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FOREWORD

N enormous amount of music is carried over the air by radio to mile
lions of listeners. Some of this music is trash, which therefore
deserves no recommendation or explanatory comment. But there is a
constantly increasing quantity of real music which can be heard over
the radio today, and as the greater number of listeners have never had
an opportunity such as this before, it is important that their musical
intelligence should be sharpened and their power of appreciation
increased.

The book, Music on the Air by Hazel Gertrude Kinscella, is a real
contribution in this direction. The writer occupies an honored place
among musicians and has been active as an educator for many years.
She has called to her aid some of her most noted colleagues who are
specialists in the subjects of which they write. I prophesy a large
distribution for this book, as it will fill a real need.

Warrer DaMroscH
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INTRODUCTION

MUSIC AS AN INTERNATIONAL
LANGUAGE

HERE is a Russian edition of Rimsky-Korsakov’s Scheherazade,

a suite of pieces for orchestra founded on the Arabian Nights En-
tertainments, which flaunts as title-page a most gorgeously Oriental de-
sign of bright blues, reds, and greens, on a background of gold. It is
strikingly handsome and quite barbaric, reminding one more than any-
thing else of the wall decorations of Byzantine architecture. And the
last touch of outlandishness is given by the text in those strange Rus-
sian letters which look, according to a whimsical friend of mine, “as
English does when you have belladonna in your eyes.” To sce discern-
ingly such a title-page, feeling the remoteness of the point of view that
produced it from that of the Anglo-Saxon mind, and then to turn over
the leaf and read, with a thrill of appreciation, the stirring melody with
which the piece begins, is to gain a vivid sense of the universality of
music, its power to bridge even such a chasm as that which separates
East and West. A Russian and an American who stopped at the title-
page might well feel a strangeness in each other, a sense of fundamen-
tal differences in racial memories, traditions, tastes, which would need
only an occasion to manifest itself in active enmity. Yet if they once
heard the music, witnessing each other’s delight in it, they would feel
underneath all this a bond of common human feeling uniting them
already in potential friendship. However litle sympathy they might
have in other respects, the music at least would speak to both, by virtue
of its unique power as the only language that requires no translation.

DanmEL Grecory Mason



MUSIC ON THE AIR

HE STORY of radio broadcasting is a story of magic. It had its
Tbcginnings in mass communication and developed over a long
period of years.

It is hard for anyone to realize the amazing achievements and develop-
ments of the past fifteen years. Communication during the World War
took form in several fields, one of which was the development of radio
transmission and reception, both telegraphic and telephonie.

I recall the thrill of the first broadcasting that I ever heard, a record
of Sousa’s “Stars and Stripes Forever” played in Sioux City, Iowa, and
reccived by us in an amateur receiving station in an upper class room
at the University of Nebraska at Lincoln—the amateur announcing, the
winding of the phonograph, then the stirring melody. . . . Now, an
hour ago, we were sitting in a service in historic old Trinity Church in
Wall Street, New York City, and heard the chimes, just overhead, peal-
ing out the melodies of Old World Christmas carols, to be synchronized
with chimes playing the same carols from St. Dominiques in Quebec,
Canada. . . . The wonder of the radio never ceases!

How many people heard this latest broadcast cannot be known, but
there are, in the United States, according to the latest statistics, seven-
teen million receiving sets, and nearly twenty million homes wired for
radio reception—nearly forty million places in the United States alone
where people may gather to listen to music on the air!

That there is much music for them to hear is assured by the latest
broadcasting reports, which state that over 67% of the total of all
broadcasting done in the United States each twenty-four hours is music,
bringing two million letters of radio applause to one large broadcasting
office, alone, within the past ten months. Some of the letters bring com-
mendation, some bring criticism, but many thousands bring questions,

3



4 MUSIC ON THE AIR

the answering of which is the purpose of this book. There is no single
statement made, topic suggested, or piece of music discussed in this
work—from the oldest folk tune to the latest opera—which is not the
result of a question asked by some interested music lover or radio
listener.

“What are the ten most popular pieces in the world? The names of
the instruments in the orchestra? What makes modern music modern?
How do concerts and opera come over the air? Who wrote the first
radio opera? Who invented the violin? What is the difference between
a ‘symphonic’ and a ‘military’ band? Why do people stand up when
the ‘Hallelujah Chorus’ is sung? Why is the Unfinished Symphony
called ‘Unfinished, and where did the Farewell Symphony get its
name? What folk songs are mentioned in the Bible? Why did Dvofak
write the ‘Humoresque’? What are the ‘Bible’ Sonatas? What is the
Beggar’s Opera? How is an opera got ready for performance?” are a
few of the questions asked.

The first known continued programs on radio were broadcast by
Dr. Frank Conrad in his garage in Pittsburgh just after the World War.
Dr. Conrad was and is an engineer in the offices of the Westinghouse
Company. Interested in the novelty of radio he rigged up an amateur
set and in leisure hours sent out programs of music played on victrola
records. Occasionally he added interesting news items. His little broad-
casts met with such a response that heads of the Westinghouse Company
suggested that such communication might become a great influence in
the development of the nation’s home life, took over his plans, and
organized the pioneer broadcasting station of the United States, KDKA,
in Pittsburgh, which sent out the first national broadcast in its report of
the presidential election in November 1920.

This was not the first single program, however. On Christmas Eve,
1906, Reginald Fessenden had transmitted a program. Later, Lee De
Forest did the same and tasted the flavor of great things to come. Some
years before he had spent a very precious twenty-five cent piece—the
only one he had at the time—for a seat high up under the roof of the
Chicago Opera House. Now the idea came to him that it might be
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THE SINGER AND THE SONG 35

|| Of the first, a fine example is the charming “Heidenréslein” (Hedge
Roses) by Schubert, in which a story is told of the small boy who
found the thorns that always accompany a rose. Here each verse of
the simple story is sung to the same liking melody. Another is Schu-
bert’s setting of the old Scottish legend, “Edward.” (There is also a
setting by Loewe.) This is the gruesome tale of the cruel mother who
inspired her son to kill his father, the king. When he returns to the
castle in bloody clothing, she asks him what he has done. “What have
you done, Edward, Edward?” At first he says that he has killed his
ﬁawk, then that it was his horse, and finally, that it was his father.
Very appropriately, the same question has similar music in cach of
its repetitions. Here indeed the singer must serve as narrator, giving the
tale in as simple and dramatic a telling as it doubtless had when car-
ried from castle to castle by the minstrels of the olden days. In the
strophic song one really reads the poem, accompanied by music, thus
setting up the supreme importance of the text—an inheritance from
the days of folk song.

| In the “through-composed” art song the music is often of infinite
variety. Schubert’s “Erl King,” in which the singer must impersonatc,
in turn, four characters, requires a versatile singer and a gifted accom-
panist for successful performance.

Each song has a personality as definite as that of a person, cach its
own definite and distinct style. For example, “Du bist die Ruh,” with its
flowing, sustained melody and slow crescendo, is a remarkable illustra-
tion of the expression of peace and mood. Meter and style of its piano
accompaniment faithfully mirror the meter and style of the poem.
Again the message of the song comes from the poem through the
music. . . . And I have heard of songs being written before the poem
had been chosen!

One of the finest contemporary songs to display special agrecment
between words and music is Mrs. Curran’s “Nocturne,” in which she
has written both the words and the music, producing a real unit. “It
is night, and stars are brightly shining”—a lovely musical picture of
definite mood. Others are the setting of Joyce Kilmer’s “Trees” by
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Frank Tours, a description of a definite object; the idyllic “Phydile” of
Duparc; or the rollicking “Gypsy John” by Fred Clay. Contrast the
effects achieved by a single composer, such as John Alden Carpenter of
Chicago, in his “Sleep That Flits on Baby’s Eyes” and his “Green
River,” the latter song being a poetic description of a man who, in
his walk through field, by stream, flowers, and trees, communes with
Nature. In the first he is influenced by the text to write a delightful
description of slumber.

Much-of the sincere dramatic value and artistic completeness of the
many gems by Schubert lies in the fact that a large part of his output
was written, not for the public, but for the sheer joy and necessity of
creating, and also sometimes to give pleasure to his friends. Some
modern composers, on the other hand, are thinking of the “effect” on
the public, all the while they are writing.

Sorry the artist who has no sense of humor (especially about him-
self). How else can he sing Beckmesser’s grotesque serenade from Die
Meistersinger; Woolsley Charles’s “Green-Eyed Dragon,” which con-
jures up such a delightfully comic picture of the ogre which “on the
front doormat sat”; or Moussorgsky’s satirical “Song of the Flea” (text
from Goethe’s Faust), a most marvelous setting of an old Russian
legend?

How charmingly, and in how varied a manner have composers of dif-
ferent nationalities approached the composition of a serenade! There
is the “Serenade” of Jirnefelt, a Finnish composer, a lovely song of
great depth but of equally great restraint, reflecting the characteristic
reserve of the composer’s Northland. Contrast this with “Matinatta”
by Leoncavallo, a serenade filled with poignant rapture and with pas-
sionate Latin feeling. Dearest of all to the singer is Schubert’s irre-
sistible “Serenade,” so calm and serene. It is told of its origin that
Anna Froélich, a teacher of the art of singing at the Vienna Conservatory,
wishing to celebrate a friend’s birthday, begged from Franz Grill-
parzer, a Viennese poet, the words of this immortal song. She then
showed these to Schubert, who read them through quickly several
times, as he stood leaning against the piano, interrupting himself to
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produced a large amount of the most exotic and valuable contemporary
music of the century.

Most of the plots used by these Russian composers in their operatic
music are half fairytale and half history, the effect produced being some-
thing that can best be told only in music. As a plot for Life for & Tsar,
Glinka used a heroic tale of seventeenth-century life in Russia which
tells of the accession to the throne of Mikhail Romanov, in 1613. Ivan
Susanin, a patriotic Russian peasant, is the hero. He and his daughter
live in a small village where they are visited one day by a band of Polish
soldiers who have lost their way while traveling to Moscow, where they
hope to capture the future Tsar and prevent his coronation. Susanin,
suspecting their treason, offers to guide them on their way, but, instead
of taking them to the Tsar, leads them, under cover of the darkness,
into a marshy forest. Meanwhile his daughter hurries to the hiding
place of the future ruler and warns him of his danger. Susanin is sus-
pected of treachery. During the night he argues with the Polish soldiers,
but rather than betray his master, gives his own life. His strategy gives
the Tsar time to escape to Moscow, where he is triumphantly crowned.
Susanin’s two principal arias, one sung as he offers himself as a guide,
and the other as he realizes the hopelessness of his position, are among
the most dramatic in operatic literature.

The first production of the opera, which not only uses the historic
tale of a ruler, but also draws heavily upon national rhythms and folk
airs, was in St. Petersburg in December 1836. Some of the nobility, sens-
ing its popular appeal, and ignorant of the influence this work was
to have upon the art of their land, laughed at it and called it “music of
the coachmen.” But they too, soon came to realize its dramatic force and
great human reality, and to further Glinka’s efforts.

Another Russian opera which is, in a way, parallel to Life for a Tsar,
is Boris Godunov by Moussorgsky, with text by Alexander Pushkin,
Russia’s great national poet. Boris is a real character, the despotic regent
who ruled Feodor, the weak-minded son of Ivan the Terrible. Gregory,
false pretender to the throne, and the vagabond monks Varlaam and
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Nussail, furnish some of the most dramatic moments. The entire tex-
ture of the music is interwoven with folk music characteristics, and some
complete songs are used, as in the Coronation Scene. In Act II several
colorful folk dance rhythms are introduced.

The libretto of Rimsky-Korsakov’s fantastic opera-ballet, The Golden
Cockerel, is based upon a skazka, a type of supernatural fairytale pecu-
liar to Russia. Here a harassed King is presented, by his astrologer, with
a golden cockerel which will always give him warning when danger
is near. Local color of the nearby Orient was easily adapted to fill in the
traditional flavor. The opera, completed in 1907, included many satirical
reflections upon monarchy in general, and the Russian court was so
displeased that its production was delayed two years. The “magic” of
many of the scenes made it difficult of performance, and in 1912 it was
arranged by Fokine as an opera-ballet. As presented in New York, the
action is given to the ballet while the principal singers and chorus,
clothed in dull red robes, are seated on terraces built upon cach side of
the stage. Each réle thus has two representatives whose activities are
closely synchronized. Folk melodies of Russia are introduced into the
first and last acts; the King’s humorous dance is accompanied by music
of Oriental origin; and the popular “Hymn to the Sun” (sung by the
Queen, accompanied by gousli players, Act II), with its exotic melody,
florid arabesques and cadenza-like passages, and weird modulations, is
one of the finest examples of the influence of folk material in art song.

Any review of Russian “national” opera must include mention of
Borodin’s colorful Prince Igor, begun in 1870, worked on for the remain-
ing seventeen years of the composer’s life, and finished by his friends,
including Rimsky-Korsakov and Glazounov, who orchestrated and
arranged the existing sketches, or set down from memory, sections they
had often heard him play. The opera is based upon the life story of Igor,
a historical personage of pagan days in old Russia, who led an expedi-
tion of Russian princes against marauding nomads called Polevetzians,
in the twelfth century. Featured in the works are a series of Oriental
dances which take place in the camp of Khan Konchak, who has cap-
tured Igor. These—a few of which are choral dances, accompanied by
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singing of dancers and onlookers as well as the orchestra—are a super-
lative example of suave delicacy as contrasted with pagan Tatar sav-
agery, and remarkable in their reflections of Russian rhythms, and
melodies of the East which are frequently heard in Russia. They are
aften played as independent orchestral numbers.



ENJOYMENT OF SONG
BY MRS. H. H. A. BEACH, dmerican Composer

HIS is an age of song. Even the air is full of song, but the art or

concert song, as we know it, was not always known to the world.
As singers, song writers, or listeners, we owe much to the folk song, and
just now there is a return to and revival of it.

Even among our contemporaries there are many wonderful folk-
singers. I have in mind a prairie picture from our own America, of an
old Indian sitting, at dusk, before his simple home in the West, beating
gently upon his tom-tom and singing softly to himself, the treasured
song lore of his race—his memories taking on the form of a reverent
soliloquy.

The entire life of the Labrador Eskimos is set to the accompaniment
of song: primitive fragments with short, decided rhythms. A favorite
song describes “The Returning Warrior,” gives all his adventures, the
games of the children dancing hand in hand around a ring, the wed-
dings, and the funerals. The song is taught orally by one generation to
another.

The Balkan region, too, is the background of wonderful folk tunes
which have entered into the history of the people. Even a cry to Mace-
donia for help, repeating the one of Saint Paul’s time, has come down
through many centuries and forms the occasion for a superb melody.

In its evolution folk song was probably first a communication, then
an improvisation or part of a ritual, a bit of primitive life, a scene from
medieval pageantry, an element in the development of sacred plain-song,
as well as an entity in itself.

The reason that the folk song lived is that it was so very simple that
people learned and sang it unconsciously. The tune was at first unac-

24



ENJOYMENT OF SONG 25

companied, or else accompanied by the very simple rhythmic chords
suggested through the dance and by the primitive instruments of the
day. The song then grew gradually, the first singer expressing himself,
possibly, with only a few notes. Each singer who repeated it expressed
his own feelings also, and may have added a few more notes until, at
Iast, the song achieved a completed form. It acquired balance of struc-
ture naturally, for people then did not demand drama, but only the
depiction of each emotion. It acquired shape, as a rumor does, and
finally became a complete and expressive communication to the world
of an inner feeling.

The development of the art of printing made song universal as was
not possible when it could only be perpetuated orally. The song maker
of the folk became the song writer and music was now the product of
an individual rather than of a people. Each song was now written to
some particular poetic text, whether dramatic or lyric, and for the
widest variety of accompaniment.

In writing a song the composer considers the voice as an instrument,
and that the song shall be singable should be the fundamental principle
underlying its creation. Many an otherwise magnificent work lies on
the shelf, unused, because it is not suitable for the voice, being over-long,
of awkward range, or having its idea overdeveloped. The music should
be the poem translated into tone, with due care for every emotional
detail.

It is of remarkable interest to see what a different reaction two com-
posers of equally high standing—such as Robert Franz and Robert
Schumann—will make to the same poem. To one it may scem infinitely
sad, heart-breaking; to the other, the identical words may scem only a
lovely suggestion of pathos. Another point of contrast is the almost in-
finite variety of interpretation given to the same song by singers of
equal rank. Ten artists may sing the same song, each carrying out the
composer’s intentions with real exactness, but from a different view-
point, and producing quite different results.

" The best thing any person can do to further his own enjoyment of
song—whether he considers himself a singer or not—is to sing many of
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the finest songs. If he really cannot sing the song he can still sing at s
and thus help himself to become an appreciative listener as well as to
build up for himself a mental library of song. To do this one may begin
with the valuable old Scottish or Irish ballads sung in early days by wan-
dering bards. In these is much repetition of the same little tune, whether
the poem be one of tragedy, adventure, or comedy. Get the music, be-
come acquainted with it, finger out the melody on the piano if you can
do no more; say, learn, sing the words. Hum the tune. Learn the title in
both languages if the song be written in a foreign tongue. Buy a record
of it. Go to concerts where it is to be sung. Tune in on good radio con-
certs of song. All this will open up new vistas of delight.

In the published collections one finds many genuine treasures among
songs so simple that they are seldom included in concert programs, yet
bear the stamp of a master. One may gather, in the mind, the song
treasures of many generations, beginning with such simple gems as
Mozart’s “Violet,” the Haydn “Roéslein,” “Longing” (Wonne der
Wehmut) by Beethoven, “For Music” by Robert Franz, songs by
Schumann; and the exquisite “Lullaby,” “Little Sandman,” and “The
Blacksmith” by Brahms. Fauré was the creator of many French art
songs of great finesse, delicacy, lyric emotion, and subtle profundity.
Cécile Chaminade has given us treasures in song which are not well
enough known. Franz Schubert, who broke down the rigidity of song
previous to his time, is, at his best, so fine that all other composers kneel
at his feet, and there are so many of his songs which all should know—
such as “The Wanderer,” “Ave Maria,” and “Serenade,” that it is dif-
ficult to make a choice. Then there are the many splendid songs of our
own American writers—Edward MacDowell and the many contem-
porary writers.

There is enjoyment in every contact with beautiful song—in writing,
singing, playing, or even thinking of it—and it brings to the listener a
sense of discovery of a world in which serenity and contentment still

reign.



SONG AND THE ACCOMPANIMENT
. BY FRANK LAFORGE, Americen Composer and Teacher

HE AIM of a singer is to make certain texts intelligible, and to
‘ impart to his declamation of them such human expression, imita-
tion, or representation of certain emotions as to create, through the aid
of the listener’s imagination, a definite mood. The exact proportion that
the song accompaniment plays in this creation, it is impossible to tell,
but it is certain, because of its long and varied history, that the ac-
companiment to song—usually instrumental, though sometimes vocal
—is one of the vital elements in its appeal.

Just as there have been many kinds of song, so have there been many
kinds of accompaniment. The early folk song was usually unaccom-
panied, or, if used, in itself, as an accompaniment to folk dance, was em-
bellished by beating of hands by the onlookers. Thus the first accompani-
ments were probably merely rhythmic, such as the monotonous but
cffective drum-beats still to be heard in the traditional songs of primitive
peoples; or, as simple rhythmic chords played by the home musician, or
by the itinerant bard upon his small lute or harp. Such supplementary
rhythms inspired both singer and listener to greater endeavors, as has
b:ccn seen repeatedly in times of danger or in the folk “working-songs.”
Percy Grainger says that “Rhythm is the thing called in to make people
work harder than they naturally would.”

The invention of printing encouraged the writing of longer and more
complicated music, but, as much of this was inspired by sacred texts and
intended to be performed in the church, it was sung unaccompanied. The
exquisite many-voiced writing of Palestrina (1526-1594), whose beauti-
ful music brought to a climax the composed church music of the six-
teenth century, is an example of such a kind of song.

27



28 MUSIC ON THE AIR

Toward the end of the sixteenth century, the remarkable development
of secular song through songs of the minstrels, troubadours, and minne-
singers brought into prominence the artistic possibilities of the vocal solo
and of the instrumental accompaniment found desirable for its em-
bellishment or background. The invention and elaboration of musical
instruments were hastened by the desire of all fine singers for a more
* appropriate accompaniment.

The performances of the “first opera” in Florence in 1600, and of
Monteverde’s more elaborate operas Orfeo and Arianne, given a few
years later, were impressive not only because of the dramatic stories they
told, the alluring art of the singers, and the novelty of the entire form
of presentation, but because of the spectacular size of the “string band,”
as the orchestra of the day was called, the Florentine accompaniment
being written for harpsichord, lutes, and large viols.

Of Arianne only one number now remains, but this, the “Lament of
Arianne,” is said to have been the first dramatic aria ever created. To
understand this wholly it is helpful to compare a bit of early plain-
chant of the church, after which many of the popular songs of the
time were patterned with a phrase from the “Lament,” in which the
sentiment of the words is echoed in the broken and dramatically ex-
pressive character of the melody.

But even in those operas the accompaniment was very simple, and
not until the rise of the arz song, and the contemporary development of
opera, did a song come to be composed throughout, by which is meant
that it is written so that melody and accompaniment combined create a
perfect unity, the music telling the story as completely as do the words,
the finished composition being heard as the perfectly blended expression
of one kind.

In the art songs of Franz Schubert, which include the familiar “Erl
King,” “Who is Sylvia,” “Hark! Hark! the Lark,” “Gretchen at the
Spinning Wheel,” “The Wanderer,” and the entire cycle of the “Schéne
Millerin,” are such glorious examples of the art of accompaniment
writing as have never been surpassed by any song writer. Here the
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superb pictorial or descriptive effects and vividly rhythmic treatment
of melody call for the most artistic performance on the parts of both
singer and accompanist. Incidentally, the greater the artist, the more
exact is the observance shown for the regular accents of the notes in
singing. The better singers always secure their most striking effects with
the least possible unsettling of the rhythm of the songs as set down by
the composer, and take the fewest liberties with his music. Strict ob-
servance of rhythm is only a recognition on the part of the artist that
singing has other demands besides those of sound. It is an acknowl-
edgment of the composite character of every musical performance, even
of one so simple as a song.

When the best results are obtained, all the elements are in perfect re-
lation and balance, including time, tune, expression, tone color, and
whatever else enters into the problem. In other words, music consists in
the co-ordination of a number of things, each of which is just about as
important as the other. The piano and voice parts should be considered
together, as a unit. The piano, when used with the voice, requires a
different touch from the piano when used as a solo instrument or in
association with other instruments. Accompaniments played in soloistic
style will never do, although in many of the Schubert, Schumann, and
Brahms songs it has much independence and may be made as expressive
as the player chooses. But it must not take attention from the voice.
Good ensemble is one of the things for which there exists the highest
popular appreciation. In the preludes and the postludes of the song, the
accompanist becomes the soloist and should use a solo tone,

In the “Erl King,” one of the greatest art songs ever written, the ac-
companiment supplies the main elements of the drama. The entire
song was composed within an hour, Schubert having become wildly
excited after reading the Goethe ballad of the terrified father’s mad ride
through the night, carrying his dying son in his arms, while beside him,
singing alluring words of invitation to the child, travels the dread Erl
King, a mythical character which, in the Middle Ages, represented
Death. Here Schubest has written an entirely different and individual
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type of music to accompany each of the characters in the song drama,
impersonating, in turn, the Narrator, the Father, the Child, and the
Erl King.

