything of the sort, be-
cause the tempered scale is the result of a series of compromises
which could only have been made when the harmonic bearirgs, upon
which our major scales rest, had been found out.

The true view seems to be that music is like almost every other
art and skill of man: When a certain advance has been reached, or
a certain point of intelligence has been reached by the race, certain
processes of manufacture are found out and practiced. In this way
we have a stone age, an iron age, a copper age, etc. When man
reaches a certain point of enlightenment he begins to form for him-
self a respectable religion, and then he turns to the arts of poetry
and music, and in them arrives at results which possess at least some
of the qualities of the most advanced. What they will do with the
beginnings they thus arrive at depends upon their cleverness and
upon their having a certain surplus of means of existence over the
need of supporting life, and their freedom to experiment and advance.

The art of music seems to answer to what we might call a senti-
mental need of man. As soon as he begins to have a certain elevation
of sentiment, then he begins-to make what he calls music, and to talk
about it, and this is what we flnd in the writings of the ancient
Greeks, the Jews, and cven to a limited extent among the Romans,
although the Romans were not much given to music. They were
somewhat like the modern Englishman—they seemed to have had a
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contract to rule the universe, which took up all their spare time, so
that art had a comparatively meager footing among them.

Of the ideas which we actually use in the music that we most of
us know, I think it very doubtful whether any of them come from any
ancient nation. The art of music, as we now have it, is the legiti-
mate outgrowth of a series of experiments in harmony which had
already begun with the ancient Greeks, and continued rather blindly
and unproductively down to about 1200 of the Christian era, and from
that time continued more intelligently until finally our whole modern
art of music has been developed; and even in our ideas of rhythm I
should doubt whether we could say that we were directly indebted to
the Greeks or anybody else for that, any more than we can say that
we are indebted to the Arabs for the multiplication table. Whenever
the developing man has more than one wife or pony or dog he begins
to count, and he counts till he comes to the end of his possessions.
When he begins to trade with other fellows of the same tribe, then
he begins to calculate, and it is only a question of getting together
a flock of sheep, and a few cattle, and a drove of horses, when the
entire elementary mathematics are brought into practical application.

I will say further that while I do not intentionally undervalue the
discovery of the ancients or the perfection of their music, the opinions
I have here expressed about it are determined in part by the obvious
incapacity of their instruments, and in part by what their writers
say and do not say, the latter being frequently more important than
the former. Moreover, I consider tnat the law under which we live
is that of progress, and that the future has a great deal more for us
than the past; that the question is how to betier things we have.
Therefore, I do not consider it a healthy or productive habit of mind
to be attempting always to prove that the ancients had all that we
have and more too, when there is no evidence of the fact, and when
all the probabllities are exactly in the opposite direction.

W.S.B. M.

MASON’S TWO-FINGER EXERCISES.

“Some time ago I wrote you in reference to Mason's Two-Finger
Exercises, and the best means of employing them in teaching; to
which you kindly replied in the Etude, but I was not altogether con-
vinced in regard to the method given as to the employment of the
clinging and elastic touch comhined. In the slow form, I use the
down hand and arm movement for the first note, with the up hand
and arm for the second rote, at the same time drawing in the finger
and reversing all this for the second rhythm; and for the faster
forms only the very slightest movement of the hand, with still a
loose wrist. I find I get a better and more sympathetic tone from
the pupil by following this way. Do you advocate this?

“In regard to the slow clinging touch I have discarded the exercise
with the shifting finger, as I do not see the great usefulness of it, in
fact the super-legate seems to me an exaggeration, and one does not
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find such a way of playing in any piano composition. Of course I
understand the exercise is intended to give the pupil a clinging touch
and smoothness in passing from one to another, but I think there is
a tendency to overdo it and get a dragging and heavy method of play-
iug. Don’t you think an exercise like the following is just as good if
not better if played slowly and connectedly? (The exercise given is
the so-called slow trill in quarter notes, played at the rate of one note
a second.) E. A.H"”

In the issue of MUSIC for October I published my directions to the
summer class for the four typical ways in which I use the Mason two-
finger exercises. While I should differ from any teaching of Dr.
Mason with very great reserve and hesitation, I feel quite sure that
the average pupil will derive more benefit from the clinging touch
exercise played with a pure legato action of the fingers, without any
sliding of fingers from one key to another, or any over-lapping of
tones; played, in other words, as it has to be played in the chromatic
scale or the diminished chord. In addition to securing a perfect
legato I also desire a very distinct and perhaps exaggerated action of
both the fingers, the finger releasing the key being raised high. My
reason for this apparently unnecessary action of the fingers is that
the clinging touch exercise is the preparation for melody playing,
this touch being the staple in melody performing. In melody play-
ing, legato and a very distinct articulation of tones are of the utmost
importance. It is very important on many accounts that the finger
leaving the key should arise promptly, and it facilitates keeping the
weight of the hand ‘on the melody tone to do this. There are times,
perhaps, or individual pupils who wiil be benefited by the sliding
exercise as taught in the book. The object of the sliding exercise is
to secure the bearing down on the keys—the earnest pressure so im-
portant in melody playing, in the production of which the triceps
muscle plays so important a part; but, if this exercise is persisted in,
a certain amount of cramping of the fingers and stiffening of the
wrist are likely to ensue, especially in the case of pupils who are not
carefully watched.