In “Gretchen at the Spinning Wheel” the accompaniment depicts the
incessant turning of the whirring wheel and helps to carry the tragic
note of the maiden’s lament through to its climax. Many listeners think
that the accompaniment to “Wohin” (Schubert) is meant to suggest the
murmuring of a brook, but this is not so. Here it is plainly a mill-wheel,
turning upon its axis, that is depicted, the music being quite different
from that of “Jealousy and Pride” (Eifersucht und Stolz) in which the
rippling waters of a brook, moving now here, now there, and going all
around, are pictured.

“Hark! Hark! the Lark” (text from Shakespeare’s Cymbeline) ex-
presses in its accompaniment, as well as in its vocal melody, the up-
lifting rapture of a morning in the spring of life, the music being a
lovely mirrored reflection of the words. Schubert’s “Who is Sylvia?”
is another exquisite setting of a Shakespeare text. The unnumbered
settings of Shakespeare’s lyrics, incidentally, may be said to constitute
a distinctive branch of song literature. The personality of no other poet
so dominates the songs he has inspired or so unconditionally circum-
scribes and classifies them. The term “Shakespearean song” conveys
even to the unmusical listener a highly definite impression, thus revers-
ing ordinary conditions by emphasizing so very sharply the uppermost
importance of the song’s poetic foundation. But the Shakespearean
songs which have touched the hearts of the multitudes have, largely,
emanated from the pens of Englishmen and Americans. Only Franz
Schubert is the great exception that proves the rule. One reason for this
large proportion of successful Anglo-Saxon Shakespearean song is the
fact that Shakespeare wrote a large number of his song poems in
adaptation to the rhythms of old melodies already popular and firmly
entrenched in the minds and hearts of dwellers in Great Britain.

Haydn wrote many descriptive accompaniments, for instance, his
“Roaming in Foaming Billows” from the Creation. Handel was a mas-
ter in expressing mood and grandeur through his aria accompaniments,
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as shown by the deeply devotional “I Know That My Redeemer Liveth,”
from the Messiah, in which complete conviction is expressed in even the
first notes of the instrumental introduction. :

Although the art song did not come to its full maturity until the
time of Schubert and his associates, the composers of many of the
oldest pastorales for the voice made their accompaniments contribute
— o far as the instruments which were then available permitted—to
the establishment of mood, or to description. .

Speaking of old songs, I have never been able to see why artists think
themselves bound to treat old sixteenth- and seventeenth-century airs
like church music. When about to sing a love song like “Amarilli” by
Caccini, many a singer lapses into a state of dreary solemnity and de-
livers the love song as though it were a hymn, and then tells us that
it is a “matter of style.” It is not. The people of that age were thor-
oughly as human as the ones of a more modern day, and their songs
'should be interpreted according to their human quality. Not to do
so is to misinterpret them. It is as bad as the playing of certain
Beethoven “specialists” who are so afraid of humor in music that
they miss the whole spirit of Beethoven, the musician above all others
in whose music humor runs rampant. It is no wonder to me that
some persons have a dread of these old classics. But the fault is en-
tirely with the “stylists.”

Schumann, being a pianist, excelled, in his songs, in creation of at-
mosphere through the accompaniment, and many of the most telling
accompaniments in existence are from the pen of Johannes Brahms.
The exquisite atmosphere of romance and poetry which emanates from
Brahms's “The Nightingale” is established by the hauntingly beautiful
piano introduction. In his “Song of the Lark” the voice part is largely
recitative, coming in between the “verses” of subtle rhythmic accompani-
ment.

It is amazing, when one considess, the influence which nature, and
particularly the songs of birds—especially the cuckoo, lark, and night-
ingale—have on composed song. These three songsters have been given
especial prominence since the days of John of Fornsete and his famous
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round, “Sumer Is Icumen In, Lhude Sing Cuccu.” The cuckoo gained
musical fame because of the character of its two-note song; the lark
and the nightingale because of the variety and exquisite beauty of their
songs.

In the Brahms songs, which number nearly three hundred, there are
more than forty in which the texts make reference to birds, with the
nightingale the most frequently mentioned. These poetic references
are, naturally, reflected in the accompaniments to an astonishing de-
gree. For instance, in the accompaniment of “Nightingales Are Wing-
ing” (Nachtigallen Schwingen), Brahms keeps mainly to an imitation
of the twittering of birds. In “Rest Thee, My Dear One” (Ruhe, Siiss-
licbchen), Opus 33, No. g, syncopations in the accompaniment con-
tribute to a portrayal of the stillness and mystery of nature at night.
And toward the close of this song Brahms adds an extremely sympa-
thetic and tender note through the inclusion of a brief phrase from
the old German lullaby, “Schlaf, Kindchen, Schlaf.”

The music of Brahms’s “Death Is the Cooling Night” (Der Tod, das
ist die kahle Nacht), Opus 96, No. 1—both melody and accompani-
ment—is more guided by the text than is the case in some others of
the Brahms songs, in which his declamation was not entirely dictated
by important words, his greater desire being to create an interesting
musical profile. The nightingale, so favored in the Brahms texts, here
appears again toward the close of the song where, at the words “over
my couch,” the rich arpeggiated harmonies suggest the bird’s sweet
song. It is heard again in the composer’s “In Lonely Wood,” Opus 8s,
No. 6, while “The Skylark’s Song,” Opus 70, No. 2, is unusual for its
extreme constraint. In the yearning and utterly charming “Nightingale”
Brahms used a melody which was evidently especially precious to him,
as he had used it once before in a setting of “The Wanderer.”

Other nature songs of Brahms—by which, just now, I mean nature as
expressed by the music as well as by the words—though not expres-
sive of bird music, include the extremely melodic “Longing at Rest,”
with its viola obbligato suggestive of the whispering winds; “To an
Zolian Harp,” in which Brahms makes a peculiar combination of
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harpike arpeggio and unequal rhythms to suggest the eerie tones of
a wind-swept Zolian (or wind) harp hanging in a garden; the ecstatic
“Wie bist du, meine Konigin”; the colorful “Serenade,” Opus 58, No. 8;
the realistic “While the Rain Falls,” in which the staccato accompani-
ment suggesting the drops increases in strength as the rainfall grows
heavier; and the famous “Rain Song,” in which the pianistic afterpiece,
or coda, is an artistic creation in itself, in the way it portrays the falter-
ing raindrops as the storm dies away.



THE SINGER AND THE SONG

BY JOHN CHARLES THOMAS, American Baritone,
Metropolitan Opera

T was William Byrde, that eminent composer of Queen Elizabeth’s
court, who so appreciated the beauty of the human voice that he
wrote: “There is not any musicke of Instruments whatsoever, com-
parable to that which is made of the voyces of men, where the voyces
are good, and the same well sorted and ordered.”

I believe in spontaneity, the outpouring of the voice; one sings first,
then learns the technique of singing. Songs which grow from the hearts
of those who compose and sing them reach the hearts of those who
hear them. Nothing is so impressive as simplicity and sincerity.

To me the first requirement for a good song is a good story (text),
or a gorgeous melody, preferably both; and the story should always be
descriptive rather than vague.

Needless to say, all the great songs are not written by the famous
composers, although some snobbish folk look first at the name of the
composer, then at the music, then at the words.

The words of the song should transmit a message, or suggest a
definite mood or picture—these differing, of course, in effect, upon the
individual hearer. The first thing to listen for in a song is the message.
The singer’s duty and privilege it therefore becomes to deliver that mes-
sage.

Many of us speak glibly of the “art song.” Just what és an art song?
‘To me there are two distinct types: the first, strophic, in which the same
music is repeated for each of the stanzas; and the “through-composed”
(durchkomponiert) song, in which the composer writes new melody
and new accompaniment constantly as the story progresses.

34
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exclaim over their beauty. Suddenly he exclaimed, “I have it! It’s done
already.” Three days later it was really finished, parts being provided
for baritone solo and male chorus accompaniment.

A popular descriptive song of distinctly martial character and pic-
turesque personality is “Au Pays” by Auguste Holmes. Here there
is pictured the return of a soldier to his home town after an absence
of some three years. Many and sundry thoughts pass through his mind,
but uppermost, of course, is his Jeannette, his sweetheart. During his
years at the front he has been through many battles and been promoted
to top sergeant. His entire soliloquy is one of the finest pictures of
pride I can recall. His chest is covered with medals of which he is
very proud. No one is so proud as this top sergeant—he thinks he runs
the armyl “You have waited for me?” he asks Jeannette, as he sees
her. But she replies that, instead, she has married the farmer who took
her at the Fair.* His pride crumples in the dust. . .. But he is still
top sergeant! So he orders his company to march on, and with a steady
Tramp! Tramp! they disappear in the distance. The music provided
by the composer for this song is inimitable. Before words or melody
have been indicated, the swing of the marching troops is clearly sug-
gested by the sonorous chordal accompaniment. At the close, when
melody and words have ceased, the rhythmic swing of the chords is the
last sound heard.

'A song must have personality to live. Ravishing melody, appropriate
accompaniment, colorful modulations, inspired rhythms, are all but
a symbol of intensified speech; and fortunate is the composer who finds
a poem worthy of all these things!

I

® See Marthe and the Richmoad (“Mop™) Fair, page 313



FROM GREEK DRAMA TO
RADIO OPERA

ANY centuries ago it was the custom for the Greeks to amuse

themselves by gathering in the market-square to listen to al-
luring tales of adventure told and enacted by strolling story-tellers,
who, very often, embellished their tales by improvising songs which
they accompanied by plucking sweet chords from the strings of the
lyres they carried with them.

Many of the tales related by these wandering story-tellers were the
beloved myths of Greece, and told of the miraculous achievements of
the Greek gods and goddesses. In the larger cities annual festivals were
held in open-air theaters, and here longer stories were acted and sung,
and much beautiful music made upon lyres and flutes. Before the be-
ginning of each tragedy—as these Greek dramas were called—an
actor known as the prologue would come before the audience to an-
nounce and explain the drama about to be given, and to tell his senti-
ments concerning it.

In the rural parts of Greece, and presently, in rural Italy across the
Ionian and Adriatic Seas, strolling stages, or play-carts, provided popular
entertainment by carrying the drama from place to place. In Italy,
through the efforts, mainly, of a good man named Filippo Neri, who
thought more beautiful stories might be presented, there began a tell-
ing of stories from the Bible, with action, from the steps of the churches,
and to these were often added the singing and playing of beautiful
music. This led the strolling players, especially, to build carts three stories
high, so that, in their dramas with music they might show what was
supposed to be going on at the same time in Heaven, on Earth, and
in Hell.

It was the charm and popularity of such efforts as these, in which
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drama and music, and sometimes dancing, were combined, that led
the music lovers of Florence, toward the end of the sixteenth century,
to attempt the reconstruction of the early Greek tragedies, with their
formality and dignity. The first stories set to music by the Florentine
musicians were therefore those handed down from Greck mythology.
Not until later did the Italian composers use the more realistic stories
of their own times and people.

~ Such were some of the beginnings of opera. The first of the operas
thus given in Florence was the work of a group of men who called
themselves the Camerati (Comrades) and who met frequently at the
home of a Count Bardi, who was himself a poet. The little opera they
assembled (Dafne) was finally given at the palatial home of Jacopo
Corsi, in 1504.

There is no record of another opera being given in Florence until the
year 1600, at the time of the great political marriage of King Henry IV
of France to the beautiful Marie de’ Medici of Florence, when, among
all of the many dazzling events planned to honor the occasion, the most
striking was the performance of what is known, historically, as “the
first opera.” This too told a Grecian myth, the story of Eurydice, and
contained among its parts solos (arias), recitative or spoken song,
choruses, dance, and an instrumental accompaniment. The instru-
ments used included a harpsichord, triple flute, large lutes, and large
viols. The poem upon which the music was based was by Rinuccini.
Peri and Caccini had each, independently, written a musical setting of
it, and so the performance included the most beautiful parts of cach
work.

Seven years later Monteverde, a musician in the service of the Duke
of Mantua, presented at Venice a still more elaborate opera (Orfeo),
and the following years saw a tremendous development of this at-
tractive new art. .

At first the people exclaimed against the “unnaturalness,” as they
called it, of performers who sang their conversations instead of speak-
ing them, and called the composers of the opera “the Greeks.” It was
soon proven, however, that musical declamation might appeal to the
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emotions and imagination as spoken lines could not do, and within
four or five years opera had become a favorite diversion of the Italian
public, which has been warmly devoted to it until the present day.

Italian opera gradually developed into an art form in which special
attention was paid to lovely melody and to vocal display, rather than
to the plot itself. Modern Italian operas, while still beautifully melodic,
are more realistic in style, presenting the story, through the music, as
it might actually happen.

Opera spread rapidly to other countries, in some of which styles
peculiarly national have been developed. Grand opera came to mean
opera in which all the conversation was sung. Opéra comique, essentially
French, required that the dialogue must be spoken.

In Germany much use has been made of German legend as the
basis for the book, or libretto, and in that country melodic beauty has
been enhanced by the addition of fluent and scholarly and often
dramatic orchestral accompaniment. England, more truly the land of
the oratorio than of opera, is known for its successful development of
light opera, such as the Savoy Operas by Gilbert and Sullivan.* Russia
has contributed to the world a richly colored national opera built upon
the immense resources of national folk music and legend.

In America, where but few native operas have yet been written and
produced,} there is a growing appreciation of this form of musical
art. Many of the millions of people who live in the United States have
never seen an opera, living, as they do, so far from the few large cities
where opera is usually given. Many will never see one, but now, thanks
to the magic of the radio, and to the meticulous care given to operatic
broadcasts by the great broadcasting companies, all may now hear it
frequently, sung by the finest artists in the world.

This was possible in Great Britain before it was in the United States,
for, since the earliest days of its existence, the British Broadcasting
Company made a practice of broadcasting operatic performances, both

® See under Sullivan, page 393.

1 See the operatic works of Cadman, Rossetter G. Cole, Walter Damrosch, Victor

Herbert, Reginald De Koven, Horatio Parker, Charles S. Skilton, and Deems Taylor
in “Biographical Sketches.”



FROM GREEK DRAMA TO RADIO OPERA 41

of the “International” summer seasons held at the Opera House, Covent
Garden (London), and the performances of the British National Opera
‘Company, in the provinces and elsewhere. These transmissions were
further supplemented by studio broadcasts of opera.

In America, studio broadcasts—tabloid arrangements of popular
operas, or programs of “favorite” operatic arias and concerted numbers—
were the beginnings from which has come about a wonderful expansion.
On Christmas Day, 1931, the first complete broadcast from the Metro-
politan Opera House of New York City went on the air over the net-
works of the National Broadcasting Company, and appropriately for the
day this first broadcast from America’s leading opera house was the
perennial favorite, Hansel and Gretel by Humperdinck.*

" It would be impossible to estimate the number of listeners that day,
probably several million, but it is certain that a still larger number
has heard each succeeding Metropolitan broadcast, as the response
from the first was one that stirred both the Metropolitan management
and the broadcasting company which is said to have paid many thou-
sands of dollars for the privilege of offering this unusual entertainment.

From being an occasional and experimental feature, sponsored, it
was said, with some trepidation, these operatic broadcasts are now an
established part of the air program; and because of the beauty of the
music and the vivid appeal to the imagination—the privilege, too, of
hearing the most famous “stars”—are a constant source of pleasure.

The only difficulty now encountered was the length of an opera, and
the exigencies of modern radio which often prevent use of enough time
to broadcast a complete work. Thus it is interesting to note that the
first complete opera written expressly for radio production, The Willow
Tree (first performance on October 3, 1932), was done by an American,
Charles Wakefield Cadman, acting on a commission from the National
Broadcasting Company. In The Willow Tree, Mr. Cadman has, in a
twenty-three minute opera, covered the round of emotions usually in-
cluded in a whole evening’s entertainment. To accomplish this he
and his librettist, Mrs. Nelle Richmond Eberhart, had to forgo a plot

| ®See p. 337



P MUSIC ON THE AIR

and present, instead, a dramatic situation. The result is typically Amer-
ican in its directness, and is, as well, replete with beautiful melody and
skilled workmanship. The opera begins with a brief overture, and ends,
true to form, in the death of the hero. In it Mr. Cadman has followed
the accepted form, with arias, duets, ensembles (all in miniature), the
scale being commensurate with the limitations of time, and a colorful
accompaniment for small orchestra.

Broadcasting is therefore the latest, and the greatest, ally that opera
has had. It is the final step in the making possible for all of an artistic
pleasure that had its beginnings in the sweet singing of a strolling bard
on some open square in Greece, many centuries ago.



BEHIND THE SCENES AT
THE OPERA

WITH LAWRENCE TIBBETT, American Baritone,
Metropolitan Opera
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lI[' is evening in the great opera house and a gala atmosphere pre-
vails. The orchestra, all timed and ready, awaits only the lifting of
‘the conductor’s baton. The Prologue begins . . . through the great
golden curtain Tonio thrusts his head and asks, “Si puo?” (“A word?”)
then steps through and before the curtain and begins the famous aria
1of Pagliacci which ends so brilliantly with the words, “Come then, ring
up the curtain!” Another opera at the Metropolitan has begun! What
other phase of the art of music has so varied and glamorous an allure
as opera—the stage settings, the lighting, the principal artists, the chorus
which acts as vocal background for the principals and sometimes assumes
a supreme importance of its own, the ballet, the orchestra, and that
very important feature not listed on the program—the audience? Opera,
with its many great and perfect moments, is one of the most marvelous
creations of man’s imagination!
| There is just one thing that the listener to opera should not do. That
is to decide, once for all, that zhis opera is good and shat one is bad.
"There is so much beauty in it all that it is worth while sitting through
a few disappointing moments for the sake of the many great ones that
are always there. Maybe the listener just doesn’t understand the message
of the opera he thinks “so bad.” When 1 first heard Wagner's Tristan
and Isolde T was still quite unfamiliar with German and so sat coldly.
Bit by bit the powerful allure of the music took possession of me and
when the opera ended I found myself weeping. I feel that there is no
comparison between two beautiful or thrilling things. Why compare
43
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Debussy with Wagner? Or Wagner with Verdi? Why try to decide
who is the greatest composer?

A lot of people apologize for having a “popular” taste. They think
that anything hard to understand is “classical,” and anything easy to
understand is “low-brow.” That is no sign that it is bad. We can under-
stand a sunset with one glance and yet we know that it is beautifull
To be sure, there is much modern opera which may lack the sweet and
simple melodies which characterize the older “school,” but each opera
offers something for someone. There is La Bokéme by Puccini—the
ideal opera; and Die Meistersinger by Wagner—my favorite opera.
Consider its purity, mellowness, and the supreme beauty of this master-
piece. Consider Hans Sachs, noble-spirited cobbler-mastersinger, one
of the finest creations in all opera, a man old enough to look on life
with mellow understanding, and young enough to respond to youth
and nature with warmth and affection. Here was a man with the height
of tenderness and self-comprehension. Such characters are dreams to
the actor-singer.

Then there is Simone Boccanegra by Verdi, the story of the fourteenth-
century corsair who became a Doge of Venice. Boccanegra happens to
be a good opera, very often a genuinely beautiful and touching opera.
What makes it so strange is that it belongs pretty much to the baritone
who sings its title réle and who is neither young nor handsome. But
Boccanegra’s love for his daughter dominates the piece and was so
fine that it moved Verdi to write some of his finest and most nobly ex-
pressive music for it. An interesting thing about it is that it is an opera
saved by Verdi himself from the limbo of his early years. A quarter
of a century after its composition—when it was not much of a success—
it recurred to the composer’s mind. He took it out and rewrote it; and
while smiling at the flamboyant style of performance in which opera had
its beginning one is captivated by its new growth in power and imag-
ination, and by the aptness with which the renewed music characterizes
the scenes, and at the same time, Boccanegra and his daughter Maria.
Boccanegra is shown to have emotional depths of tenderness, and of
tragic pathos, great nobility of spirit, magnanimity, majesty of anger,
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and majesty of grief. His really royal attributes, in the hands of an
able singing-actor, may turn a rather banal operatic death into a dénoue-
ment of tragic and searching beauty, unforgettable for its poignancy
and sincerity. . . . Yes, surely there is enough in opera to satisfy all
tastes. I place a lot of emphasis on acting, and sometimes, to act a part
convincingly, must use a vocal tone not lovely, but positively—for
the moment—ugly. That is truth in delineation, as I see it, for so the
speaking voice responds to great emotion.

But the general public, a part of it sitting in the shadow of the
“Dyjamond Horseshoe,” and a part made up of those smaller audiences
of one, two, three, or more, who sit in the easy chairs at home before
the radio, seldom realize how much in preparation goes to the making
of a single evening’s offering of opera, or the triumphs of stage mechan-
ism which cause the fascinating stage pictures to move as scenes from
life.

First there is a management willing and anxious to provide the
audience with the finest art that can be produced, and the artists with
every chance for progress. Neither may one forget those unseen
“artists” in basement, sub-basement, and scene-loft who furnish the
intricate shifting and arrangement of scenic effects, the visual allure
and illusion which are the foundation for so many operatic successcs.

For every opera, there is unlimited rehearsal, a new opera, or re-
vival, taking many weeks to bring about the flawless perfection de-
manded. Of course the conductor chosen for the particular opera
to be given is in charge of it all. Under and with him work all others
connected with the production—the assistant conductors, chorus master,
ballet mistress, as well as all singers and players, each of whom makes
an intensive study of the score and libretto. The players of the orchestra
have intensive rehearsals, being drilled to a perfection of performance
almost unthinkable.

Meanwhile, the stage manager is busy planning effects, with painters,
costumers, and electricians all contributing to the whole. Away up
pear the roof of the opera house, in a bare and mirror-lined studio,
the ballet goes through arduous and protracted hours of work in syn-
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chronizing of rhythm of music and action. The “stars,” too, are hard
at work with their coaches, for only such unceasing effort will bring
about the desired relaxation and naturalness when the time of per-
formance comes. My coach, Mr. Frank LaForge, with whom I have
worked for more than ten years, leaves nothing to chance; memorizing
of the words to be sung, for instance, being attacked in many different
ways, one of which is that the artist shall be able to write from memory,
ten times, every “line” he will have to sing, and its cue or reply. His
own lines he writes with blue pencil, those of his colleagues, with red;
all this so that the voice shall not be worn by needless repetition, and
that when the real singing begins, there shall be no physical nor nervous
strain brought about by attempt to recall the text. Musically, the same
care is taken, and the singer may work for many hours on a single
phrase or a single word.

Presently the whole cast is assembled, the prompter takes up his
place, and there is a general rehearsal minus costume and other visual
effects, and usually with piano rather than orchestra. Then other re-
hearsals, with the orchestra, the chorus—and sometimes small choruses,
bands, or orchestra back-stage, these kept in uniformity with the con-
ductor by the aid of skilled assistants, who relay his beat. There are
even lighting rehearsals, when the elusive color effects, which play
such an important part in some scenes, are tried out; and the many
curious mechanical aids to dramatic exposition are put through their
paces. The colorful waves of sea-green water, which surge (via magic
lantern) in certain operas, are liberated. If the Ring is in rehearsal,
the noble Valkyries ride their hobby horses heavenward, and the Rhine
Maidens swim about in their apparatus. Even the steam that conceals
Alberich in his startling disappearances, in Rheingold, practices. All
the time, artists and chorus are trying to act naturally and sing beau-
tifully at the same time.

New trends in opera are already distinguishable. Music often tends
to retard drama, yet when one remembers Pelléas and Mélisande, with
the mysterious music of Debussy, its wondrous color and light, one
seems to hear the outcry of human passions from the other side of
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life. And so it is with Gruenberg’s music for Emperor Jones, where sing-
ing is deftly interwoven with the music to create a conglomeration
of emotional effects. At one moment, when Emperor Jones has seem-
ingly reached the apex of his terror, he breaks forth in a singing prayer.
Gruenberg, so it is said, studied for two years over spirituals of the
Negro, worked with this one, and that, and finally, after trying out a
dozen or more, chose the familiar and absolutely appropriate “Standin’
in de Need of Prayer,” which is so superbly and theatrically magnificent.

Il For Emperor Jones, the stage of the Metropolitan was made to seem
smaller by the addition of two panels on each side. On the upper halves
of these were painted crude figures of half-naked Indian gods, while
the lower halves were made into gratings, conventionalized designs
of tropical branches or rushes. Back of these were seen the figures of
the living members of the Negro chorus, which assisted the regular
opera house chorus, here used as scenic accessories. Their yells and
chants in conflicting rhythms and keys were magnificently effective and
always hurled forward the action of the opera.

The libretto used by Mr. Gruenberg he himself prepared, and when
He sent it to O'Neill for approval, the playwright is said to have replied
that the adaptation had been admirably prepared, and that all the
dramatic quality and flavor of the work had been preserved. Gruen-
berg has written the opera in two acts. He has, naturally, made use of
the monotonous beat of the tom-tom which pursues Jones through
the drama. This primitive drum-beat, which gradually accelerates as
the action goes on, ceases only in certain brief scenes. These are during
the vision and hallucinations which haunt Jones as he flees through the
forest.

This work calls for unique arrangement of stage. The chorus of pur-
suing Negroes is grouped out of sight of the audience, below and in
front of the stage flooring. At first only the crossing of hands and
arms thrown about by the unseen pursuers are seen above it. Then as the
pursuit draws nearer to its quarry, the bodies of the pursuers gradually
emerge into view, as yells of hate and triumph gather in volume. The

hallucinations of Jones—of the murdered crap player, of the sheriff
!
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whom he has killed, and of the auction block—are shown on a small
raised stage, to indicate that they are figments of the poor man’s imag-
ination. Finally Jones is seen, a nearly naked savage, scated on the
ground, swaying in terror as the medicine man leaps upon the stage
and indicates him as the tribe’s victim. At the end, the body of the
fugitive, who, in the opera, shoots himself with his precious silver bul-
let, is carried off by the tribesmen into the forest amid a chorus of
shouts of savage exultation which are soon heard dying away in the
distance. . . . To all this drama Gruenberg has written what appears
to be swift and pungent music. The principal moment of lyrical ex-
pression is Jones’s prayer for the Lord’s aid in his plight, which is made
in the general character of the exquisite old Negro spiritual. This mo-
ment in the opera seems always to make an exceedingly strong emotional
appeal, and the reasons for it I cannot doubt, as I was myself utterly
touched and unable to speak for a moment after my first experience
in hearing a group of devout Negroes in their utterance of this song.

The score is also reflective of every passing incident and gesture on
the stage. Each of the scenes of the tragedy has its own musical counter-
point. Toward the close, there is an immense crescendo. and accelera-
tion, as several pairs of drumis unite to create the intensely stirring
finale. The opera takes about an hour for performance, and through-
out this time there is not one single moment when the element of
suspense is absent. Although there may not be—as some critics have
suggested—tunes in Emperor Jones that the audience may whistle as
it leaves the opera house (an acid test of the worth of any piece of
music in the minds of some people), there is, for once, plenty of im-
pression for it to carry away, and this is, also for once, just as important
as a tonal commentary.

Opera may be the foundation of our musical art. But, should one
listener prefer the primitive appeal of Emperor Jones, or the modern
viewpoint of some other opera, he should also remember that there
is no such thing as old-fashioned operal Each opera is just a slice of
life, and singing in it is just about the best fun anyone can have.



*“FAVORITE’ CHORUSES FROM
| OPERA

HILE the opera-going public will always be particularly at-
Wtractcd to the scores of dramatic and melodically intriguing arias
for which opera is noted, it is true that many of the most spectacular
climaxes, much of the intensity of tragic moments and of the poetic
appeal to the emotions is created, in opera, by its vocal ensemble. By
this is meant any combination of voices between the forms of duet
and operatic chorus, and includes such effective groups as trio, quartet,
and sextet, celebrated examples of which, notable for special melodic
or rhythmic charm, are popular with all music lovers, and interesting
whether thought of as separate and independent choral numbers or
in their appropriate settings in an opera.

The Verdi operas offer many captivating and expressive illustra-
tions of these vocal ensemble forms. “Home to Our Mountains” from
11 Trovatore is a favorite operatic duet. It occurs in the Finale of the
last act, and is sung by Azucena (the old gypsy) and Maarico, who
has always considered himself her son but who is, in reality, the
brother of Count di Luna who was abducted in childhood as a revenge
for the killing of the gypsy’s mother. Both are prisoners in the tower,
held there by the Count who is Manrico’s rival for the hand of Leonora.
Azucena has been telling of her mother’s death at the stake and, com-
forted by the faithful Manrico, begins to sing the tender melody.

In the same opera (founded upon a historic tale of Spanish border
life in the fifteenth century) are several stirring choruses, including
the brilliant “Anvil Chorus” for male voices, and the mournful
«Miserere.” The “Anvil Chorus” has a simple melody which is en-
hhnced by a colorful orchestral accompaniment in which are frequent
trills and turns, forceful rhythmic patterns, and a constant use of per-
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cussion instruments including the anvils upon which the men of the
chorus beat out the accents. The “Miserere” or “death chant” never
fails of its poignant appeal. It is sung by an invisible male chorus
within the walls. The prisoners are about to be put to death, and prayers
are being said for them. Eloquent interpolations are the tolling bell,
Leonora’s terrified lament and questionings, and Manrico’s meditation
from the tower above her.

Verdi’s ability to produce choral effects of stupendous force is evi-
dent also in Aida, written in 1870 for the opening of the new Grand
Opera House of Cairo, Egypt. Its music is colored by modal and Ori-
ental characteristics. Great numbers of people are used to represent
the life of ancient Europe and the magnificent pageantry of the stage
scenes and romantic quality of the choral numbers make the opera a
landmark in the history of music. “Return Victorious” is the vivid
song of Aida and the multitude as they cheer Rhadames, their hero,
as he departs to conquer the invading Ethiopians. In the gorgeous
“Triumphal March” which serves as a Finale to Scene I and Act II,
the melody increases in vigor and pompousness with each repetition,
the first three of which are identical, and the fourth—after an abrupt
modulation—sung in a higher and more brilliant key. See also page 400.

Moussorgsky’s Boris Godunov, based upon actual scenes from Rus-
sian history (see page 21), is rather a series of closely connected his-
torical scenes than a unified and artificial dramatic plot. Here the
people assume the important position usually given to a romantic
hero, and the opera is notable for realistic and colorful choruses. For
the opening scene, following a very brief orchestral prelude, the crowd
is seen kneeling on the open square in front of an old convent in
Moscow. Boris, a traitor to the Tsar while living, has, at his death,
caused the heir to be assassinated. Pretending that he does not wish the
throne for himself, he secretly orders his officers to summon the people
to the square for the purpose of urging him (Boris) to accept it. The
sun is setting, and, as from a distance, there is heard the music of a band
of chanting pilgrims. The music increases impressively as the pilgrims
approach and cross the square on their way, their song being a hymn
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of rare exaltation, “Great is Thy Glory, Lord!” Equally realistic are
the choruses from the Coronation scene * in Act IIL

Decply contrasting, in its simplicity and naturalness is a choral en-
semble from the second act of La Juive (The Jewess) by Halévy, a
choral prayer, “O God of Our Fathers,” sung by a group of faithful
Jews during a religious ceremony of the Passover. This pitiful story
of Eleazar and his devoted foster daughter Rachel, who are finally
sacrificed by being plunged into a cauldron of boiling oil when they
refuse to renounce their faith, is so pathetic and touching that no dis-
play of vocal arabesque or theatrical stage setting is necessary to in-
crease its sensational success.

Some operatic choruses are as devout in their atmosphere when taken
alone, as any chorus from an oratorio. Of such is the Easter music,
“Let Us Sing Our Lord’s Wondrous Story,” from the early scene in
Mascagni’s melodious Cavalleria Rusticana. Here again a scene repre-
senting an open square before a house of worship is the stage setting,
and the music of the choir within the cathedral is supplemented by the
singing of the kneeling villagers as they join in the joyous “Resurrection
Hymn.”

Characterized by rhythmic vitality are the lilting “Spinning Chorus”
from Wagner's Flying Duschman, in which Senta and a group of her
girl friends sing as they while away the hours of waiting the return of
her father from the sea by spinning; and the sturdy “Soldiers’ Chorus”
from Gounod’s tragic opera Faust.

In these, and in many other of the so-called “favorite” choruses, their
dramatic greatness and vitality will be found to have arisen from the
composer’s use of simple naturalness, or because of a wonderful charm

of melody or rhythm.

i

1

® A Russian folkairunployedbyMoumrgskyinthi!mmkwmedbyWelh
the finale of his Quartes in E Minor, Opus 59 No. 2.



RICHARD WAGNER AND THE
MUSIC DRAMA

OR many years composers of opera, especially those of the Italian

“school,” wrote much of their music for the purpose of exploiting
the vocal abilities of the singers rather than to portray through the
music the happenings and moods of the opera’s story. Later operatic
history tells of the efforts of certain composers to unite dramatic incident
and appropriate music. Such a composer was Richard Wagner who,
through early association with Ludwig Geyer, his stepfather (an actor)
learned many essentials of dramatic success.

As a youth Wagner was a pupil in the Thomasschule in Leipzig, in
which Bach had been a teacher, many years before. Here he learned
the technique of writing music. His natural preference for tragedy led
him, when only fourteen years old, to write a drama which was so
lurid that by the end of the fourth act all the characters in it had been
killed. The composer had therefore to bring them all back as ghosts so
that he could finish the play.

Wagner’s first operatic writing consisted of just two musical numbers
for what he had planned to call The Wedding—a chorus with a short
orchestral introduction, and a septet. His first complete opera, The
Fairies, was written when he was twenty, and is based on a Scottish
legend. The music was not especially original but contained reminders
of Weber, Marschner, Beethoven, and others. The opera was never
played until after Wagner’s death, when it became popular enough
to have seventy performances in Munich alone. The principal im-
portance of these early works is that they show the same love of
tragedy and interest in mythology and legend which are the foundation
of all his later music-dramas.

Wagner felt that the mere display of beautiful singing was not
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elllough reason for the composition of an opera, and based his own work
on the idea that equal prominence should be given to the text and the
music, and that no single note should be included which did not have
a definite part in the expression of the plot. Because of this balance
which he thought desirable he called his own works music dramas. In
them soloists are not often given many “set pieces” (separate arias) to
sing, although such “popular” numbers as “O Thou Sublime Sweet
Evening Star” from Tannhduser, or the “Prize Song” from Die Meister-
singer prove Wagner’s ability to write fascinating melodies. There is a
frequent use of a combination of singing and specch which is called
recitative.

Wagner also developed the idea of Leitmotif, by which is meant the
idea of identifying certain objects or characters by the playing of definite
combinations of tones each time the object or character is seen or men-
tioned. He also arranged great pageant-like processions which were
accompanied with elaborate choruses, such as the “Pilgrims’ Chorus” in
Tannhauser or the “Procession of the Knights” in Parsifal.

As a stage manager Wagner was able, before the advent of electricity,
to devise stage settings of a mechanical nature which were unknown to
his time. He placed the orchestra, which he increased in size and to
which he added new instruments, so' that it should be invisible to the
audience.

The subjects of many of the Wagner music dramas are taken from
Northern mythology, or from the historical lore of the Teutonic na-
tions. And there are always, in each of his works, many delightful
original characters which rank with the greatest characters in literature.

Tristan and Isolde, for example, is a setting of an ancient Irish legend.
Cornwall had paid tribute to Ireland until King Mark revolted, and
the adventures of Tristan, the king’s messenger, constitute the basis for
the tragedy. Flying Dutchman is based upon a variant of the old legend
of the “Wandering Jew”; Tannhiuser (see page 403), upon historical
facts; Parsifal, upon ancient lore of the Holy Grail, including an Irish
story of a “magic goblet” and a “bleeding lance”; Meistersinger, upon
the history of the old “free city” of Nuremberg, to which the drama
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stands as an imperishable monument. (There is also much shrewd
symbolism in this work. Walter, of the “Prize Song,” represents Wag-
ner “bringing something new into music”; and Beckmesser, the dis-
agreeable critic and noisy singer, is a sly reference to Hanslick, a con-
temporary critic whose writings had offended Wagner.) The Ring, with
its four units, is a massive setting of material taken from the German
epic, the Nibelungenlied (including bits of the old Icelandic sagas), a
popular poem in Europe during the Middle Ages, recited for centuries
by wandering minstrels.

National interest was increased by the fact that many of the scenes
of the dramas were placed along the River Rhine. Siegfried, the hero
of the Ring, is supposed to have been born at Xanten on the Rhine. The
waters of the Rhine, near the foot of the Lorelei Rock, are supposed to
have hidden the golden treasure which symbolizes an insane desire for
power. Drachenfels, the ruins of which may still be seen on the Rhine
bank, recalls many a miraculous tale of the dragon which is one of the
important characters in the Ring.

Wagner for long wished for an ideal theater in which his works
might be given exactly as he planned them, and finally selected Bay-
reuth on the River Main, already familiar to him as the town of Jean
Paul Richter, the famous writer, as the appropriate site for his Fest-
spielhaus, the foundation stone of which was laid in May 1872. Four
years later the first Bayreuth Festival took place, when the entire Ring
was performed under Wagner’s direction, for the first time. Wagner
died in Venice in 1883, and his body was brought back to Bayreuth,
where it lies in a private plot just back of Villa Wahnfried, his palatial
home.

The four dramas—Rheingold, Valkyrie, Siegfried, and Twilight of
the Gods—which together constitute the Ring, were written by Wagner
over a period of twenty-eight years. He had thought, at first, to tell the
whole story in one drama, and the reason why he did not is given in a
letter which he wrote to a friend:

“When I tried to dramatize the most important of the myths of the
Nibelungen in Siegfried’s Death [the fourth of the dramas, now known
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as Twilight of the Gods] I found it necessary to indicate a vast number
of antecedent facts so as to put these main incidents in the proper
light. . . . So I came to write Siegfried. Here again the same difficulty
troubled me. Finally I wrote the Valkyrie, and then Rheingold, and thus
contrived at last to incorporate all that was needful to make.the action
tell its own tale.”

‘Although Wagner's expressed desire was that, in his dramas, music
should never overshadow the text which it helps to interpret, he dis-
played such remarkable command of purely orchestral writing (as in the
“Prelude” to Rkeingold, or the Finale of the Ring) that it is not sur-
prising that a famous contemporary critic prophesied that Wagner may,
in time, be remembered not so much as a reformer and master of opera,
as,an orchestral composer of transcendental skill.



CHORAL MUSIC, SACRED AND
SECULAR

BY DR. JOHN FINLEY WILLIAMSON, Presiden: of
Westminster Choir School, and Conductor, Westminster Chotr,
Princeton, New [ersey

NCE the days spoken of in the Bible, when the people of Israel,
after their safe deliverance from the heavy years of bondage in
Egypt, offered to the Lord dramatic songs of praise and thanksgiving,
the world has been singing. In that exciting story of the passage through
the Red Sea, we are told that “then sang Moses and the children of
Israel this song unto the Lord.” Seventeen verses later, in the same chap-
ter, the story is told of the joyous reply of the Hebrew women, led by
Miriam, the prophetess, who “took a timbrel in her hand; and all the
women went out after her with timbrels and with dances. And Miriam
answered them, ‘Sing ye to the Lord for he hath triumphed gloriously.’ ”
In even earlier days than these, among the most primitive people,
the chants of the multitudes were wonderfully inspiring, more than the
songs of any soloist. Great composers have always realized this, and
from the efforts of the earliest musicians until the time of Giovanni
Pierluigi da Palestrina (1525-1594), a human choir was thought to be
the most powerful of musical instruments. Palestrina’s music is con-
sidered the culmination of all religious music written for chorus, and
was the model by which that of other composers was judged, for many
years. Then, for a while, though still admired, it ceased to be sung
generally. Now it is again heard, not only as a part of church services,
but on programs in concert or over the air.
Because of the very elaborate and complex way in which much of

Palestrina’s music, and that of other medieval composers, was written,
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it is, at first, difficult to understand, particularly if one listens for an
out-and-out tune. The melody is always there, but is often veiled by the
many other melodic lines that are interwoven with it, as this is poly-
phonic choral music, by which is meant that type of composition in
which two or more independent melodies are combined harmoniously.
Polyphony may be illustrated by so simple a bit of song as an old round
in which the same melody is sung over and over, round and round,
the combinations of its various sections interweaving and making simple
harmonies.

' Divisions into which medieval choral music may be divided include
the motet, the madrigal, the canon, and the Mass.

The motet was, from the fifteenth century, a dignified musical setting
of a text of Biblical character, made in a rather elaborate and many-
voiced manner, usually for from three to eight voices, and unaccom-
panied. Later, in the cighteenth century, the style of the motet be-
came more free, and the name came to be used, in general, with the
same meaning as the English “anthem.”

The madrigal was the secular counterpart of the sacred motet, and
both are spoken of in the list of choral music as features in the general
growth and popularity of a cappella, or unaccompanied vocal music,
Madrigals are most charming when sung by small companies of singers,
while the sacred music of Palestrina and other composers of his time
is highly effective when sung by large choral groups. Madrigals might
also be both sung and played (one or two voices and the rest of the
parts taken by instruments). Important English writers of the madrigal
include William Byrde and Thomas Morley. ,

The word canon, when used in its strict sense in connection with
music, means exactly the same as the term round and comes from a
Latin word meaning “exact law or rule.” This style of writing was
used by Palestrina in much of his music, as, for example, in his choral
work, Exultate Deo, in which the melody is sung first by the soprano,
then taken up in turn by the first alto, the tenor, the bass, and second
alto, going on with the same melodic figure until a brilliant climax
is reached and the entire first section of the music completed. It would
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be very helpful when listening to such a work, if possible, for the
listener to learn this thread of a melody (which is known as the cantus
firmus) before he listens to the complete piece. He would then be
able to follow the progress of the melody as it is carried through the
seeming labyrinth of sound. Cantus firmus was a name given in the
Middle Ages to a thread of melody, or theme, about which other melo-
dies were woven, making it, therefore, the foundation of the whole
work.

Antonio Lotti, another medieval composer, who lived some years
after Palestrina (1667-1740) and who was a choirmaster at St. Mark’s
in Venice, also wrote great choral music which is being enjoyed by
singers and listeners today. His religious compositions were so ad-
mired throughout Europe in his own day that he was called to many
of the larger cities on the continent to conduct his own works, among
them a deeply expressive motet, Crucifixus (Crucifixion). In this work
parts are written for eight voices, and in it Lotti took the single word
“Crucifixus,” with its melody as sung at first by a single voice, and
constructed a whole section of his marvelous composition by adding
voice after voice in repetitions of it in the style of a canon. After the
climax has been reached the music dies away in volume, gradually, as
though to suggest deep humility. This is done, not by diminishing of
power by all of the singers taking part, but by the withdrawal of some
of the voices as the music is going on. The effect of great stress was
produced by many composers of the early days either by gradual addi-
tion or withdrawal of voices rather than by the present customary
plan of singing more loudly or softly, and came to be known, presently
as the “Rossinian crescendo” after its frequent use by Rossini, a nine-
teenth-century opera composer of Italy. (The same effect is used with
instruments by Percy Grainger in his “wedding music.” See page 323.)

In the second part of this same great sacred work, the composer
changes the mood of the music by livening the tempo, and by adding
other words and harmony. The third section, which tells of the suf-
ferings and burial of Christ, follows the sentiment of its text closely.
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It is interesting to contrast this setting of the Crucifixion text with
one made by Johann Sebastian Bach, only a few years later, as a part
of his Mass in B Minor. Bach uses a short musical phrase which is
played by the basses of the accompanying orchestra, and repeated by
them without change thirteen times in succession.

. Bach’s choral music, a model by which other music of the cighteenth
century was judged, makes its deep appeal by means of its rare simplicity,
and its deep spiritual sincerity. Bach’s “Passion” music, sung so seldom
in its entirety except at festival seasons (although parts of it are fre-
quently heard) is so called because of its being a musical setting of the
story of Christ’s last week on earth, as told in one or the other of the
four Gospels. There is therefore the Passion According to St. Matthew,
and the Passion According to St. John. Bach is said to have written
five works of this character, but the other three have been either lost, or
their scores so scattered that there is no certainty that they are really
Bach compositions.

Into each of the two authentic Passions Bach has interwoven many
fine old chorales, the hymn which takes the place in the Lutheran
ritual (for which Bach wrote much of his music) of the Gregorian
chant or plain-song in the ritual of the Roman Church. These chorales
are interspersed between groups of solos and ensemble or group numbers
written to be sung by special choirs or soloists. The chorales are sung
by the audience as well, which thus participates in the musical service.
Bach frequently used a favorite chorale melody many times within a
single large work, as he did with the tender melody of “O Sacred Head,
Now Wounded,” which he causes to be sung five times during the
course of the Sz. Masthew Passion, and which is therefore known as the
“Passion Chorale.” Each time that the melody is repeated Bach has pro-
vided a new harmonic accompaniment in which he secks to reflect the
sentiment of the changing words of the text.

.The great size of many festival choruses of the present day is a dis-
tinct contrast to the simple church choir of about twenty-four singers
for whom Bach wrote much of his greatest music. Additions might be
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made to this group on special occasions, when added “spectacle” and
volume were desired, even to the point of two choirs which might
sing antiphonally. The Bach choir was always a male choir, the parts
written for (and now often sung by) first sopranos being then sung by
the little boys, while the low second bass parts were sung by the older
boys of possibly eighteen years.