Dr. Mason sometimes has the idea that the raising of the fingers
preparatory to playing melody tones is unnecessary and in many
cases harmful to the quality of tone produced, and therefore he some-
times professes himself quite willing to dispense with finger raising
entirely. I notice, however, that all good artists who play well in
public, make a great.point of raising their fingers high in playing
slow and serious melodies, and there is no question but what a pupil
can be brought to a satisfactory articulation of melody tones more
‘easily in this way. Probably it is important that the melody finger
should make its touch upon the soft cushion rather than upon the
end of the finger.

The superiority of the two-finger exercise here mentioned over the
slow trill exercise, lies in the substitution of fingers. When you take
two fingers, such as the fourth and fifth, and play the scale legato,
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taking each ascending tone with the fifth finger and substituting the
fourth finger presently, leaving the fifth finger free for the next tone,
the act of changing one finger to another on the same key necessi-
tates a flexion of the point of the finger which is extremely advantag-
eous to the hand-condition in melody playing. In other words, it
promotes sensitiveness of finger tips and flexibility of fingers, and
these two are among the main indispensables of melody playing.

‘With reference to your treatment of the slow form of the two-fin-
ger exercise with the elastic touch, I am myself convinced, after five
or six years use that it is very advantageous to the hand to play this
exercise in the two radically different ways shown in my directions
last month. In the first way both tones of the motive are played by
arm touches, the finger not being active except as a transmitter of
force. The first tone is made by the fall of the arm and the second
by the up-arm touch;—the springing away from the keyboard, in
which the triceps muscle ie the real force producing the tone. The
exaggerated wrist motions in this exercise have their value as loosen-
ers. In the second form I should try and produce the first tone with
a fall of the hand, moving freely on the wrist, and the second tone
by extreme finger staccato, in which the point of the finger sweeps
vigorously towards the palm of the hand, and I should liberate the
wrist so that the hand will spring up a little by the momentum of
this finger blow without disturbing the location of the forearm at
all. The object of this exercise thus treated, is to liberate the hand
somewhat from the arm, so that it can be employed as a hand it
wanted. In your way you do not have any hand motion for the first
tone, and your second tone is practically an arm touch, or extreme
finger staccato assisted by the up arm. In actual playing there are
many cases where these would be the touches employed for begin-
ning and ending a very strong phrase; but there are other cases
where it seems to me a hand acting more freely and more independ-
ently of the arm is also desirable. I am in the habit of using the
momentum of the hand upon the keys in places where the force is
80 moderate as not to require the arm, and for the purpose of play-
ing very rapid octaves it Is indispensable to have the hand well
loosened at the wrist, and I believe this exercise to be one of the
best practicable means of securing this. At the same time, and I
mention this on your side, the Delsartean method of removing the
hand from the keys is by raising it by means of the arm, the points
of the fingers rising last. The wrist is the director of the hand
motion and generally leads. It is altogether likely that you and
many other good teachers obtain the loose wrist condition by means
of other exercises and therefore do not require it from these.

MUSIC IN GERMAN EDUCATION.

“Your name was given me to ask for information in regard to
music as a factor in German education. Can you refer me to any
books or periodicals bearing upon this subject? D. E. L.”
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Strictly speaking, music is not a factor in German education, in
the sense of occupying a definite position in the list of studies and
in the examinations. In the elementary schools, however, music is
taught to some extent, and in the latest published report of the
United States Commissioner of Education, Dr. William T. Harris,
you will find a number of accounts of music teaching in the differ-
ent provinces and countries in Germany. A certain amount of in-
struction in musical ssthetics is given in the German universities,
or, more properly speaking, in most German universities there is a
lecturer upon these subjects, his audiences depending upon his emi-
nence and attractiveness. 'The German university does not teach,
any more than a hay-stack feeds a horse. If the horse can get his
nose near enough the stack to nibble he can have the hay, but the
stack will take no trouble to carry it to him or to pick him out a
choice bit. This is the attitude of the German university.

‘While music has no status in formal education in Germany, the
tradition of the people and the spirit of the people is such that music
enters into their daily life and pleasures to a degree of which we,
in America, can form no idea; and so there is a great deal which
can be said, one way and another, about it. My own impression is
that more is being done by Prof. Stanley, at Ann Arbor, and Dr.
Rice and his associates, at Oberlin, to make music a factor in edu-
cation and to do this with a certain amount of justice to art and
to discipline, than at any German university. In fact, the entire
spirit of the American university still has in it a good deal of the
missionary aggressiveness due to the clergymen who were the first
founders. Still, witk all our advance, the higher education has a
very important problem to s