Many more modern writers have also been successful in composition
of choral music. Brahms, in his motet “Grant Unto Me the Joy of
Thy Salvation,” Opus 29, No. 3, has come more nearly to the perfect
expression of religious joy than any other modern composer. Vaughn
Williams, the eminent British composer, in his Holy City, in form an
abbreviated oratorio, has employed unusual musical groupings to se-
cure many of his effects. These include a full choir, a half choir made up
of soloists, a “distance” choir of boys, a full orchestra, and a “distance”
band of trumpeters.

The chorus in certain operas, both on secular or semi-religious subjects,
is equally necessary for dramatic effect, and there it often expresses
vividly the sentiments of an entire multitude. This is illustrated in
Samson and Delilah (Saint-Siens), Parsifal (Wagner), or even in such
a very modern work as Honegger’s Judith.

Elgar, of England, displays a splendid feeling for the voice in all his
choral works. His secular Go, Song of Mine is a spirited number, and
Snow, which he has written for ladies’ voices, with accompaniment for
two violins, is particularly pleasing. Choral music of exotic charm
comes from the Russians who have produced such popular songs as
O Praise Ye (Nikolsky), Laud Ye the Name of the Lord (Rachmani-
nov), and Sdlvation is Created (Tschesnokov). The American com-
poser may also be depended upon for inspirational partsongs, such as
the exquisite Shepherd’s Story (Clarence Dickinson), Children, Come
on Home (Noble Cain), Hosanna (F. Melius Christiansen), Ozxen
(Alma Stedman), and the marvelously lovely folk-settings by Howard
Brockway.

No instrument so nearly approaches the human voice in quality,
intonation, and temperament as does the violin, and stringed instru-
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ments are the most fitting instruments for use in accompaniment of
vocal music, suggesting the teachings of Richard Wagner that the
performance of even the most brilliant virtuoso must return in the
end to the standard of the human voice.



MEDIEVAL CHURCH MUSIC

BY ROSSETTER GLEASON COLE, American Composer and
Teacher

PECIAL features of international broadcasts in recent years have

been the concerts of church music given in European music centers,
especially at festival seasons of the year. Much of this music has been
founded upon the plain-song of the Middle Ages which served as a
basis for much later art music, both sacred and secular.

The term “Gregorian chant” (also known as plain-song, Gregorian
melody, or chorale) applies to that particular type of music which came
into being in connection with the growth of the liturgy of the Church,
which has always been a musical liturgy. The name “Gregorian” is de-
rived from Gregory the Great (590-604) who, until near the end of the
nineteenth century, was believed to have been largely instrumental in
establishing the system of plain-song on which the whole medieval
music down to about the year 1600 was built. It is now well established
that, however much he may have accomplished in fixing methods of
permanency and universality in the ritual music, the processes of sclec-
tion, addition, and assimilation went on until the eighth century.

At the foundation of this ritual music (and later of the secular music
influenced by it) are the eight Gregorian “tones” or modes (also called
Church modes) that date from the time of Gregory. Two other modes
were later added. Each mode consisted of the eight tones within the
compass of an octave, corresponding in pitch to the tones along the
white keys of the piano. For example, a melody or chant in the Dorian
mode consisted of the tones within the octave from D to D along the
white keys of the piano (DEFGABCD). The Phrygian mode consisted

of the tones from E to E along the white keys of the piano. The Lydian
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mode was the same as from F to F. These three are mentioned here as
they are the modes whose influence is most frequently apparent in the
instrumental and other non-liturgical music of Scandinavia, Russia,
Bohemia, and some recent French and Italian music.* The influence
which the ecclesiastical modal music exerted on secular art music was
almost negligible until near the middle of the nineteenth century and
in Russia and Scandinavia this influence came, not directly, but in-
directly through the folk song, which in these countries, as in others,
had taken melodic and harmonic color and character from the modal
music that the people heard in the church.

' Until the tenth century this ritual music was sung entirely in unison,
the emphasis and rhythm of the melodies being governed wholly by the
emphasis and rhythm of the text (words), rather than by measured
tone-values. After the tenth century free parts (called descant) were
gradually added to the chant melody, or cantus firmus, and out of this
practice grew the science of counterpoint. Until the thirteenth century
the intervals most used in the old styles of part-writing were fourths,
fifths, octaves, and unisons. Combinations of tones a third apart, or a
sixth apart, were sometimes permitted, but were regarded as dissonant
'Iuntil the period (about the year 1500) when the combination of three
tones (the triad) became a conscious feature of musical thought.

The basis of all the art music of the Middle Ages was the chant melody
and the science of music concerned itself wholly with the addition of
more or less free and independent parts to it. Musical invention, until
probably the fourteenth century, or even later, was limited entirely to
these accompanying parts. Since music in the Church was never con-
sidered apart from the liturgy to which it was wedded, not only did
the melodic form of the chants themselves follow closely the words
of the liturgy, but for several centuries after the principle of polyphony
was thoroughly recognized, the most intricate church compositions,

¢ Examples may be found in some of the Lyrical Pieces by Gricg; the “Ballade,”
“Danse,” and “Reverie” from the Album for Piano by Debussy; Church Windows for
orchestra, the piano Concerto (Mixolydian Mode), and the “Catacombs” episode in the
Pines of Rome by Respighi; both of the Borodin Symphonies; and much of the music
of Béla Bartdk, particularly in his carly works.



64 ) MUSIC ON THE AIR

such as masses and motets, were constructed by using chants as themes
and adding free parts to them.*

Until about 1550 nearly all art music in Western Europe was choral
music. Though the first important steps in the development of music
were taken in Italy, devotion to the principles of wmison Gregorian
chant kept the polyphonic (many voiced) idea from gaining a foothold
there until the fourteenth century. Vocal polyphony (or counterpoint)
was brought to its perfected and most complex form under the care
and guidance of Northern musicians (the Paris school during the
twelfth and thirteenth centuries, and the Gallo-Belgic school, 1360-
1460). After these “apprentices” had prepared the crude tools of com-
position, real master composers appeared, the Netherlanders who, be-
tween 1400 to 1550, worked to convert the elaborate technical forms and
devices of writing into music which should express deep feeling and
religious devotion. They succeeded so well that for two centuries all of
Western Europe considered the Low Countries the musical head-
quarters of Europe.

The Netherland period was one of astonishing activity, the names of
nearly four hundred composers being recorded, whose output, both in
quality and quantity, measures not at all unworthily with that of the
other arts of this period. The masses and motets of the period reflect
all the changing phases of the gradually advancing musical art; and
the madrigals and chansons—written in the composer’s lighter mo-
ments of relaxation—were composed mostly for the entertainment of
wealthy and noble patrons. Composers of this period include Antoine

* The word mass has been used from the early centuries of church history to designate
certain constant portions of the liturgy to which unusually solemn and impressive music
has been set. These are the Kyrie, Gloria, Credo, Sanctus (and Benedictus), and the
Agnus Dei, and with slight variations form the essential parts of the musical mass whether
written for church or concert performance. The moret is of great antiquity, having been
mentioned by Franco of Cologne (who died about 1200) as one of the three kinds of
choral composition of his time. The words are selected from the Bible or office-books, and
in the church service is sung in the place of the offersorium of the day. Beginning probably
in France it was cultivated by the Netherlanders, brought to perfection by Palestrina,
adopted by both the Luthcran and Anglican branches of the Protestant Church, super-

seded in England by the “full anthem,” and brought to its culmination in Germany in
Bach’s time.
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Busnois (1440-1492), whose Ecce Ancilla is considered one of the
“most important musical historical monuments up to 1475,” and Josquin
des Prés (c.1450-1521), one of the greatest geniuses of the time.

In the motet (its richest period was from 1500 to 1600) the composers
strove to portray the meaning of the words rather than to work out
contrapuntal devices. Many of the older works still seem of impressive
beauty, such as Arcadelt’s Ave Maria, which is probably the best known
of sixteenth-century motets, and which sounds wonderfully modern
with its compact chords, sweet tunefulness, and simple pathos.

After Des Prés the greatest and last great Netherlander was Orlandus
Lassus (1532-1594), who spent the larger part of his best years in Munich
in the service of the art-loving Dukes of Bavaria, Albert V and his son
William. Next to Palestrina the greatest genius of the sixteenth century,
he left a deep impress on the development of Germanic art. The most
celebrated of his nearly 2500 separate compositions are his Penitential
Psalms, which though written comparatively early in his career (before
1565, published in 1584) possess in a marked degree qualities of strength,
dignity, and repose. Lassus had also an open heart for secular inspira-
tion and no composer of his century was so prolific in humorous works.

' Palestrina (so called from the name of his birth-place, a small town
southeast of Rome) completed the magnificent structure of polyphonic
ecclesiastical music founded and developed by the Netherlanders, and
in his music summed up all the best qualities of his predecessors. In
his music each voice-part is equal in independence and importance
with every other; the voices begin, intertwine, and drop out with abso-
lute freedom of movement; one key is maintained throughout the
entire composition with no modulations in the modern sense; the be-
ginnings and endings of the melodic phrases usually occur at different
points in the different voices, thus producing a constant shifting in the
rhythmical flow of the music that creates a feeling of vagueness and
indefiniteness of design. The changes in dynamics and in speed are
never startling or abrupt. Palestrina’s masses number ninety-three, the
most important being the Missa Papac Marcells, chosen by the Council
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of Trent as the model in style and structure of what all future ritual
music should be. (Palestrina also published between twenty and twenty-
five madrigals under the pen-name of Gianetto.)

The second half of the sixteenth century has been called the “Golden
Age” of ecclesiastical music. After Palestrina further progress was
impossible, yet his style was imitated for a half century at least. The
triumphant progress of secular music, instrumental as well as operatic,
soon broke down the opposition of the “purists” and after Allegri, re-
membered for his cclebrated Miserere, the Palestrina style practically

disappeared.
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. THE ORCHESTRA AND ITS
| INSTRUMENTS

HE word orchestra comes from the Greek, in which it meant the

open space in the great outdoor theaters between the seats of
the audience and the stage. It was a curved enclosure set apart for the
cl;.torus. Later, in Roman theaters, seats for the use of Roman senators
were placed in this space, but the name remained, and now “the or-
chestra” is always the section of a theater in which the audience sits on a
lc:vcl with, or slightly below, the stage. In g strictly musical sense, the
word now means a body of instrumental players and their instruments,
ahd also implies that the players are, in the main, seated.

"The written history of the orchestra before A.p. 1100 is rather meager,
but it is certain from such records as are available, that the earliest
civilizations favored music played by groups of instrumentalists. An
calu-ly Egyptian record speaks of “six hundred players of lyres, harps,
lutes, flutes, and rattles.”

|The modern symphony orchestra owes much to the development of
the instruments themselves and to the growing importance, in early
d?ys, of musical accompaniment to dramatic works. In connection with
the earliest Florentine operas of 1600,* an orchestra, large for its time,
was used. But we are also told by historians that not all of the players
were heard at one time. Instead, certain instruments accompanied scenes
to which their voices were thought appropriate. These instruments were
all hidden from view of the audience, as are the players in the orchestra
of today at the Wagner Festspielhaus at Bayreuth in Bavaria.

The development of the orchestra as a unit in itself, instead of being
merely an accompanying body, was naturally slow. As late as 1800 it

f'See“FmGteeanmnﬂ:RadioOp:;,”pages&
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was still the custom for the conductor to lead his players from his seat
at the harpsichord or piano. A baton was seldom employed.

Joseph Haydn (1732-1809) was the first composer and conductor
to make full use of the individual possibilities of each instrument and
to divide the instruments into the four choirs or groups with which they
have, ever since, been associated. Although even Haydn had only a
small group of players in his orchestra, as compared with a modern
symphony orchestra, he brought about many remarkable developments
through his thirty years of experimentation while chapel-master to
Prince Esterhazy in the famous Esterhazy Castle near Vienna.

The four choirs of the modern orchestra are the strings, the wood-
winds, the brasses, and the percussion instruments.

The strings include violins, violas, ’cellos, and double-basses.

The wood-winds are the flute, piccolo, oboe, English horn, clarinet,
bass clarinet, bassoon, and contra-bassoon.

The brasses are the French horn, the trumpet, the trombone, and the
tuba.

The percussion instruments include bells, glockenspiel, celesta, kettle-
drums, xylophone, drums, tambourine, triangle, cymbals, and various
other instruments having a special effect, such as castanets and rattles.

A symphony may also employ harps, the pipe-organ, and the piano.

Of all these the strings are most important and form the foundation
about which the rest of the orchestra is built. Interest in orchestral music
is increased with knowledge of each instrument by sight, sound, and
name, and with as much acquaintance as is possible with its individual
personality. It is also of advantage to learn the customary seating of
these various instruments in a symphony orchestra.

Each great orchestra differs from all others in size and arrangements,
but for the sake of comparison it is interesting to enumerate the instru-
mentation of the New York Philharmonic-Symphony Orchestra for
1933: first violins, 18; second violins, 17; violas, 14; ’cellos, 12; double-
basses, 10; flutes, 4; piccolo, 1; oboes, 4; English horn, 1; clarinets, 4;
bass clarinet, 1; E-flat clarinet, 1; bassoons, 4; contra-bassoon, 1; French
horns, 6; trumpets, 4; bass trumpet, 1; trombones, 4; tuba, 1; tenor
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horn, r; timpani, 2; percussion, 5; harps, 2; piano and celeste, 2; organ,
1. One may also notice that piccolo, English horn, bass and Eflat
clarinets, and contra-bassoon, as well as the tenor horn, are instruments
not used constantly, and so are played by performers of standard instru-
ments in a like group.

A brief introduction to the individual instruments is here given in
the order in which they are presented to the conductor on cach page
of his score, where the strings (fundamental instruments) are placed at
the bottom:

Flute. Notable for its ease, agility, and bird-like quality in the higher
registers, in which its voice is comparable to a human voice, and has also
a luscious and mellow quality in the lower range. Is now frequently
made of silver, but is still known as a wood-wind instrument. It holds a
supreme importance in the history of primitive music, and was a favorite
among ancient Greeks and Romans. Its forerunners include grasses,
reeds, bamboo and bone whistles, pipes of bone and clay, and pipes o’
Pan (made from reeds of graduated lengths and pitches).

Piccolo. A small-sized flute, less than one-half the length of the regular
instrument. Takes its name from the Italian abbreviation flauto picealo
(lictle flute). It sounds one octave (cight tones) higher than the writ-
ten music, and lends to a performance, as the composer may desire and
indicate, a military atmosphere, or special effects of brilliancy, shrillness,
or decoration, through use of scales, trills, or other embellishments.

Oboe. A doublereed instrument having a long and distinguished
history. Is mentioned in the Psalms and in the earliest history of primi-
tive people. The oboe has a fixed pitch and other instruments of the
orchestra are tuned from it. It has a penetrating and slightly nasal
tone quality and is appropriate for pastoral effects.

English horn (cor anglais). This is neither a horn, nor is it English,
but is, indeed, an alto oboe. Its upper metal end which holds the reed
is bent and its lower end is bell-shaped. Its voice is well-fitted to music
of a sad or meditative character.

Clarinet. A singlereed instrument invented in Nuremberg by
J. C. Denner, about 1700. Its use was ot common for seventy-five years,
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but it is now the “prima donna” of the military band, holding the same
important place in it that the violin does in the orchestra. Mozart was
the first composer to realize its importance for the orchestra. The bass
clarinet is of the same general construction but speaks an octave lower.

Bassoon (fagott). Resembles somewhat a bundle of sticks, hence its
Italian name. This appearance is caused by the folding of the instrument
so that its nine feet of tube are reduced to the length of about four feet.
The instrument has two distinct personalities. In its lower register it
produces a very sweet tone rivaling the ’cello in mellowness. In the
higher registers it is capable of humorous effects. The contra-bassoon
speaks an octave lower.

Trumpet. This instrument, familiar since the dawn of history, is
capable of a stirring blast of sound, but of rich and velvety tonal effects.
In smaller orchestras it is sometimes replaced by the cornet.

French horn. A descendant of the old-time hunting horn, noted for
the purity of its tone. Though a brass instrument, it is sometimes in-
cluded in the wood-wind choir because of its tone quality.

Trombone. Often spoken of as the “slide” trombone because of the
telescopic slide used to produce change of length in the tube, and there-
fore varied pitch. It is really a big trumpet, capable of producing im-
posing effects.

Tuba. Commonly used to supply the deeper bass and foundational
parts in orchestral music.

The percussion choir includes those instruments which must usually
be struck to produce a sound. Many are used to accent rhythms or to
create desired atmosphere and unique effect. They are of two classes, (a)
those which produce noise but have no definite pitch, and (b) those of
definite pitch. The first division includes drums, tambourine, triangle,
cymbals, castanets. The second includes bells, glockenspiel, celesta,
kettde-drums (timpani), and xylophone.

Harp. Constructed in primitive days from strung hunting bows, and
a favorite with bards and minstrels, it is mentioned in the history of all
European and Asiatic countries. In its modern perfected form it is
the product of Sebastian Erard, a celebrated European piano-maker.
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Violin. Gaspar de Salo is credited with being the inventor of the four-
inged violin, and to have perfected his instruments between 1550
a}nd 1610. Stradivari of Cremona brought the instrument (during the
e[arly part of the eighteenth century) to a state of perfection never since
surpassed. The violin is capable of producing any desired effect. It may
be played with a bow, plucked with the fingers (pizzicato), muted, or
!#my produce harmonics. Divided in the orchestra or string quartet into
ﬁrst and second violins, the instrument is the same, the parts written
br.:ing comparable to first and second soprano parts. Normally tuned

G,D, 4,and E.

Viola.LargerthanthcviolinandmncdtoC,G,D,andA (a fifth
lower than the violin), and often spoken of as the tenor of the string
choir.

Violoncello. Commonly called the 'cello, in pitch an octave lower
than the viola, it plays the bass in the string quartet. One of the loveliest
of solo instruments, it is a descendant of the viola da gamba, Amati—
oe of the famous violin-makers of Cremona—being one of the first to
cc1nvcrt the gamba into a ’cello.

ouble-bass. The largest of stringed instruments to be played with a

w, and one of the foundation instruments of the orchestra. Of deep

aﬁd powerful tone, it is especially valuable in harmonic or obbligato

=
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BANDS AND BAND MUSIC

BY HARWOOD SIMMONS, Associate in Music, Columbia
University, and Conductor, Columbia University Band

HE most democratic musical ensemble is probably the wind-

band. Although it accompanies kings at coronations and all of-
ficialdom marches to its measures, the band is most at home as the
bright spot on the musical horizon of bourgeois culture. The plebeian
feels somehow that bands—brass bands, he calls them—belong to him.
They are within his ken, he thinks; and rightly so, because did not
Uncle George play in the village band and is not Dick learning the
trombone at school? The member of an average band is generally not
a musician in the strict use of that term. The word artist is seldom
attributed to him because he is first Mr. Average Citizen and next a
musically inclined performer upon an instrument. This is not to be-
little his musical preference; rather it is to recognize perhaps the most
significant medium through which refined ensemble music is to reach
the masses.

Just as other art media lack uniformity, especially in their less de-
veloped stages, so does the band. There are many kinds of bands even
when the definition is narrowed to include only ensembles of wind and
percussion instruments, ignoring the great variety of so<alled dance
bands which are really orchestras. In any case there is no set rule as
to instrumentation. Contemporary bands are more or less balanced
groups of wind instruments arranged in choirs very much as are human
voices in choral singing, with the addition of percussion instruments.
There is a brass choir of soprano, alto, tenor, baritone, and bass; and a
wood-wind choir built upon the same pattern. Except for a few im-
portant exceptions the band is little more than an overgrown wind
section of the symphony orchestra. Or, to put it another way, the sym-

74



, BANDS AND BAND MUSIC 75

phony orchestra is a band plus a large choir of stringed instruments.

Before the middle of the eighteenth century, ensembles known as
orchestras were, in our terms, more properly bands. Members of the oboe
family constituted the real nucleus of the orchestra rather than strings,
and often no strings at all were present. In fact, whatever can be said
of the early history of the orchestra applies equally to the band. It was
only after the eighteenth century that they were in any way differenti-
ated, and none but the most modern vocabulary designates the wind-
band as something different from the orchestra. In point of lineage, there-
fore, the band is as well born as its more distinguished relative. Why
the orchestra is more distinguished is obvious. It is vastly more versatile
ahd is capable of expressing the composer’s ideas, much more readily,
due to the addition of strings, with all their warmth and brilliance of
color. But this does not say that the band lacks virility or robustness, or
a subtlety all its own. Within its limitations the band has survived and
developed remarkably and is at present on the verge of a renaissance
promising to rival that which saw the birth of the symphony orchestra
itself.

‘The ideal band is coming to be known in America as the symphonic
band. The average band, however, is far less pretentious. In the vast
majority of cases the term band generally means a brass band of about
twenty-five pieces, an organization which is the chief criterion of musical
art to the inhabitants of thousands of communities. Splendid work is
now being done by the larger school systems and the American Band-
master’s Association, under the guidance of such eminent musicians as
Edwin Franko Goldman, in insisting upon balanced instrumentation
and good editions of better music and in teaching correct methods of
technique upon instruments of high quality.

The instrumentation outlined in the chart below, if completely repre-
sented, would approach that of the symphonic band, but the average
band generally lacks many of these, being something like this: 1 solo
cornet, often played by the conductor as was the harpsichord by the early
orchestral conductor; 2 first cornets (trumpets); 2 second cornets
(trumpets); 2 third cornets (trumpets); 2 alto horns; 1 baritone horn;

l
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BAND INSTRUMENT ATION
voICE BRASS CHOIR WOOD-WIND AND REED CHOIR
201200 solo cornet (or trumpet); 3 (coloratura) piccolo, flute, E-flat
players clarinet; 1 or 2 players each

flute, upper registers of B-flat clari-
nets, soprano saxophone; 1 or

more players
MeZZO-S0Prano 18t cornet (or trumpet); 1 oboe, 2nd clarinets; 1 or more play-
to 3 players ens
contralto and and 3rd commets (or 2nd and 3rd clarinets, alto saxo-
trumpets); 2 to 4 players phone, alto clarinet; 1 or more
players
testor (divided French horns (altos or melo-  alto clarinet, lower register of B-flat
barmony) phones), 3 or 4 players; clarinets, tenor saxophone; 1 or
1st trombone, tenor horns, more players each
1 to 3 players
berisone euphonium (baritone horn), bassoon, baritone saxophone, bass
mbona; 1 to 3 players clarinet; 1 or more players each
bass tuba, (sousaphone), bass bassoon, bass clarinet, bass saxo-
trombone; 1 to 4 players phone; 1 or more players each
PERCUSSION

Same as for the full orchestra.

3 trombones; 2 sousaphones or tubas; 1 piccolo; 2 first Bflat clarinets,
2 second Blat clarinets; 1 third B-flat clarinet; 2 alto saxophones; 2
drums. Clearly the effect is predominantly brassy and of a rather
strident character. With the addition of a fife or bugle and drum corps,
this instrumentation is fairly representative of the military band heard
in army, navy, and police units.

Some may consider it presumptuous to employ the word “symphonic”
in connection with a band, when at present that term is dignified by
its application to great orchestras. “Symphony” means “harmony” but
from about the fourth to the sixteenth century the word applied also
to musical instruments as such, these varying from drums to crude
horns. If we look, therefore, to antiquity for authority, the wind-band
has even more right to the word than the orchestra as we know it.
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The term helps to distinguish between the brass band and the larger,
fully instrumented ensembles specializing in concert and program
music. While military marches and music of dance rhythms characterize
the former, the latter has successfully invaded orchestral, piano, organ,
chamber music, and operatic literature, for the symphonic band finds
itself with almost no literature of its own.

The brass band is largely an outdoor affair, while the symphonic
band is adapted to both indoor and outdoor playing. It is two or three
times the size of the usual military band, with the wood-wind instru-
ments as its central feature. The military band is present within the
symphonic band but is emphasized as such only for special effects.
The symphonic band has developed possibilities for the composer not
to be found in any other medium. Tone colors impossible in the
orchestra or organ can be produced with tremendous effect, and the
greater versatility in dynamics and scale range is an asset not yet ade-
quately explored.

The clarinets take, in a general way, the place of the strings in the
orchestra, but in the symphonic band, strings are not wholly wanting.
Double-basses are now a regular component, together with harps, and
occasionally ’cellos and piano.

On the next page is an outline of the ideal representative instrumenta-
tion of a symphonic band, based upon a group of one hundred and six-
teen players.

It will be noticed that the large majority of symphonic band
instruments is also to be found in the orchestra, in some cases in exactly
the same proportion. Others, such as the clarinet, vary; the symphony
orchestra having, at most, five, while the band has thirty-nine. The
largest group of instruments unique to the band is the saxophone family,
and even they are sometimes heard in modern orchestral works.
(Bizet's L’ Arlésienne Suite uses the alto saxophone for a beautiful solo
passage.) Saxophones are among the latest arrivals in the family of
reed instruments, having been invented about 1840 by Adolphe Sax,
the tone being one that blends admirably with cither wind or stringed
instruments. When well played, saxophones possess a charm and




78 MUSIC ON THE AIR

vorce * WOOD-WIND AND REED 32AK

coloratura-soprano piccolos 2, flutes 6, E-flat clarinets 2 E-flat cornet (F trumpet)

soprano B-flat clarincts 16, soprano ssxo- solo cornets 3
phone 1

MezZZo-soprano and B-flat clarinets 8, oboes 2 first cornets 4

contralto 3rd B-flat clarinets 8, alto clarinets 2nd and 3rd cornets 6
2, alto saxophones 2, English fliiglehorn 2
horn 1

tenor 4th clarinets (third divided), tenor French horn 8§ (divided
saxophone 1 harmony), 1t trom-

bones 3

baritone bassoons 6, baritone saxophone 1, cuphoniums 3, and trom-
bass clarinets 2, hecklepbon 1 bones 3

base contra-bassoon 1, contra-bass clari- tuba 6, bass trombones 3,
net 1, bass saxophone 1 - string basses 4

Percussion—1 timpani, and four miscellancous players
1 harp, 1 piano

piquancy placing them far above the level of the jazz orchestra with
which they have been identified in spite of the fact that Sax invented and
first employed them for the military band. They are named soprano,
alto, tenor, baritone, and bass, the most popular and versatile being the
alto.

Other especially important instruments are:

Euphonium (baritone horn) is one of the few not known to the classic
orchestra, and may be described as a small tuba. It substitutes admirably
for the 'cello in transcriptions from orchestral music, having a beautiful
high tenor quality in addition to its full rich baritone in the middle and
low registers.

E-flat clarinet. This instrument has a shrill, unpleasant high register
and a thin, hollow middle register, and its low tones are beautiful though
not often used to advantage.

Alto clarinet is the modern equivalent of the basset horn of Men-

® It must be understood that abundant overlappings in voice range occur. Several in-
struments posscss as many as three voice regiseers.
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delssohn’s time. It is a fifth lower than the Bflat clarinet. Although
valuable in its low register its weaker high tones restrict its use some-
what.

(Brief descriptions of all the remaining instruments will be found
in the chapter “The Orchestra and Its Instruments.”)




PATTERNS AND STYLES—
A CHAPTER ON FORMS

VERYONE enjoys best the music he can recall. To make this

possible the music should be written with regard to a definite

form so that its melodies, the parts of a masterpiece which make the
first appeal, are easily recognized.

As plot is to a story, so form is to music; it is the pattern upon which
the composition is built. Pattern is based almost entirely upon repetition
of certain bits of music, these being made more interesting by the use
in the same composition, of contrasting phrases. Repetition in musical
sound, as in common rhymes, also helps to make the phrase groupings
of the notes and rests felt. Some repetitions are exact and others are
merely suggested.

Different pieces of music have their repetitions arranged in different
ways. The old round “Three Blind Mice,” for instance, is made up of
just two two-measure phrases, the one on which the opening words
(“Three blind mice”) are sung, and that used later in the little tune for
the first time on the words “they all run after the farmer’s wife.” By
using these little phrases, or motifs, in this order—i,1,1,1, 2,2,2,1—the
piece will be found to be complete in the form in which it has been
sung for ages.

_Repetition of very brief bits of melody (motifs) is heard in, for ex-
ample, the old Christmas song “Silent Night, Holy Night,” by Franz
Gruber.

“Triaumerei” by Robert Schumann—one of the ten “favorite” melo-
dies, is made from a single theme repeated several times, in varying
pitches. So, also, is the same composer’s “Wild Horseman,” in which
the simple melody is changed from major to minor, and from soprano

8o
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to bass. A pattern thus made from a single theme is said to be in unary
form.

In two-part (3inary) form, two different themes, each complete in
itself, are contrasted. An illustration of this is found in the familiar
“Sicilian Hymn,” sometimes also known as “O Du Heilige.” Here the
first half of the song melody is contrasted by an entirely different second
half.

Three-part (ternary) form is one of the most important of all forms,
and one used in the writing of a large number of the world’s master-
pieces, such as sonatas, symphonies, and overtures. Such longer pieces
may have many subdivisions, but they will usually be found to be
written in three large parts. This form may be recognized by the
similarity of the first and third parts, although the third part, in its
repetition of the first, may be varied, or considerably shortened. This
form is illustrated in “Old Folks at Home,” the first part ending with
the words, “that’s where the old folks stay.” The second part—shorter
than the first—begins with the melodic phrase which accompanied the
words “all my heart is sad and weary, everywhere I roam,” after which
(with the words, “there’s where my heart is turning”) there is a return
to the expressive melody of the opening measures.

Many simple folk airs are in this three-part form, as will be seen by
singing the melodies of such familiar songs as “All Thro’ the Night,”
or other old favorites.

A piece may have three or more themes, or separate tuncs, arranged
in such an order that the first one not only begins the piece, but alter-
nates with each new theme and closes the composition. If one should
indicate each theme by a letter, the pattern of such a form, which is
known as rondo form is as follows: 4 B 4 C A. This form had its be-
ginnings in the ancient round dances, or singing games, in which the
refrain was sung first and last, and contrasted with a solo response from
one of the dancers, as in the storied “On the Bridge of Avignon.”

The sonata form, so often mentioned in concert program notes and
in oral interpretations given over the air, refers only to (usually) the
first movement of a sonata, a symphony, or a concerto. This is written
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with regard to three-part form, having three large parts, known as the
statement of the themes (or exposition), development section, and
recapitulation. Each of these, in turn, has its divisions. The exposition
presents the themes, of which there are at least two, which are in con-
trasting style and keys. In the course of the development section these
themes, or fragments of them are repeated in new keys, and in as many
different ways as the taste and ingenuity will permit. The recapitulation
—like the return of A4 in the simple three-part form—brings a return of
all the themes, all of which are now in the main key of the composition.
To all of this the composer may, if he wishes, add an introduction
and a coda, or end-piece, but the addition of these is entirely optional.

The sonatina—a small sonata, is similar in form except that it has no
development section.

Some compositions make use of a simple, small, but easily recogniz-
able, bit of music, known as a motif, through the entire piece, its use giv-
ing unity to the work as a whole. This is illustrated by the “Fate” theme
which Beethoven used throughout his Fifth Symphony.

There is also the fugue. This form, in its usual acceptance, is built
about a single theme, which is given out first by a single voice, then
answered in turn by each of the other voices.

Lyric music owes its name to the ancient lyre, and to ghe fact that the
Grecks were accustomed to classify as lyric any poem which was not
narrative or story-telling in its character, and which was sung to the
accompaniment of that historic instrument.

Many pieces known by such names as serenade, romance, barcarolle,
reverie, or meditation, are frequently spoken of as being lyric forms.
It would be more accurate to speak of their lyric style, for each ex-
presses its own type of emotion. It is the ckaracter of such music, rather
than its formal design which gives it its name. A number of the more
familiar lyric “forms,” and of the old dance forms so frequently a part
of the suite, with brief notes about each, are listed:

Allemande, in the classic suite usually following the prelude, is of
German origin, and in four-beat measure. (The general order of move-
ments in a classic suite is, prelude, allemande, courante, sarabande;
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en optional movements, such as minuet, bourrée, gavotte, and musette;
d usually ending with a gigue.)

Barcarolle. The name given, in early days, to the gondolier songs of

enice. It now suggests any boat song and is characterized by a gentle
swaying rhythm.
Bolero. A Spanish dance of decided rhythm and lively tempo.
Bourrée. A dance from cither Biscay (in Spain) or from southern
Rrance, cheery in mood, and of lively tempo. It begins on the last beat
a measure, and in its rhythm two short notes are followed by a
long one. '
Chaconne. A type of theme with variations. See page 124.
Courante. A gay and quickly moving dance, often embellished by the
dition of doubles (elaborate variations).
Czardas. A Hungarian dance taking its name from the word mean-
ihg “country inn,” where it was first performed.
Fandango. A Spanish dance similar to the seguidilla and the bolero.
Farandole. The name of a procession of festal character often seen

féte days in Provenge.
Gavotte. An old French peasant dance taking its name from the sec-
tion in which it originated. Begins on the up-beat of the measure.
Gigue (giga, fig). Usually in six-eight measure, a lively dance of
uthern Italy.
Habasera. A languorous dance common to Spanish or Cuban music.
March. A form of regular rhythm (2-2, 44, or 6-8) having many divi-
gions as to style, such as funeral, military, wedding, or as used for
processions.

Mazurka. A folk dance of Poland taking its name from the duchy
of Mazovia. Its rhythm is a slow triple.

Meditation. A lyric style the name of which suggests thoughtful
¢ontemplation of some specific idea.
Minuet. A dance in three-beat measure which originated in the French
province of Poitou. It became a court dance and was later brought to
America by migrating colonists.
Musette. A simple dance in duple measure, beginning on the last half
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of the measure, and taking its name from an old-time instrument which
gave out a drone bass.

Nocturne. A lyric piece the name of which suggests night music, the
form said to have been invented by John Field.

Passepied. An old-time Breton dance of lively rhythm.

Polka. A Bohemian dance invented about 1830.

Polonaise. A processional dance or march originating in the parade
of returning soldiers before the king of Poland.

Reyerie. This general title leaves the interpretation to the individual
whims of the listener. A piece of retrospective music.

Romance. A lyric piece suggesting a tender or fanciful mood.

Serenade. A lyric piece taking its name from the Spanish sera, mean-
ing “evening,” and of romantic history, having originated with the
troubadours of Provenge.

Siciliana. A rhythmic piece from Sicily where it is always sung as it
is danced, and which in its atmosphere suggests a shepherd’s pastoral.
An instrumental siciliana is characterized by a drone bass, suggesting
the primitive bagpipe.

Tarantella. A furious folk dance of Italy, taking its name from
Taranto.

Waltz (valse). A dance in triple meter, derived from the country
dances of Germany,
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STORIES IN SOUND—
DESCRIPTIVE MUSIC

INCE the beginning of time people have told stories. Many of the
oldest of these—myths, fables, legends, and folktales—handed down
for centuries by word of mouth, have become a precious heritage re-
flecting the thought and actual history of the past. Some have been
preserved by means of highly colored pictures and carving found buried
under the dry sands of Egypt and the Orient. In the ancient days, in
Greece, Arabia, and Persia, many men became professional story-tellers,
traveling through the country from market-place to market-place, re-
citing tales of valor and adventure. Traveling story-tellers are still seen
and heard in Arabia.

As poets have told stories in words, and artists in carvings and color,
musicians have told them in sound, and this type of music is known as
program music, in contrast to absolute music, which makes no effort to
suggest or imitate any special object or story, but merely to be lovely in
a formal way. (An illustration of absolute music is the elegant orchestral
overture to the Magic Fluse in which the graceful theme is developed
in fugal manner.)

Program music may be divided into realistic, narrative, and im-
pressionistic types.

The realistic piece tries, through clever imitation—such as the crack-
ing thunder in the William Tell Overture by Rossini, or the hissing
steam and rumbling wheels in Pacific 231 by Honegger—to bring real
objects instantly to mind.

Narrative music is less definite in its imitation, but secks to describe
some event by means of association, as is done by Ernest Schelling in his
Victory Ball for orchestra. Here the listener knows, quite certainly, when
the ghosts of the Scottish highlanders have entered the ballroom, and
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that they are ghosts instead of living soldiers, because of the trumpet
call “To Arms,” the spirited playing of the bagpipes which accompany
the marchers, and the strains of the Dies Irae (Hymn of Death) which
follow.

Impressionistic music merely suggests a mood, story, or idea, leaving
the details to the imagination of the listener. By many this is thought
to be the finest type of program music. The greatest master of this type
was Debussy, whose clusive effects were often produced through the
use of old church modes, the whole-tone scale, unusual harmonies, and
an equally unusual manner in the use of them. This is illustrated in his
fantasy, Afternoon of a Faun.

A very simple piece of program music, in which certain instruments
become symbolic of the characters in the story, is MacDowell’s Of a
Tailor and a Bear, one of the Marionettes which he wrote under the
nom de plume of Edgar Thorne. It is based on a fairytale by Hans
Christian Andersen and tells of a tailor who was so fond of music that
he always kept a fiddle near him under his bench so that he could play
on it when not busy. One day there was a great commotion in the
street, and in through the doorway walked a huge bear. The tailor was
badly frightened but, remembering that bears are supposed to like
music, pulled his violin out and began to play. The bear began to dance,
for, after all, it was a tame dancing bear that had broken away from
its master. Soon the owner came in and claimed it, to its evident dis-
pleasure, and its discontented growls, as it is led away, furnish one
of the most delightful moments in the music. The tailor is deftly char-
acterized in this music by the tuning of the violin, and the jolly dance
tune that is played. These, with the deep “growls” from the basses,
which herald the bear’s arrival and departure, make of this a splendid
example of realistic imitation.

Another is the episode “Puss in Boots” from Tschaikowsky’s ballet of
the Sleeping Beauty, in which the white cat (through clever orchestral
imitation) miaows and spits in cat fashion with superlative drollery.

Less obvious is the orchestral suite Caucasian Sketches by Ippolitov-
Ivanov, four musical pictures of clemental scenes in the life of a moun-
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tain settlement in the Caucasian Mountains, written after the composer
has spent some years in Tiflis as a teacher in the music school mainsained
there by the old Russian Empire. Many of the people of the region are
nomad shepherds, and the folk music of the settlements—sung at night
or played upon primitive shepherd pipes, about the glowing camp fires
or within the shelter of the black tents—is of a wild and barbaric nature.

“The first number, “In a Mountain Pass,” opens with a persistent horn-
call which is echoed and repeated as though reverberating through the
deep gorges and difficult mountain trails. The second, “In the Village,”
suggests a street scene in one of the mountain settlements. The cadenzas
for English horn and solo violin (muted) suggest the rhapsodical im-
provisation of the folk musicians. Soft beating upon the tambour, or
Oriental drum, introduces the dance in the village street. “In the
Mosque,” which follows, is a brief and solemn episode, suggesting a re-
ligious service of the East. “March of the Sirdar” (March of the Cau-
casian Chief) needs no interpretation, as its vivid rhythms and melodies,
accentuated by the high shrill tones of the wind instruments, depict a
war-like procession against an enemy.

No discussion of “stories in sound” would be complete without refer-
ence to the Scheherazade suite of Rimsky-Korsakov. Scheherazade,
that “Queen of Story-Tellers” of the Arabian Nights, is doomed to die
the morning after her marriage, but that night she spins a fascinating
tale and her life is spared, day by day, so that she may finish it. When
the story has continued for a thousand and one nights, the Sultan, in
admiration of her courage and resourcefulness, pardons her com-
pletely. Each of the pieces of the suite is like a chapter from a book, a
complete incident in itsclf. A special feature of the music is Schehe-
razade’s own theme, a delicate air played by the violin at some time
during the progress of each of the stories she tells, and again at the very
close of the suite, as though to reassure the listener that she is still alive,
like the “signing off” of a radio announcer. Of almost equal interest
is the deep-toned melody which suggests the Sultan’s voice.

The first sketch, “The Sea and Sindbad’s Ship,” depicts the restless
undulations of the sea, upon which Sindbad has gone adventuring. The
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“Tale of the Kalendar Prince” tells the story of the three Kalendars
(wandering dervishes) who appear disguised as princes. Scheherazade is
heard first (her violin solo accompanied by the harp), after which
the bassoon, typifying the Kalendar, is heard, to the accompaniment of
a drone from the basses suggesting Oriental bagpipes. Scheherazade’s
sweet melody concludes the tale. “The Young Prince and the Young
Princess” tells a picturesque tale of Oriental courtship, and is accom-
panied in truly Eastern manner by triangle, tambourines, cymbals, and
drums. The suite closes with “Festival at Bagdad,” a gorgeously brilliant
review of an Oriental féte. The foreboding motif of the sea and the song
of the heroine preface the riotous music of the bazaars in which blatant
and boisterous noises of old Bagdad are heard to the full.

One need not look for a “story” in all music, but if the composer has
given a title or motto, or if the music has a legitimate historical or
literary background, it will aid the development of the composer’s plan
and increase the listener’s enjoyment to learn and think about it.




FOLK DANCE AND THE BALLET

HYTHM is the oldest element of music and before there were
Rother musical instruments men beat upon crude hand-made
drums, either to send messages through the air by means of prearranged
signals (as is still done in Africa), or as accompaniment to the dance.
Folk dancing has always been a popular form of entertainment and the
dances of the various nations differ greatly in character, rhythms, and
rates of speed. Such folk dancing is a forerunner of the more modern
ballet, by which is meant a kind of pantomime opera in which a com-
plete story is told through gesture and dance, aided by costume and
scenery, and rhythmic accompaniment of vocal or instrumental music,
without a single word being sung or spoken. Some of the most inter-
esting music in the world has been written for the ballet and much of
this has also been arranged as concert material for the orchestra.

Other forerunners of the ballet include the ancient Greek choruses
which assisted in the presentation of the classic Greek dramas. Records
of their art are still to be seen in the fricze on the Parthenon at Athens,
in which the dancers are scen in action. Later, when the art of the Greek
theater was carried to Rome, an adaptation of the dancers’ art was
made by the Romans and called pantomime. Musicians were retained to
chant the text while a single actor on the stage performed all the gestures
and steps expressive of the story.
| Then came the “fala” dances, so called because of the custom, in the
sixteenth century, for composers to write gay dance tunes, to the
choruses of which were sung light-hearted refrains on the syllables
fa-a, fada, as in Now is the Time of Maying.

With the coming of opera, classic dance numbers, patterned after
those of the Greeks, were inserted between the acts. This practice has
been continued ever since and not only has the dance itself come to be
known as the ballet (from the Italian ballare, meaning “to dance”) but
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the special group of people who do the dancing. The dance may tell
part of the opera’s story, or may be merely a beautiful spectacle.

In certain European countries classic ballet came to mean more than
a mere addition to opera, and became a separate art. In Russia schools
for the training of ballet dancers were formerly under the direct patron-
age of the Tsar. Much of the Russian love of color has come to be as-
sociated with the music, decorations, and costuming of the ballet, and
many composers write especially for it. Anna Pavlowa was the most
famous of the many celebrated Russian dancers.

Délibes, a French composer of the past eentury, devoted his best ef-
forts to the art, and no ballet is more charming or graceful than his
musical story of Coppelia, the wonderful mechanical doll, so life-like
that she is thought to be alive, both by the village swains and her
chagrined rival, Swanilda. (This story is also the basis of an act in
Offenbach’s opera, Tales of Hoffmann.)

Many ballets are based upon familiar subjects, such as the Mozher
Goose by Ravel (written originally as a piano duet, then arranged as a
stage ballet, and as an orchestral suite); or on legends handed down
from pagan days, such as the famous Russian legend of the “Fire Bird”
upon which Igor Stravinsky wrote his celebrated ballet of the same
name. ‘

Another ballet by this composer is The Rite of Spring (Le Sacre du
Printemps), a highly dramatic work, primitive in its elemental appeal
to the emotions, and modern in its tremendous use of percussion in-
struments and its harmonic structure. The Rite of Spring refers to a
pagan custom of the worship of the forces of Nature by means of
sacrifice. The first part tells of the adoration of the earth; the second of
the sacrifice of the chosen victim, who is the loveliest maiden in the
village. Much of the music is in the style of ancient Russian folk song.
The climax is a terrific frenzy of rhythm as the maiden dances herself
to death. The composer has said that in the music he tried to create a
picture of pagan Russia in which the peasants were dancing in the
springtime, accompanying the rhythms by their gestures and their feet.

Another modern ballet, but one characteristically American, is Sky-
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serapers, written by John Alden Carpenter of Chicago in response to an
invitation from Sergei Diaghilev, director of the Russian Ballet, to send
him a work that “should embody the bustle and racket of American life,
expressed in the prevalent American musical vernacular of jazz.” It
had its first performance at the Metropolitan Opera House in New York
in 1926. Skyscrapers reflects the many rhythms and sounds of American
life without having any definite story, and shows the American’s violent
alternation between work and play. It develops in a series of brief
sketches. Scene one shows traffic signals at work; scene two shows a
skyscraper upon which men in overalls are at work; scene four shows
“any Coney Island.” The sixth and last scene shows the skyscraper
again in relicf, and the whole work is a use, on a symphonic scale, of the
exhilarating features of jazz. Into the music are also interwoven ver-
sions of several American melodies, such as Negro spirituals, “Massa’s
in de Cold, Cold Ground,” and “Yankee Doodle.”

A contemporary ballet of unusual romantic charm is The Jar, a story
of rural life in Sicily, by Alfredo Casella. The plot is from a burlesque
tale of Luigi Pirandello, and tells of Don Lollo Zirafe, a rich and miserly
farmer who owns a huge oil jar of which he is very proud. An awkward
peasant overturns the jar accidentally and breaks a piece from its side.
The Don is furious, and calls an old hunchback from the village to
mend the damage. That he may do so better, he enters the jar, and when
the work is finished finds himself unable to get out. Don Lollo refuses
to have the jar broken again, and the hunchback faces a long imprison-
ment. But he accepts it cheerfully, and as night falls and the moon
appears the curls of smoke from his pipe are seen pouring upward from
the mouth of the jar. A distant singer begins the air of a popular

Sicilian air, Chiovu, and the farmer’s daughter comes from the house -

and begins to dance about the jar. Peasant neighbors gather and sing
to their imprisoned friend, dance, and make so much noise that the
Don cannot sleep. He rushes angrily from the house and in the excite-
ment the jar is sent rolling to the foot of the hill where it strikes an olive
tree-trunk and breaks again. The hunchback is then picked up by his
friends and carried from the scene on their shoulders in noisy triumph.
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HAYDN, MOZART, BEETHOVEN,
AND THE CLASSIC SYMPHONY *

HE CASUAL listener to a concert being played by a standard

symphony orchestra, conducted, perhaps, by the celebrated Arturo
Toscanini, or to one sent over the air from a spacious theater-like studio
in Radio City, is apt to take the orchestra for granted and to forget its
long years of development which began centuries ago in the incidental
grouping together of musical instruments, possibly for the accompany-
ing group for folk dancing or singing.

Then came the matching of similar instruments, as in the “string
bands” of twenty-four which were the pleasure of many noble patrons
during carlier years. There were also groups of wind and stringed in-
struments as assembled by Lully, favorite of Louis XIV of France.
Special groups sprang into prominence, such as Henry VIII's famous
band of sackbuts of the sixteenth century; and the Austrian and Ger-
man town bands like those in which so many members of the Bach
family played that, in certain neighborhoods, all town pipers came to
be spoken of as “the Bachs.” The size and grouping of an orchestra was
then dependent upon the pleasure or purse of its patron, and this ex-
plains the seeming oddities in composition of those composers who
wrote for instruments before standardization of the orchestra took place.

The formation of the orchestra was also influenced by its use as ac-
companiment to dramatic action. In 1600, when Eurydice (the “first
opera”) had its first performance, an added “feature” was the playing
of three flutes behind the scenes to furnish the music simulated by the
shepherd Tirsi who, on the stage, held a triple-flute in his hands and
pretended to play.

® See “The Orchestra and Its Instruments” and “From Greek Drama to Radio Opera,”

pages 69 and 38,
92
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Later in the century Alessandro Scarlatti (1659-1725), the famed
virtuoso, showed a preference for bowed instruments. Handel and Bach,
both born a few years later, in 1685, and only thirty miles apart, each
used the orchestra in an individually expressive way. Meanwhile, the
instruments themselves were being developed.

A detailed study of the Bach orchestras would repay any music lover.
It was in 1714, when he was less than thirty years old, that Bach entered
ducal service at Weimar where one of his duties was the direction of the
court orchestra. His was a very small organization, the records still
extant showing that there were, altogether, twelve players, of whom
three played the violin; one, the viola; one, bassoon; six, the trumpet;
and one, the drum.

At Anhalt-Céthen, to which Bach went as chapel-master three years
later, his orchestra was made up chiefly of stringed instruments. There
were only eight regular players. Four extra players were available for
special occasions, in addition to which there was a corps of three
trumpeters who also played the drum 'when needed. But the Prince and
his friends also owned instruments and frequently played with the
musicians. For them Bach wrote much of his finest chamber music,
including the four Overture suites* in which the flute (the Prince’s
favorite instrument) played a prominent part.

In Leipzig, where Bach spent the last twenty-seven years of his life,
his orchestra regularly numbered from eighteen to twenty, and their
unusual seating arrangement is shown in prints, made at the time,
showing Bach and his musicians in the church choir-loft. In their use as
accompaniment to his church and secular cantatas, Bach often used
the instruments in an almost naive manner, that they might stress the
meaning of the text. He wrote no violin music he could not play him-
self, this fact proving his unusual ability as a performer. Handel also
used the instruments in special settings.

The middle of the eighteenth century saw further improvement of
the flute and oboe and a quite widespread use of the clarinet.

The years in which Haydn and Mozart wrote their first master-

® For analysis of Overture No. 2, scc page 260.
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pieces were those which saw the culmination of the so-called “classical”
period. Haydn was encouraged in all his experiments toward standard-
ization of the orchestra by his royal patron, Prince Esterhazy. He
had, at first, only a tiny group of players—six first violins and other
strings in proportion; one flute, two oboes, two bassoons, two horns,
two trumpets, and drums. The harpsichord, which had served as a
foundation for the orchestra for so long—even by the famous Mannheim
“school” under Johann Stamitz (1717-1757)—was now found to be un-
necessary. Haydn assembled the instruments into definite choirs (wind,
brass, string, and percussion). Mozart added the clarinet and trombone.
Beethoven added more clarinets and extra horns and so employed the
entire group that each instrument became an individual, contributing
its own peculiar personality to the ensemble.

Twenty-three years passed between the performance of Beethoven’s
first symphony (C Major, 1800) and his ninth, the wonderful Choral
Symphony. No more effective illustration of both the charms and the
limitations of the “classical symphony” could be made than in both
seeing and hearing its reproduction as done so faithfully by Toscanini
in the “Beethoven Cycle” given by the Philharmonic Symphony So-
ciety of New York under his direction during the season of 1932-1933.
At that time the Symphony reproduced the exact size and instrumenta-
tion of the organization for which Beethoven scored his first symphony
(two flutes, two oboes, two clarinets, two bassoons, two horns, two
trumpets, timpani, and strings).

Later composers molded the orchestra to their own needs and ideas.
Weber, Mendelssohn, and Berlioz either introduced new instruments
into the different choirs, or multiplied the numbers of those already
present. Wagner regrouped the wind instruments and divided the
strings, using various instruments so as to produce remarkable and
unique effects. Modern composers have added many devices, particu-
larly among the percussion choir, but these are not the fundamentals
which will, doubtless, remain for many years what they were in the
days of Haydn, Mozart, and Beethoven, the three great masters of form.
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THE “ROMANTIC” IDEA IN
MUSIC—SCHUBERT, CHOPIN,
AND SCHUMANN

HE MIDDLE of the nineteenth century is known as the “Roman-
, tic” period in music history, and those composers who wrote be-
tween about 1875 and 1goo are grouped in a general way as post-
romantic.
| The musical meaning of the word classic is a reverence for formal
beauty. That of romantic is that the emphasis is given to the meaning
of the music—what it says to the listener. In vocal music one may con-
trast a formal composition of Palestrina with the choral accompaniment
to the ballet in Prince Igor by Borodin; in instrumental music one may
contrast a Pastorale of Corelli with Russian Easter by Rimsky-Korsakov.
| In romantic music the subject chosen as the title is usually fanciful and
the treatment of it is unconventional and exciting, representing the
personality and mood of the composer. Great masters of the period in-
clude Chopin, Schubert, Schumann, Robert Franz, and Mendelssohn;
with Becthoven, whose most classic works are pervaded with romantic
feeling acting as a link to earlier periods; and Johannes Brahms as its
climax.
Further contrasts of “classic” and “romantic” compositions may in-
lude the formally beautiful Swrprise Symphony in G by Haydn, with
¢ “March to the Scaffold” from the Symphonie Fantastique by Berlioz.
th are orchestral works. The earlier work is classic in its use, for
stance, in the familiar second movement (with the drum Bang! from
which the symphony takes its name) of one of the oldest musical forms,
the theme with variations. The little theme is as simple as a folk song,
and is followed by four brilliant variations and a tiny coda.
95
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Or one may compare a formal sonata for harpsichord with a piano
composition by Robert Schumann, such as his delightful “Scenes from
Childhood.” These are thirteen very short pieces each of which is a
poetic reflection upon the joys of childhood, the seventh of them being
the delicate “Triumerei.” The suite closes, after “The Child Falls
Asleep,” with a musical retrospect, “The Poet Speaks.”

In his “Papillons” Schumann follows the same general plan. Each of
the sketches is short, and they are nameless. The set closes with a refer-
ence to an old folk air and custom, the “Grandfather’s Dance,” toward
the end of which the bell in the church tower is heard striking the
hour as the dancers stroll homeward.

In his brilliant and extremely difficult “Davidsbiindler” (David’s
Band Dances) Schumann refers to the Biblical story of the Philistines
and their warfare against the followers of David. The reference is
symbolic and suggests two rival “schools” of musicians—the classic and
the more modern. He also gives expression to the two natures within
cach person, allowing the title Eusebius to represent the tender, gen-
tler nature, and Florestan, the more vivid and sensational mood.

Schumann’s “Carnaval,” one of the most favored program numbers
of all concert pianists, is equally romantic.

Mendelssohn’s graceful “Songs Without Words” (including the fa-
vorite “Spring Song,” “Spinning Song,” and “Hunting Song”) as well
as the utterly charming Midsummer Night's Dream Overture with
its open references to the magic realm of Fairyland, awaken the
imagination of the hearer in a manner which is one of the aims of the
“romantic” composers.

The romantic period also owes much to the beauties of the music of
the gifted Schubert, or to the supreme art of Chopin as expressed in his
poetic piano works.

Brahms, whose mastery of the technique of composition and love of
formal beauty for its own sake is shown by the classic charm of his
four symphonies and his “Haydn” (and other) variations, also wrote
expressive romantic works of which his early “Ballade” for piano,
founded on the Scotch ballad of “Edward,” is an example.




THE “ROMANTIC” IDEA IN MUSIC 97

The truest test of the value of any Romantic piece of music is not
to be found in its general popularity, however great or small that may
be, but in its subtle but sure power to carry the listener unconsciously
past the commonplace or trivial, into the imaginative realm of the ideal.




BRAHMS AND ‘““ABSOLUTE"”
MUSIC -

BSOLUTE” music may be defined as music written for beauty’s
sake and without any thought of expressing, in it, a definite mood
or story.

Some music may be considered as either absolute or program music,
depending on the listener’s point of view and his information concern-
ing it. An illustration of this is Beethoven’s Sonata, Opus 27, No. 2,
sometimes known as the “Moonlight Sonata.” The listener who is un-
familiar with this music and hears it mentioned or sees it listed on a
program by its opus number only, will expect to find the music for-
mally proportioned, and beautiful for that reason. Should he, however,
know the legend of Becthoven’s visit to the blind girl, whose playing he
is said to have overheard while passing her home, and his improvisation
at her piano, later written out and used as the first movement of this
sonata, he is apt to hear in the music a suggestion of the romantic story.
And the fact that this first movement does not happen to be written in
true formal design, but as a fantasy, will help him to interpret it in
that way.

Some picces really belong to both divisions, as the Beethoven Pas-
toral Symphony, which has both form and story.

Of those great composers whose instrumental music needs no story
(program) to add to its popularity is Johannes Brahms, whose works—
such as the four symphonies, and the “Tragic” and “Academic Festiyal”
Overtures, or the twenty-four larger pieces of chamber music—are cele-
brated for devotion to simple classic beauty. A knowledge of Brahms’s
life-history adds to the enjoyment of the music.

Brahms was born on May 7, 1833, in Hamburg, the son of one of the
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best double-bass players in the city. The father, a member of one of the
carly “litle German bands,” was the boy’s first teacher, but took
him, at the age of ten, to Otto Cossel, assuring that teacher that
“Johannes is to learn just as much as you know, no more.” Later Cossel
took the youth to Edward Marxsen, his own teacher, to whose careful
instruction Brahms paid tribute all his life.

When just a small boy Brahms wanted to write music and con-
fided to a friend that his “best tunes” always came to him as he blacked
the family boots in the early morning. He was thoroughly acquainted
with several instruments, thanks to his father’s insistence that he
should be able to play at cafés and dances, and to take his part in arrang-
ing music for and playing in the little bands.
| Brahms was deeply fond of folk songs, and in his later years made
collections of them which carned him the gratitude of all music lovers.
He was also fond of the way of writing music known as variation form,
in which a chosen melody is repeated several times, but always in a
different way, the change being made through alteration of key, from
'‘major to minar or minor to major, of tempo, of rhythm, of accompani-
:ment, of melodic embellishment, or in still other ways which the art
and imagination of the composer may devise. His first known composi-
tion was in this variation form, his début program as a pianist, at the
age of fourteen, including variations on a folk tune. Among his most
scholarly and brilliant compositions in later life are the celebrated
“Paganini” and “Handel” variations for piano (on themes by those
masters); two sets written on themes by Robert Schumann; the varia-
tions which form the final movement of the Fourth Sym phony; and the
remarkable “Haydn” variations for orchestra, so called because their
' theme is one used, years before, by Haydn, in his Divertimenti. He fre-
quently used folk songs as variation themes, as in his Sonata in G,
'Opus 1.

When he was sixteen, Brahms met Edward Remenyi, the Hungarian
violinist, and, through him, Joachim, the eminent violinist whose friend-
ship was to influence the rest of his life. Through Remenyi, whom
Brahms accompanied on a concert tour, he became acquainted with
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Hungarian folk song and its rare charm, and his first work to gaia
world fame was a set of dances based upon Hungarian airs.

In the fall of 1853 Brahms met Robert and Clara Schumann and this
was the turning point in his career, for Schumann wrote the celebrated
article entitled “New Paths” in which he hailed Brahms as the “coming
Messiah” of modern music. So that he might be more fitted for his life
work, Brahms went to the small town of Detmold, where he held a
small musical post. Here he worked for several years making a serious
study of all the great classic music of earlier composers, and at a self-
drill in writing counterpoint which included a regular exchange of
contrapuntal exercises between him and Joachim. It was his complete
mastery of contrapuntal writing, and consequent ability to develop a
theme in a rich and complex manner, which impart to the four sym-
phonies (discussed in greater detail on pages 281-3) their varied and be-
wildering beauty.

Critics of Brahms were at first apt to say that his music was dry and
pedantic, because of its formal perfection. Now some of them say that
it is too melodious, this because of the composer’s lifelong attachment
to folk song and his attempts to reflect its artful simplicity in his own
work. In any case Brahms’s music speaks for itself and he is recognized
as one of the most scholarly and also popular of composers.
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ORCHESTRAL SUITES, CLASSICG
AND MODERN

O PART of an orchestral concert program is more certain of a

general popularity than the suite which is so often included in it.
There are several reasons for this. One is that the suite is usually made
up of fairly short picces, each of which is quite easy of comprehension
and interpretation. Many suites make an especial use of certain in-
stlrumcntal effects not so frequently heard in longer works, where
they might become tiresome. Also, a suite, whether it be of classic
or modern style, is always unified by some central idea. In the classic
suite (which may be written in the present year, as well as in the
far-off past), the central idea is usually a certain key, or tonality. All of
the parts of the suite are written with regard to established form (the
so-called suite-form being a two-part form). The modern suite is usu-
ally a story-telling piece of music in which each separate part is like
the chapter of a book which is complete within itself and yet contributes
to the dramatic effect of the whole.

The history of the suite leads to the Orient where the Arab singers of
the great deserts were accustomed, even in carly centuries, to making ar-
rangements of little sets of short barbaric folk songs in which each little
song formed a contrast in mood or style to the one which had just been
sung.*

Many of the oldest written suites were simply collections of pretty
folk airs, or of quaint court dances such as the minuet or the gavotte.
The music of these, planned at first only as an accompaniment to
dancing, became pieces for performance. Many of them were first
arranged for the early keyboard instruments and the ever-popular lute.
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For many years all music copying had to be done by hand, but as the
art of printing developed, composers were able to publish longer pieces.
One of the oldest suites written for the harpsichord, and yet stll
heard on concert programs, is the very unusual “Bible” sonata called
“David and Goliath” written by Johann Kuhnau in 1700. In the dif-
ferent sections of this suite the composer tells, in very thrilling man-
ner, the episodes in the lives of these Old Testament heroes.

Josef Haydn also wrote a suite of seven orchestral pieces to illustrate
a Biblical text. It is a setting of the “Seven Last Words of Christ” and
was composed for the use of the Cathedral at Cadiz in Spain. An eighth
piece which he called “The Earthquake” forms an end-piece to the
suite.

Some of the instruments played in the early centuries were mechanical
and might be tuned at will, but to a single key. The lute is an example
of this. The player had then only to follow the tablature (the early music
notation which indicated the fingers to be used, rather than the pitch
of the notes) and so, naturally, groups of pieces played one after the
other were put into one key so that the instrument need not be tuned
again, The variety and contrast was secured mainly through changes in
thythm or rate of speed. This, in part, explains why the classic suite
usually is written in a single key.

These sets of pieces were known by different names in different coun-
tries—suites, in England; partitas, in Germany; and sonata da camera,
in Italy. Some were also known as sonatas, or as overtures, though writ-
ten in genuine suite form.

The term suite was never used by Bach, who wrote four important
works of this character for the pleasure of the Prince Leopold of Anhalt-
Cothen, calling them overtures. (1, C Major; II, B Minor; III and IV,
D Major.) Their original parts may now be seen in the Royal Library
of Berlin.

The typical pattern of a classic suite is illustrated by the second Bach
Suite, written in seven parts, all of which are in the same general key
and which are introduced by an overture in French style, as follows:

1. “Overture,” a quaint old-style movement in three-part form, acting
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as a prelude to the dance movements. 2. “Rondeau,” * in the manner of
the old-time circle dance. Here the main air is heard three times, con-
trasted with other themes. 3. “Sarabande” (in the related key of D
Major), is in the style of an Oriental type of folk dance common to Span-
ish life in the sixteenth century. The principal melody is introduced by
flute and violin. 4. “Bourrée.” This movement is in two parts, each of
which might easily be played as a separate picce. 5. “Polonaise,” in the
Trio section of which the flute introduces an ornate obbligato to the
main melody. 6. “Minuet,” in the manner of a lively court dance.
». “Badinerie,” the name of which comes from the old Provengal word
Yvhich meant “a sprightly jest.” The main air of this gay number is
played by the flute.

| Many of the charming old-time dances might not be heard at all
today were it not for the artistic transcriptions + made of them by con-
temporary composers. This is illustrated by the suite, Old Dances and
Airs for the Lute assembled and freely transcribed by Ottorino
Respighi for the modern symphonic orchestra. This faithfully preserves
the spirit and style of the original pieces which are: 1. “Balleto detto 11
Conte Orlando” by Molinaro (born, 1599, in Genoa, and maestro di
cappella at the cathedral in Genoa. A famous lutenist). 2. “Gagliardi”
by Vincenzo Galilei, father of the celebrated astronomer. The galliard
was an old dance of extremely lively character in 3-2 meter. 3. “Vil-
lanella,” composer unknown. (This was a title formerly used with an
otherwise unaccompanied rustic dance.) 4. “Posso mezzo e mascheradi,”
composer unknown. (This is of the type of the old-time Italian dance
Iknown as a Pavan. When less stately in character it is called mascherade,
a dance for masked revelers at a féte.) :

' Respighi has also transcribed, as a suite for small orchestra, a number
of graceful harpsichord works of the seventeenth and eighteenth cen-
turies, under the general title of The Birds, a typical selection being
Rameau’s “The Hen.” Not only is this Italian composer interested in the

[
® An example of the rondo, in prosc, may be seen in Psalm CXXXVI, in which,
throughout twenty-seven verses, the refrain is constant, “For His mercy endureth forever.”
+ See “The Art of Transcription,” page 121.

|
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old-time music, but he has written an original suite, Four Symphonic
Impressions (Church Windows), each “impression” taking for its sub-
ject the figures seen on a stained-glass window in a Roman church.
The four suite movements are 1. “The Flight into Egypt”; 2. “St.
Michael Archangelo”; 3. “The Matins of Santa Chiara”; and 4. “St.
Gregorio Magno.” Into these Respighi has interwoven appropriate
suggestion of old church modes.

In sharp contrast to the more austere suites of older writers is the
vague and impressionistic music of Debussy who, in his suite, Noc-
turnes, for orchestra, has suggested the ethereal and transient appearances
of the clouds, their intangible texture, and their constantly chang-
ing coloring and rhythm. In this suite of three pieces Debussy has out-
lined his own ideas but left it to each listener to fill in his own imagina-
tive interpretation. The first movement, “Nuages” (Clouds), is a slow
and delicate prelude, mystical in its suggestion of the passage of clouds
across the heavens. The second, “Fétes” (Festivals), suggests the restless
motion of a fantastic procession. The suite closes with “Sirénes,” a
glamorous picture of the sea, its undulating motion, its colors, and its
fantastic tales of sirens and mermaids. At one place the composer uses
women'’s voices as though they were instruments to suggest the gay
laughter and song of the sirens.

Many other gifted composers have contributed to the rich store of
popular suite literature, among whom are such notable Americans as
Edward MacDowell (Indian Suite), Edgar Stillman Kelley (Alice in
Wonderland), and Douglas Stuart Moore (Pageant of P. T. Barnum).

One of the most impressive of modern symphonic suites is Gustav
Holst’s set of pieces which he calls The Planets. In this he gives to each
of the planets a musical picturing of its mythological character. The son
of a British musician, and educated at the Royal College of Music where
he specialized in the study of the trombone, Holst has given much
prominence to the wind and brass instruments. “Mars,” god of war, is
symbolized by music of wild and barbaric style. The use of irregular
5-4 meter, an incessantly repeated rhythmic figure, and much dis-
sonanee help to create the effect. “Venus” is a delicate bit of music,
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charmingly scored. “Mercury” is a modern scherzo in which much
humor is created through clever usc of the harp, piano, and percus-
sion instruments. “Jupiter,” “bringer of jollity,” develops into a typically
British march. “Saturn,” “bringer of old age,” is a magnificent episode.
It opens with a relentless ostinato (set figure), and in the middle sec-
tion is a sinister passage suggesting the constant ticking of the clock
of time. “Uranus” is followed by “Neptune,” with which the suite closes,
and here the human voice is again used as an orchestral instrument,
singing its part on the syllable ah.




FAMOUS OVERTURES

HE principal purpose of an overture, according to the older mean-

ing of the word, is to act as a starting piece or introduction to a
larger piece of music, such as an opera, oratorio, or suite. The words
prelude, preludium, préambule, and prologue have the same general
meaning. As the individual instruments became more perfect, and the
organization of the orchestra became more definite, there appeared
new and attractive incentives to composers to write other instrumental
concert works than symphonies. So it came about that the concert over-
ture came into being, and many of the most popular works written
for orchestra are these independent compositions.

When used to introduce an opera or ballet the overture usually sug-
gests, through its use of musical themes, the principal characters or
events in the opera; or else, through its general atmosphere, “sets the
scene.” A charming illustration of this is heard in Humperdinck’s
Hansel and Gretel. Here the opening notes of the Overture are those
of the simple little “prayer theme” heard at some time during each act
of the opera to reassure the listener that the children have not come to
harm. There then follow, in quick succession, the “disenchantment”
theme, a bit of the Dew Fairy’s graceful song, and a repetition of
the prayer song, so that, by the time the action of the opera begins,
the audience is already familiar with several of its most alluring
melodies.

In some other operas, however, the overture has little to do with the
atmosphere or action of the drama that follows, serving only as an
clegant and dignified opening piece, a composition beautiful and com-
plete in itself. This is illustrated by the brilliant overture to Mozart’s
Magic Flute.

Wagner gave a “program” character to many of the overtures that
106
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he wrote as introductions to his music-dramas. The overture to Die
Meistersinger includes the sturdy melody later associated in the drama
with the mastersingers’ guild, a reference to the love-duet of Eva and
Walter, the “marching theme” of the singers (heard in the main body
of the opera during the second scene of Act III), and a fervent
presentation of the air later used by the victorious Walter in his
Prize Song.”

. In the overture to Parsifal, Wagner's last opera, to which he added
the sub-title “A Sacred Festival Drama,” he created music of an ex-
quisitely devotional character partly by means of a constantly re-
Ipcate:d and upward-moving progression of sixths taken from the cele-
brated Amen of the Saxon liturgy, known familiarly as the “Dresden”
Amen from the fact that it was used at the court church at Dresden.
This drama is based upon the medieval legend of the Grail, the cup
supposedly used by Jesus at the Last Supper, and by Joseph of Arimathea
at the Crucifixion. It is therefore appropriate that the musical theme
afterwards identified with the Grail is also introduced into the overture.

The overture is also an important feature of the suite, whether it
be written in classic or modern style. No more attractive example of
a miniature “opening piece” can be cited than the dainty overture
which introduces the action in Tschaikowsky’s ballet (and orchestral
suite) on the tale of the Nutcracker. This music, in the ballet, accom-
panies the procession of the dolls and other toys as they march about
the Christmas tree. It is written in classic sonatina form.

Modern composers have devoted their finest efforts, in many cases,
to writing concert overtures which do not depend upon any further
|story for interpretation. Brahms, in his Academic Festival Overture
'(See page 279), has made development of themes in classic manner,
lpather than story-telling, the basis of his work, although local color is
introduced by his use of familiar student songs which he had once
‘heard at Géttingen while a guest of Joachim.
| Rimsky-Korsakov, on the other hand, has used all the instrumental
devices of the orchestra to depict the romantic program of his Rus-
I.s-iarz Easter Overture (La Grande Pdque Russe), in which he also in-
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cluded themes of a national character. This music aims to picture the
mood and almost pagan merry-making of the “Bright Holiday,” as
the Easter celebration of the Greek Orthodox Church of Russia was
often called. To his music the composer prefixed a selection of appro-
priate Biblical texts which include passages from the Psalms and the
story of the resurrection as told in the Gospel of St. Mark. In the
music he reproduced many of the sounds he had heard as a boy when
he lived near the Tikhvin Monastery. The early part of the over-
ture suggests the plain-song chant of old Greek liturgy. A later sec-
tion gives prominence to startling percussion effects, and recalls in
realistic manner the rhythmic chiming of the bells in old-time Russia.
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THE SYMPHONIC POEM

(Y TORY-TELLING music, discussed in earlier chapters, is written in
many ways. Story-telling (or “program”) music for orchestra is
found in many famous symphonies (as in the “Village Festival” move-
inent of Beethoven’s Pastoral Symphony), in such popular overtures
as Rossini’s William Tell, and in such colorful orchestral suites as the
Scheherazade music by Rimsky-Korsakov. Another way in which
writers of orchestral music have created story-telling picces is in a form
known as the symphonic poem, so called because of its symphonic pro-
portions and use of all the resources of the modern orchestra while re-
maining freer in form than the strict symphony. No two symphonic
poems are ever alike in their form for no two stories are ever alike,
and the pattern followed by the symphonic poem and its use of certain
instruments or instrumental combinations is dictated entirely by the
story or “program” which is being followed.
. One of the first composers to make extended use of the form was
Franz Liszt, the spectacular Hungarian pianist, and the fact that most
symphonic poems are inspired by legend, history, or literature is il-
lustrated by Liszt’s choice of subjects. One of his most familiar sym-
phonic poems is Les Préludes, a connected series of thirteen emotional
impressions based upon the Méditations Poétique by Alphonse
Lamartine, an extract from which Liszt prefixed to his music: “What
is our life but a series of preludes to that unknown song, the first solemn
note of which is sounded by death?”
 Another of the Liszt symphonic poems is his popular Mazeppa,
in which is given, through music, a stirring account of the historic ride
of that Cossack chief of the seventeenth century. Mazeppa was a page
at the court of the King of Poland. As punishment for misbehavior,
100
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he was corded to the back of a wild horse. After a terrible ride he gained
his freedom and in later years became an Ukrainian prince. Local color
is brought into Liszt’s realistic music through his use of barbaric rhythms
of Eastern song, the melody of a Cossack march, and martial trumpet
calls.

Another user of this form is the French composer Saint-Saéns, whose
Danse Macabre (Dance of Death) and Le Rouet d’'Omphale (Om-
phale’s Spinning Wheel)—two of a series of four symphonic poems—
are extremely popular. The first follows a medieval legend in which,
on Hallowe’en, all the skeletons emerge from their graves to dance.
In it the striking of the midnight hour is heard, Death is heard tuning
his fiddle, and the dance proceeds, continuing until the crowing of the
cock announces the approaching dawn. The other poem follows a
story of Hercules at the court of Omphale, where, as a punishment for
having killed Iphitus he is forced to spin with the Queen’s maidens.

A more modern composer whose works in this form are widely
known is Friedrich Smetana, a pupil of Liszt. After his student days
Smetana set himself a task of glorifying Bohemia, his native land, in
music. This patriotic devotion was expressed by the writing of an
claborate cycle of six symphonic poems to which he gave the general
title of My Fatherland, and of which the most picturesque is the highly
descriptive “Moldau.” This music contains several parts which, taken
together, describe this Bohemian river from its source in a tiny brook
(impersonated by a single violin), through its union with other brooks
(other instruments are added, one at a time), to its impressive and tri-
umphant passage through the old city of Prague. The varied beauties
which the music suggests include the forest, the wide meadows, and the
historic ruins and historic buildings past which it flows. In the sec-
tion called “Hunt in the Forest,” the sound of a hunter’s horn is heard;
the rhythms of a polka, the national dance of Bohemia, are heard in
section three, “Peasant Wedding”; and the climax, “VySehrad,” refer-
ring to historic ruins, is of a dignified and hymn-like style. At the close
the theme which represented the river at the beginning is again heard,
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decreasing in volume as the waters of the stream flow along on their
way to other scenes.

Many contemporary writers have delighted in using this free and flex-
ible form in their composition and its constantly growing popularity is
one of the greatest possible evidences of its intrinsic value.




CHAMBER MUSIC, PAST AND
PRESENT

N THE British Musecum there hangs an interesting picture of Handel
and a group of musicians. It is a chamber orchestra and some of
the music is being made by the players and some by singers. The players
are divided into three groups. The first, at Handd’s right, is made up
of two violins, a ’cello, and two flutes. This group of soloists is called
the concertino. Next there is a group of accompanying players (the
concerto grosso, or large ensemble). Last of all are the supplementary
musicians, known in those days as the ripienists, who strengthen the
parts of the larger group as needed. In the center, seated at the clavier,
the lid of which is raised, sits Handel, directing the whole group in
their music-making by means of directions and glances.

Other pictures of the period illustrate the manner of performance and
the constant depiction of instrumentalists and vocalists together explain
the old description of chamber music—“apt for voyces and viols.”
Chamber music is generally understood, today, to be exclusively in-
strumental music suitable for performance in a small or private room,
when it really refers to both vocal and instrumental music. The Ger-
mans use the word Hausmusik to designate it, but the more common
name comes from the Italian musica da camera, meaning “room” music,

One of the loveliest features about chamber music is that so much
of it may be played by the amateur, by which is meant that musician
who sings or plays because he likes music so much and not because
he is secking a career or gain from its performance.

The origin of chamber music may be traced back to the Middle
Ages. All music was then performed by one person, or else, as in the
case of the church chants, in unison. Even there one found no great
mass singing. Although the troubadours and similar types of singers

113
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may often have sung together it was not until about the sixteenth
century that there was mass fecling for music. Chamber music was
then just a part of every-day life and one reads of the “dinner music”
of those early folk who, seated about a table, sang familiar and popu-
lar airs of their day to the accompaniment of their quaint instruments.
Tt was a usual thing for any cultured person to be able to read his part
in the music, and the chief accompanying instrument was the lute
which had a special form of notation known as tablature. Examples
of the music thus used include the lovely madrigals of William Byrde,
John Dunhill, and Thomas Morley of England, whose “Plaine and
Easie Introduction to Practicall Musicke” was the popular instruction
book of the age.

' Up to about 1650 the music was comparatively easy to perform, partly
because of tablature and partly because of the instruments themselves.
The viol which was commonly used was much simpler than the
present-day violin, and a chest of viols (the term used for a complete
set) was customary in every upper class home. Frequently the players
had already sung the music, and so were familiar with its melodies
and rhythms.

From the very beginning there was an interest in variations, known
in England as “divisions,” in which extra notes were added for orna-
mentation of the melody. The favorite instruments on which these
“divisions” were played were the virginal, the gamba (ancestor of the
cello), and the lute. Folk tunes were in constant use as themes, The
composers soon began to write instrumental variations, taking for their
models the improvisations of the amateur performers.

These were also the days of the chamber orchestra, which is again be-
'ing revived for the delight of all classes of music lovers, as it can perform
music of an orchestral character without requiring the huge apparatus
of the modern symphony.

It was Haydn who took chamber music back to the contrapuntal
perfection which vocal music had reached under Palestrina nearly two
hundred years before. Haydn had sung the exquisitely fluent music of
Palestrina as a choir boy in Vienna and set out to give purely instru-
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mental music the same grace and elegance. At first he used the harpsi-
chord to assist the strings in the same way that his forerunners among
the composers had done when the old-time viols needed its support.
As he came to a realization of the absolute perfection and balance of
such a combination as that which is known as the string quartet—
first and second violins, viola, and ’cello—he devoted all his finest ef-
forts to writing music for that combination. This standardization of
the string quartet is one of the several important steps for which his
name is honored in the history of music.

Although stringed instruments became the leaders in the field of
chamber music all others followed them, including such wind instru-
ments as the flute, the oboe, and the bassoon. Wind instruments are
given great prominence in the chamber music of today.

An unexpected aid to the growth of chamber music was the collegium
musicum, the name taken by groups of students in various university
towns who gathered at their university or in the open square for the
performance of music at definite occasions or festivals. These societies
became the life of their communities and to their activities is due the
inspiration of some of the finest instrumental “serenade” suites written,
such as Mozart’s Kleine Nachtmusik (Night Music).

Although there is much chamber music written for every conceivable
combination of instruments, the string quartet remains the finest and
most beautiful combination of all. Next in beauty may be the string
quintet, the classic “favorite” among quintets being the celebrated
Minuet by Boccherini. In these combinations an immense variety of
tone color is possible, each instrument sounding as an individual voice
with its unique personality. During the last century technical ability
in performance increased and with it a different and more professional
attitude toward playing, and the formation of such remarkable chamber
music groups as the Flonzaley, Kneisel, Lenz, Roth, Pro Arte, and
Gordon String Quartets.

At the opening of the century Debussy was the central figure in
impressionism with its vague and subtle appeal to the imagination.
He wrote for such unusual combinations as the saxophone, flute, harp,
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and viola. Some still more modern composers, desiring realistic effects,
as opposed to impressionism, have written highly imitative chamber
music. There is now, however, a tendency toward the composition of
music beautiful not only in form but for what it “says,” and toward
the use of folk melodies as thematic material, so charmingly illustrated
by Haydn, by Percy Grainger, and, in America, by such an appealing
and inspired composition as the beautiful quartet based on Negro melo-
dies by Daniel Gregory Mason.




CHAMBER MUSIC AND
ELIZABETH SPRAGUE COOLIDGE *

BY CARL ENGEL, Chief, Music Division, Library of Congresst

HOUGH the Muses are trying to forget their Olympian descent

and the liberal arts would pass for plebeian, chamber music, if
anything, throws back its head more proudly. Born and reared at
court, it never feels quite at home in humbler surroundings. Hailed
and seized upon as Hausmusik, it suffers the enthusiasm of scratching
and squeaking amateurs, but surrenders not a particle of its peroga-
tives. Familiarly dubbed “room-music,” it ignors the slur and remains
as distant as ever.

Chamber music is essentially an aristocratic art. It needs the support
of the discriminating and the rich. It must lean upon such patronage
all the more in a day that exalts the massive effects and Brobdingnagiar
proportions of symphonies “of the thousands” and “bowl” audiences
of ten thousand.

No doubt, true chamber music is an anachronism, yet it flourishes
at present with the vigor of a strong, fresh plant rather than with the

* William Cobbett of London has said, “Mrs. Coolidge is the ‘Lady Bountiful’ of cham-
ber music. Her benefactions are on a scale so generous as to transcend the bounds of what
any lover of the art could in his most sanguine moments have expected from a single in-
dividual.”

+ New ideas in art usually have a “rocky road” to travel, and the offer of a helping
hand and comprehending mind may be of incalculable value in the development of young
creators. Mr. Engel draws a parallel between Elizabeth Sprague Coolidge, of our times,
and de la Pouplmlére of the eighteenth century—two people separated by hundreds of years,
but cach maintaining, in his or her generation, the same unswerving standards of dis-
crimination, intelligent generosity, and hospitality to new ideas. The salon of de la Poup-
lini¢re constituted, in his day, “a musical laboratory for an art in the stage of transition;
similarly, Mrs. Coolidge’s activities in founding the Berkshire Festivals of Chamber Music,
and endowing the Library of Congress that it may present concerts of finely prepared
compositions, p

13
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tenacity of a surviving old tree. One reason is that the composers of
the experimental school, like the innovators of an earlier age, have
found concerted music of smaller dimensions best adapted to their
tentative methods. But chiefly responsible for the revival of a patrician
and more or less cerebral form of art, in the midst of shallow “populari-
zation,” are the gallant efforts of a few intelligent and munificent
fanatics who have had the good sense to make chamber music once
more fashionable. '

It is not too extravagant to compare our day with the heyday of
chamber music: we have first-rate composers and players of it in abun-
dance and certainly we can match an Alexandre Jean Joseph Le Riche
de la Poupliniére * with an Elizabeth Sprague Coolidge. A number
of resemblances between the two come instantly to mind. Thrice blest,
she has the knowledge, the taste, and the means, which enable her to
do whatever she does on a large, on a princely scale. And these virtues
are capped with her kindness, her golden heart, which makes her the
fairy-godmother of music and musicians. She is not “one of the world’s
richest persons.” But she accomplishes more with her generosity than
people who command ten times her wealth.
| When de la Poupliniére felt his end was near, he wrote his testa-
ment. It began: “Considering the way I have lived, probably no one
will wonder at the little that I leave.” His estate, though still far from
that of a pauper, was decidedly shrunk. His yearly expenditures had
amounted to the equivalent of twenty thousand pounds sterling and
more. Music took up a large slice of this. For over twenty years he
enjoyed the company of Rameau, and his services as conductor and
| ®De la Pouplinidre was born at Chinon, Francc (the scenc of Joan of Arc's historic
meeting with the Dauphin of France), in 1693, the fifty-first year of the reign of Louis XIV,
his family having been prominent since 1438, He was employed in the revenue department
of the government, but, a lover of the best music of his ime, became a patron of musicians.
His wife was a pupil of Rameau and wrote an analysis of his “General Harmony,” and for
more than a score of years Rameau, a precocious clavier-player, celebrated French organist,
writer on harmony, and composer whose prestige finally displaced that of Lully, the
King's favorite, was a member of de la Pouplinére’s household. From 1745 on, theatrical
performances were held in his own house, including thosc given by the Bouffons, or
Italian comedians. Many steps in the development of the modern symphony were taken

in his salon in its use as a “musical laboratory.” Rameau was for a time conductor there,
also Stamitz, and Gossec.
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organist. Then came misunderstandings and a parting. Johann Stamitz
succeeded Rameau and acquainted Paris with the ways and arts of the
Mannheim orchestra.

If de la Poupliniére supported an orchestra of fair size—at his death
in 1762, when Gossec was the conductor, it numbered about twenty—
he did so not because of a desire for ostentation, but because he prized
good music. He loved splendor and enjoyed the good things of this
world, having the instinct of excellence. If his patronage of music has
left an indelible mark on some pages of musical history, it is chiefly
due to the fact that the salon of de la Poupliniére was not the rendez-
vous of the great and the smart, but the “musical laboratory” for an
art in the stage of transition.

Some day the story of Elizabeth Sprague Coolidge will be written
and in many ways it is likely to resemble that of de la Poupliniére. He
had the advantage of an insatiable artistic curiosity. He revered Rameau,
but he was above all things “le protecteur des jeunes, des débutants, des
étrangers”’

Just so Mrs. Coolidge joins to the cult of the old masters the love
and encouragement of the new. She has imported to America many
European composers and performers. She has introduced to Europe
many works written especially for her. Their list by now is a long
one. It betokens a catholic choice that includes Malipiero, Loeffler, Bloch,
Schoenberg, Ravel, Frank Bridge, Goossens, Arthur Bliss, Pizzetti,
Casella, Respighi, and many more. There is a slight preponderance
of British and Italian composers, possibly in keeping with a predeliction
for London, Venice, and Rome. Also the young and the venturesome are
conspicuous. Mrs. Coolidge is ever eager to discover new beauties, new
talents. And her joy of discovery is surpassed only by her satisfaction
in letting others share her joy. The charity that is applied to the crea-
tion of a “thing of beauty” has lasting ends in view.

Out of a chance suggestion made to her by her old and devoted
friend, Frederick Stock, were born the Berkshire Festivals of Chamber
Music at Pittsfield, in the autumn of 1918. A “house-quartet,” with
Hugo Kortschak as leader, formed the nucleus. It was engaged origi-
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nally to help while away days over which sickness and death, grief and
loneliness, had cast their shadows. The pastime became a vocation. Since
then Mrs. Coolidge has grown into a national and international figure
in music. She has been decorated with the Royal Order of Leopold
by the King of Belgium, and with the cross of the Legion of Honor
by the French Republic. In 1926 the “Worshipful Company of Musi-
cians” presented her with the “Cobbett Medal.” The Czechoslovak
Government, the city of Frankfort, and other cities and countries of
Europe, have taken official cognizance of what Mrs. Coolidge has done
for chamber music.

Out of another chance suggestion Mrs. Coolidge, in 1924, formed
the idea of endowing the Music Division in the Library of Congress,
placing in the hands of the United States Government the means to
perpetuate in Washington, and in other cities, what she had so auspi-
ciously begun in Pittsfield. It was her boldest stroke and it succeeded
beyond expectation. It inaugurated a new era for America’s national
library; it engaged the Federal Government, at last, directly and
definitely in the affairs of music and musicology.

' In the past thirty years the government has built up one of the largest
and most comprehensive collections of music. Now, through the
“Elizabeth Sprague Coolidge Foundation,” it is enabled to perform
music in the chamber music auditorium of the library of Congress—
another gift that Mrs. Coolidge has made to the nation. Further and
| wider musical activities, the offer of prizes and commissions for new
works, are provided for under the broad terms of the deeds of trust.

Her main purpose is best expressed in Mrs. Coolidge’s own words:
“I have wished to make possible, through the Library of Congress, the

. composition and performance of music in ways which might other-
wise be considered too unique or too expensive to be ordinarily under-

. taken. Not this alone, of course, nor with a view to extravagance for
its own sake; but as an occasional possibility of giving precedence to -
considerations of quality over those of quantity, to artistic rather than
to economic values, and to opportunity rather than to expediency.”

A whole creed is embodied in these terse, clear sentences.
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Ancelet, in 1757, published his Observations sur la Musique, les musi-
ciens et les instruments. In it we find this significant passage about de la
Poupliniére: “Musicians in general should be filled with gratitude
toward Monsieur de la Poupliniére; he has always been the protector of
the Arts, and the citizen best qualified to do the honors for France, in
lending generous aid and protection, not only to Frenchmen, but to
foreigners who have come with distinguished talents. If he himself
has enjoyed the benefits he wrought, he has shared his pleasures with
his friends, and with those who are able to listen, to compare, and to
judge.”

Every word of this tribute fits the case of Elizabeth Coolidge. And
a great deal more will have to be said when the time comes to appraise
the full contents and the yield of her days, the breadth of her mind,
and the goodness of her heart.
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ETHE ART OF TRANSCRIPTION *
| BY A. WALTER KRAMER

| HE ART of transcription, which had its real beginnings with

Bach, in his adaptation of sixteen of the Vivaldi t violin concertos
for clavier and organ, offers an opportunity for discussion of the many
interesting questions which frequently arise, when a modern composer
attempts to provide substitutes for obsolete instruments, orchestral

|° A striking illustration of appropriate and artistic transcription is that done by
Mr. Kramer himself in the Arensky-Kramer “Valse Pathétique,” an explanatory footnote
from which is here appended by permission of the publisher, M. Witmark & Sons.

|“Anton Arensky (1861-1906) was one of the ablest of Russian composers of his time.
Cut off in the midst of his promising career, his name is today remembered only for a
balf-dozen works which have won for themselves a place in the affections of music lovers
in many lands.

“Of them none is more admired than this song, best known by its English title, ‘But
Lately in Dance 1 Embraced Her, a song of wistful beauty. The subject matter of the
poem, by A. Fet, I have rendered frecly in English and have transcribed the song for
three-part women'’s chorus, violin, violoncello, and piano. In the main, the voices sing a
choral adaptation of the original voice part, but at times I have created for the choral
voices matter that in the original song is only to be found in the piano part. The violin
and violoncello parts are to be considered not as obbligato parts but as essential units in
the performance of my version and are to be played richly, so that they blend with the
choral tone.

{“The main melody of the song, one of the most fetching waltzes I know, is not Arensky’s
own, as a footnote in the original cdition states. It is a popular tune which he adopted
as the melodic basis of his song, idealizing it, no doubt, in the process.

*I'here is in this song something that has won for Arensky a place in the literature of
song alongside the best of his compatriots. It is with the intention of making familiar to
others than those who sing or attend song recitals this exquisite composition, that I have
made this choral adaptation, and in doing so 1 have introduced a violin and violoncello to
play the waltz melody which recalls the occasion at which the beloved last danced, a
melody which was certainly played by stringed instruments instead of on the piano, for
which it is cast in Arensky’s original version.

| “If therc is truth in the statement that there are composers who are great in small
things, Arensky was surely one of these, and his right to a place among them is well set
forth in his affecting song-drama in miniature. The title, ‘Valse Pathétique,’ is my own,
based on the idea of the poem and music and one which, I hope, will seem as appropriate
to others as it has seemed to me.” g

+ Antonio Vivaldi (c. 1680-1743), director of a conservatory of music in Venice, and
a member of the orchestra at St. Mark’s, was a virtuoso violinist and composer, noted
especially for his many brilliant concertos for violin.

121
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parts for the music originally set down for organ, or harmonies from a
figured bass. Many people, in discussing it, use the words arrangement
and transcription as synonyms.

To be sure the principal difference may be said by some to
be the same as that between boots and shoes. Arrange is a verb
which is freely used for all sorts of versions of music, but to me
its definite meaning is a distribution of parts. Transcription, such
as the Bach and Liszt adaptations, means the transference or trans-
lation of a piece of music from the instrument for which it was written
by the original composer to another instrument, as from violin or or-
chestra to organ, organ to orchestra, voice to violin or piano, and so
forth. In this the voice is considered as an instrument.

Free transcription permits the transcriber to do a little composing of
his own, but not in the usual meaning of that word. Instead, he is to
reconsider, or view anew, the original composer’s thought product, but
always in ¢he light of the original piece. A good transcription is one that
absolutely, and without exception, gives the composition in the terms
of the instrument (or instruments) for which transcribed, while at
the same time preserving the spirit of the original, never adding, in the
new medium or version, frills or furbelows for the purpose of display-
ing the possibilities of the instrument. The new viewpoint often greatly
clarifies the music, as in the case of fugues from Bach’s Well-Tempered
Clavichord when transcribed for strings, as it is impossible for a single
player, no matter how skilled, to bring out the three or four polyphonic
voice lines he must handle as clearly as can four string players, each
responsible for only one.

Care must be taken in each re-creation, as, for instance, in my own
transcription for strings of a very ancient five-voice madrigal, “T«
m’uccidi, o crudele” by Gesualdo *—a lovely old work shown me by
Malipiero when I was in Italy. I did not give these five-voice parts to
the usual five strings, but to first and second violin, viola, and first and

® Carlo Gesualdo, Prince of Venosa, 2 member of one of the noblest families in
Neapolitan history, was born about 1560 and died at Naples in 1614. He was, among the

madrigalist before Monteverde, one of the most notable for imagination, boldness, and
inspiration.
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second ’cello, a very different transfer from ’cello and double-bass, as the
bass, if duplicating this lower voice part, would be playing constantly in
a very uncomfortable range. The “Cat’s Fugue Sonata” by Scarlatti

(originally for clavier), on the contrary, lends itself admirably to tran-
scription to the first and second violin, viola, *cello, and bass, the usual
string orchestra.

' In transcribing music taken from old lute tablature,* one has an en-
tirely different proposition. Here the problem is to make the music read-
able. Some of the note values must be changed, a half or whole note in
a lively tempo often being of the same actual duration as a sixteenth note
in a tempo marked lento grave. It also looks easier, and I fully believe
that the appearance of some of the ancient compositions keep them from
being used.

Some people have the notion that it is a bad thing, musically, to use
a transcription, but I hold that a transcription, like any other phase of
music, has its own inherent values. If it is good, it is worthy to be
played by any artist; if bad, no good at all! There are few artists among
violinists and pianists who do not welcome a fine transcription, as it
makes available to them many treasures of the past. Some organists,
however, will not, and thus miss some of the finest music ever written.

For instance, no music lends itself better to the organ than does
Wagner's—this because of the incomparable sustaining power of the
organ. There are some marvelous organ transcriptions of Wagner.

It is possible to transcribe the music written for the harpsichord, or
for the virginal of Elizabethan days, for the modern piano, without
thickening it or sacrificing any of its graceful, unhurried, or refined
texture.

In the Schubert “Ave Maria,” it is both unnecessary and unworthy for
a transcriber to add showy frills, reminding one of a synthetic harp, as
Wilhelm;j has done in his violin transcription of it.

* By lute tablature is meant the instrumental notation of early centurics, a staff of lines
(the number differing slightly in different countries) each of which referred to a single
string of the lute and indicated the fingers to be used on that string to produce certain
tones, A colored line (red, in Spanish tablature) was often placed at the top, for use in
indicating the melody to be sung by the voice. Sec also p. 250.
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The element of tonality, the key in which a piece is written, has a vast
importance in transcription. The exquisite “Bird as Prophet” by Robert
Schumann, a popular number both with amateurs and artists, as well
as with the general public, is an example in which tonality and style
must be carefully considered. A transcriber who understood the violin
would immediately see that the sixths in the middle section in G Major,
were written for the piano exclusively, and that these sixths are not
sixths for the violinist, as most violinists would play them with excessive
vibrato, thereby destroying the purity of the original. However, if the
violinist does wish to play the piece (and who can blame him?) he
should put it into the key of D Minor, in which it lies and stands well.
But I must say that the little piece is such a gem that one likes it in spize
of a bad transcription.

No one has done better by Schubert in piano transcription than Franz
Liszt, or worse by Bach. In the Schubert music, he has retained all of * N
the supple and radiant spirit of the original; but in the Bach he has
actually changed some of the harmonies, and added stuffed-out chords,
quite unlike Bach.

The master transcriber of all time, to my mind, is Ferrucio Busoni,
who, in his re-creations, presents not only the actual notes of the origi-
nal, but also the possible ones inherent in the musical subject under
discussion. .

There is, for example, the “Chaconne” * of Bach, the final movement

' of the “Fourth Sonata” in D Minor, for violin alone, a dazzlingly bril-
liant and complex set of variations for unaccompanied violin, which
calls for the fullest possible display of violin virtuosity.

Busoni’s piano transcription of the same “Chaconne” is as magnifi-
cently worthy as the Bach original, for Busoni has translated into
pianistic terms music which is practically impossible for any but the
most remarkable violinists, and even then overloads the violin, as it is
so excessively polyphonic. The original Bach “Chaconne,” like many

*® The chaconne is an oM dance form in which a set of variations is written upon a
rhythmic eight-measure theme in triple measure. The dance is of Spanish origin,
Mr. Kramer has transcribed Bach’s Chaconne for symphony orchestra,
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other compositions, is superbly conceived by the greatest of contra-
puntal masters, but, like many others, it looks better on paper than it
sounds, except in the hands of a superbly trained artist.

Finally, the transcriber’s name should certainly be included upon any
program where his work is used, along with that of the original com-
poser. If his music is worth playing, his name is worth mentioning.

But, speaking both truly and humorously, a hyphen used to desig-
nate the transcriber’s name means little to some people. On one recent
occasion a certain artist was playing a transcription over the air, and
suggested that announcement of the piece—Schubert-Wilhelmj “Ave
Maria”—would be enhanced if the announcer stated that the composi-
tion about to be played was the “Ave Maria” by Schubert, transcribed
for violin by Wilhelmj. The announcer learned the lesson well—too
welll—for on the following week he announced with clear and careful
precision that the “next number” would be Scheherazade by Rimsky,
transcribed for orchestra by Korsakov!




THE PIPE-ORGAN,
KING OF INSTRUMENTS:
THE CHORAL PRELUDE

HE pipe-organ is often called the “king of instruments” from the*

fact that it is at once the largest, the most complicated, and the
most orchestral of all single instruments, and it is also one most often
heard as it is played constantly in the church, the theater, and the concert
hall, and is found in many homes. Each of the organ’s stops represents
an orchestral instrument and produces a tone which greatly resembles
it in sound.

The organ has several keyboards (from two to five) including one of
the large wooden keys to be played by the feet (known as the pedal
keyboard). It may also have as many “attachments” or “special effects”
as the taste and purse of the owner dictate.

This mighty instrument had its beginning, traditionally, in the little
bunch of reeds known as the syrinx, supposed to have been first made by
Pan, the shepherd’s god.

One of the first uses to which the organ was put was in accompani-
ment to the plain-song of the church service, where it was so effective
that small organs, so tiny that they might be carried about easily, were
very popular during the Middle Ages. Some of these were called regals
from the fact that they were so often played in castles and palaces of
royalty and nobility. Others were called Bible regals because they were
made so that they folded up like a book. Many of these little instruments
were beautifully decorated with paintings, the keys tipped with gold or
jewels. The bellows, if made in pairs, were kept full of air by a page
who pressed down first one and then the other while the musician
played: Others were made with a single bellows which the musician
worked with one hand while he played with the other. Examples of

126
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both these types may be seen in the Metropolitan Museum in New
York City.

The essential divisions of any modern organ are its wind supply, the
pipes, and the action. Following the use of water as a power (See “The
Story of the Pianoforte and Its Forerunners,” page 129) bellows were
constructed which might be kept filled with air by “treaders,” men who
applied their weight first to one bellows and then to the other. (The
author has played on an organ so equipped in an old church finished in
1513, in Arnsdorf—ffteen miles north of Salzburg in Austria—and just
a few feet distant from the schoolhouse in which Franz Gruber lived
when he wrote “Silent Night.”) More modern organs are thoroughly
equipped with every clectrical device to keep them supplied with even
air pressure.

The presence of the organ in the early churches naturally influenced
the kind of vocal music written for use there. This is illustrated by the
istory of music in St. Mark’s Cathedral in Venice, to which, in 1527,
Adrain Willaert came from the north to act as organist and choir-
master. Here Willaert found two organs, instead of the customary one,
both of them, it is said, having been brought to the church from the
East by marauding sailors. Because of the presence of the two organs,
Willaert thought of the idea of writing music for two choirs, to be
sung antiphonally (in the manner of a musical response) and with the
accompaniment of the two organs. This was the first time this had been
done and the idea was widely imitated and developed.

Organ making in the centuries that followed developed into a high
art. Each country, such as Spain, France, and Italy, made contributions,
until now the skilled organist has many advantages over a performer

_on any other one instrument. The capacities of the organ are well il-

Justrated by the many kinds of music that are written for it. It is used
as an instrument in the orchestra, as an important element in religious
service, as a solo interpreter of much music of an extremely program-
matic character, and as a concert instrument.

A type of organ music which reached its culmination in the art of
Johann Sebastian Bach, although later composers—as Johannes Brahms,
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and others—have also written in this form, is that of the chorale prelude.
The chorale here discussed refers to the chorale hymn which came into
being with the formation of the Lutheran Church. These chorales were
sung, at first, in unison, but parts were soon added for the choir of
trained singers while most of the members of the congregation con-
tinued to sing the air. As the organ music of the seventeenth century
developed in variety and beauty it became quite common for organists
to improvise or compose instrumental variations on the hymn tunes.
Then the writing of more formal chorale preludes was begun by the
finer composers.

Each of these preludes (whether of early or modern composition) is
based upon some favorite melody, and consists of artistic elaboration of
the melodic, harmonic, or rhythmic characteristics of that melody. The
melody may be repeated several times during the course of a single
prelude, each repetition or its accompaniment being altered so as to
interpret the words of the various verses of the hymn. Frequently
chosen by church organists for use as a part of a church service be-
cause of the appropriateness of the familiar words, they add greatly
to the devotional character of that service. Many of them are heard as
concert pieces in concert or on the air,




THE STORY OF THE PIANO
: AND ITS FORERUNNERS

HE story of the pianoforte, one of the most popular musical

instruments of the age, and the most frequently heard in concert
or on the air, reaches, in its entirety, over a period of about two thou-
sand years. There were, of course, no pianos in those early days, but
the first keyboard was probably played upon before the beginning of
the Christian era. The first of the story was not recorded in books as
would be done today, but through pictures an artist carved upon
stone walls near his dwelling in Egypt. There it remained for cen-
turies, unseen and forgotten until the carvings were found by arche-
ologists. Clay models of the keyboard were also found, and a part of
the water-organ of which it was a part, near Carthage, in northern
Africa, where it had lain for centuries.
. This water-organ, a crude instrument used by both ancient Romans
and Egyptians, had tiny pipes through which the air was pushed to
make the sound, the power being furnished by stone buckets full of
water hung at cither side. The keyboard, a model upon which all later
keyboards have been built, had only a few keys, all of them of about
equal length and all of one color, and so large that the musician play-
ing them had to use his fist or entire hand to push them down.

The piano of course, has no pipes, but strings, and the story of the
first stringed instrument tells of one made—so long ago that the story
is a mere legend—from the shell of a tortoise across which strings were
tightly stretched.

. Whether or not this is true no one can tell, but many ancient Greek
lyres display tortoises in their decorations. Much precious musical his-

tory has been taken from pictures found in the temples and pyramids
129
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in which are pictured instruments in common use among the peoples
of the day, including the lyre and the harp.

Other primitive stringed instruments include the lute, an instrument
of Oriental origin which came to the general knowledge of the West-
ern peoples at the time of the Crusades. There was also the psaltery—a
box with strings stretched across it, each string being played by a quill
—and the dulcimer, a somewhat larger instrument, the strings of
which were played by being struck with a hammer, much in the man-
ner in which the modern xylophone is played.

There were no keyboards attached to these early stringed instru-
ments, the earliest to use it being the viol (a forerunner of the violin),
to which someone presently attached a revolving wheel and rude
keyboard, giving the name of hurdy-gurdy to the creation. This simple
keyed instrument is the ancestor of the very jolly and often noisy
mechanical instrument sometimes called a barrel-organ, which grinds
out tunes on the streets of many large cities.

The zither (or clavicytherium, meaning keyed zither) came into
being in the eleventh century, and its popularity and usefulness took
it through many stages of development. In the fourteenth century a
skilled workman living in or near the city of Venice perfected the
clavichord, a musical instrument used by the most skilled and famous
artists of the time. On it such a virtuoso as Johann Sebastian Bach
produced charming and beautiful effects, and for it were written many
of his greatest works.

During the latter part of the fifteenth century there were two main

_types of clavichords in general use—the spinet, in which the strings
were plucked, and the other of a dulcimer type in which they were
struck. The spinet took its name from its Venetian originator, Gi-
ovanni Spinnetti; while the virginal, as the same type of instrument
was called in England, was so called in honor of Elizabeth, the Virgin
Queen.

A charm of many of these earlier keyed instruments was that they
were very light and small and could be carried easily from room to
room. A story is told of Haydn, who when still a very young boy, and
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student, was encountered, one day, carrying his clavichord out through
the hall into the garden. Asked why he was doing it, he replied that
1o one would let him alone and that he was going out into the garden
where he could practice “in peace.”

The makers of the early instruments decorated the sides and tops
with exquisite paintings, and even the legs which were presently added
so that the delicate instruments could stand alone instead of being laid
on a table, were often covered with hand carvings and painting. The
keyboards had now grown into works of rare beauty, the raised keys
(often white instead of black) being often made of ivory inset with
precious jewels and bits of gold.

All of this time the tone of the instruments had remained very
sweet, rather than powerful. Makers, experimenting to secure more
powerful tone, now perfected the harpsichord, often made with two
keyboards, one above the other as in a modern pipe-organ, and several
pedals, this making it possible for the player to produce several varie-
ties of tone quality. This harpsichord was a very important part of the
carly orchestra and it was the custom for the conductor of the orchestra
to sit before the keyboard, playing or directing his men as the need
arose. Many of the finest harpsichords came from Antwerp and were
made by Hans Ruckers, the most celebrated “maker” of his day. Han-
del's favorite instrument was a Ruckers and it is said that the great
master was so incessant in his practice that every key was hollowed like
the bowl of a spoon.

At last there came the first piano, invented in Italy by Bartolomeo
Cristofori, a well-known instrument-maker of Padua who had gone to
Florence where he had charge of the musical instruments owned by the
Medici family. His first piano was made in 1708 or 1709 and it differed
from any keyboard instruments in use in that its strings were sounded
by a blow from the head of a small hammer. It was now possible to
control the volume of tone more than with any earlier instrument, so the
name given to the new instrument included the words piano e forte
(soft and loud), and pianoforte has remained the correct name for the
instrument until this day.
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The first pianoforte made by Cristofori is no longer in existence. By
1720 and 1726 he had completed two more, and the first of these, the
oldest piano in existence, may be seen in the Metropolitan Museum of
New York City. It is a work of art, every detail of it, including the
small wooden pegs which hold the pieces of wood together and the
iron hinges of the lid, made by hand in the most careful manner.

In those early days the completion of a pianoforte called for a great
ceremony. The maker had often been at work upon the instrument for
many months, each part of it being constructed with the same loving
care that is lavished upon a great painting or piece of sculpture. When
it was finally finished, and ready to be delivered to its new home, a gen-
eral celebration usually took place. The maker of the new instrument
was the hero of the day and was honored in every possible way. A proces-
sion, led by the cart or wagon in which the new pianoforte reposed,
traveled through the principal streets of the town or city; when the
home was reached there were speeches by the mayor and other digni-
taries; and clergy often attended to bless the instrument and the use to
which it should be put. There was singing, and the usual feast was
generally followed by an evening of dancing and gayety. This is very
different from the present day, when instruments are made in vast
factories and in huge quantities. However, the care bestowed upon those
hand-made pianos is still evident in the work of the better piano-makers
of today, many of whom employ great artists and skilled scientists who
spend their entire time in experiments tending to better the mechanism
and tone quality of the instruments constructed by their firms.

The first piano to come to America was a part of a rich cargo cap-
tured at sea by a privateer, and sold in Boston. This was a public sale,
and the proceeds are said to have gone to the National Treasury.

It is not possible to give the exact date of the first piano made in
America, but it is known that one made by John Behrend of Philadelphia
about 1775 was one of the first, as was another built by Benjamin Crehore
of Milton, Massachusetts, at about the same time. An old newspaper of
1791 relates that “there are twenty-seven pianos, all of English make,
owned in Boston.” In 1789, it is certain, there were two teachers of piano
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and harp in Boston, and a local newspaper of that date tells its readers
that one of these could also “tune and repair the instrument if needed.”

The first pianos copied the general shape of the harpsichords, and
resembled the modern grand piano. Then came a development in which
the piano was made to resemble the clavichord, this resulting in an ob-
long, like the old-fashioned “square grand.” Still later, the modern and
popular “upright” was devised.

All these improvements acted as a spur to the composers who vied
with each other to create new music which should use the possibilities
of the new instruments. Now the piano is—like the earlier harpsichord
—frequently made a part of the orchestra, and whether for solo or
ensemble use, there is scarcely any music so elaborate that it cannot be
given adequate performance on the piano.




HUMOR IN MUSIC

OT ALL music is written with the intention that it shall be
heard with a straight face,” wrote a famous critic, in discussing
Beethoven’s Pastoral Symphony, into which the composer wrote more
genuine, care-free fun than is found in the contents of many a comedy.
Here the scherzo—or “Village Festival”—movement is a musical descrip-
tion of rural life and of a jolly country dance. The village band has a
bassoon player who has only three notes that he can play on his battered
old instrument, but these he plays, lustily and industriously, over and
over, in and out of season, and without any worry about the harmonies
or keys used by the other players. The effect is one of absolute hilarity.

Becthoven brought playfulness into another of his symphonies, the
cighth, in the second movement of which he uses the air of a gay little
song he had written some months earlier for the entertainment of a
group of friends gathered at a farewell supper in honor of Milzel, the
inventor of the metronome, upon the latter’s departure from Vienna.
Malzel had also made a fine ear-trumpet for Beethoven, who, filled with
good spirits at being able to hear again, led the company in the singing
of a clever original round, “Ta, ta, ta, licber Milzel.” After the party
Beethoven laid the little song away and later when he had adapted it to
his needs in the symphony, in which the persistent “tick-tock” in six-
teenth notes imitates the metronome, from beginning to end, he wrote
to a friend: “I, too, am in the second movement. It was a right jolly eve-
ning when we sang the canon. Malzel was the bass. At that time I sang
the soprano.”

Joseph Haydn created an equally humorous effect in his classic Swr-
prise Symphony, in the second movement of which, after a graceful,
charming melody, he introduces a sudden Bang! from full orchestra.
This, it is said, was the composer’s courteous, but effective, manner
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of reproving the Prince for his custom of sleeping through the daily
concerts. At any rate—the story goes—it woke him so suddenly that he
fell from his chair and never slept at concerts again.

One of the most delicious bits of humor in all operatic literature is
the serenade of Beckmesser, in Act II of Wagner’s Meistersinger. The
meddlesome Beckmesser, determined to capture the fancy of Eva, comes
boldly to her window after dusk to sing to her. He is not sure of the
notes of his song, and his harsh and strident voice, combined with the
illtimed chords which he attempts to pluck from the mis-tuned lute
which he carries on his romantic venture, awaken the neighborhood.
Hans Sachs, the cobbler, whose shop is across the way, adds a disconcert-
ing accompaniment by thumping with his hammer each time Beck-
messer makes a mistake. The singer becomes more and more agitated,
the thumpings grow more frequent, and louder, until the Town Clerk,
angry at having his sleep disturbed, jumps from his window and gives
the surprised serenader a sound beating. The humor of the situation is
accentuated by its immediate contrast with the quaint archaic song of the
night-watch, who is heard approaching, singing in a quavering voice:

“Hark to what I say, good people!
Eleven strikes from every steeple.”

Many more instances of humor in music might be mentioned. There
are the absurdities of the noisy acrobats of Satic’s Parade; the stilted
mock tears of the forgetful mourners in Gounod’s Funeral March of a
Marionette; the amusing distress of the lazy boy over the destructive
activity of the hard-working broom (impersonated by the bassoon—
clown of the orchestra) in the tale of magic told by Dukas in his
Sorcerer’s Apprentice; the droll scurryings of “Br'er Rabbit” in Mac-
Dowell’s Fireside Tales and the roguish wiles of the same composer’s
Uncle Remus.

An example of humor in “composed” song is Hugo Wolf’s story of
the Three Wise Men, “Epiphanias.” In many so-called humorous songs,
it is the message of the words which produce the effect desired, but in
this song the accompaniment done by itself would create a droll result.
In this song of Epiphany (written to celebrate the birthday of a friend,
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Frau Melanie Kochert, and sung to her by her three children, in cos-
tume of the Wise Men, on Epiphany), each king recounts his own
peculiar recommendations. They presently decide that they have come
to the wrong place, in their search for the little Jesus, for “here there
are only beautiful men and women, but no ox nor ass. So we are not at
the right place, and must travel farther on our way.” And, the com-
poser adds in parenthesis, “They depart, each alone, after his own
characteristic rhythm,” the departure being depicted by the clever and
varied pianistic coda, which grows ever weaker and weaker, as the
travelers disappear in the distance. In this song, the composer has been
able to suggest very vividly certain qualities of human nature, without
being at all irreverent.

Most of all do even the most scholarly listeners occasionally enjoy
a slyly humorous reference to their own foibles, or to some object
with which they are thoroughly acquainted. ‘Thus they are not only
amused at the music, but are also momentarily pleased with themselves
in having recognized the familiar object in the tale the composer has
told. So, the city dweller laughs at the “Hurdy-Gurdy” by Goossens;
the pianist, at the clever “Pianists,” a parody on Carl Czerny’s long-
suffering five-finger exercises, which Saint-Saéns incorporated in his
Carnival of Animals; and all genuine Americans, at the “Circus
Parade” in Douglas Moore’s diverting musical reminiscences of P. T.
Barnum.

Many a person—including some celebrated virtuosos—has, in a light-
hearted moment, played <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>