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WAIGNER TUE DRAM ATIST.

WRENEvER. a truly origintl genius has appeared in any departillent of art,
bis advent bas been accompanied by two diverse streains of criticisin. On
the one hand are the reactionaries, complaining of tasteiess innovation and
barbaric extravagance, and by their very opposition exciting the party of
admirers to more open and aggressive worship of thioir idol. Thu latter
on the other band are not content with any qualifications of tbeîr master
less comprehlensivu than "lfoundur of a new school," or Ilhigh-priest of
art," and usuaiiy make discoveries in bis works of deep motives and far-
seuing design, which in reaiity exiwt oniy in their own imaginations. In the
present generation we bave seun Victor Hugo despised by Mr. Matthuw
Arnold and idolised by Mr. Swinburnu; Walt Whitmn condemned by Alfred
Austin as a "Iscreaming guli," and revered as a IIdivine poet" by Mr. Robert
Buchanan. Equally with these pouts, WVagner bas bad his worsbippers and
bis assailants, aithougli tbe latter have in recent years been compelled to
change their strain of abuse to one of pathetic lamentation over tbe errors
of bis genius. Tbanks to the efforts of frîends and enemies alike, lis naine
at luast is well known througbout the world that interests itself in art;
and in Canada, where bis music bas beeni seldout. huard, a curiosity exists
as to, the theories and thoughts that bis operas are supposud to embody.

Beforu attempting to assigut to Wagner bis proper place in musical art,
we must close our cars to partisans and detractors, amîd listen solely te
what bue has to tell us of himseif, wvhetIîer in bis theoretical writings or by
bis music. In the essay, CIArtwork of the Future," lie enunciates bis
conception of the ideal musical draina in the folio wing terins :"IStarting
front the vantage of symphonic music, we may hope te rise to the level of
Greek tragedy ; our theatre can bu made te embody our ideal of liec.
From the opera at its hust a draina can be evolved that shail express the
vast issues and compiex relations of miodern life and thought, as thc Greek
sitage expressed the life and thought of Greece.>' Froin this passage, then,
as well as front many others in bis literary works, we iearn that Wagner's
ideal was the Greek tragredy, or ratIer such a revival of the essential
character of Greek tragedy as should bu adapted to the requireinents of the
modern stage. The choice of this fori of art as a model neccssarily

imposes limitations upon the dramatist, and, gruater disadvantagu yet, puts
huim ont of tondh with the age. For at the outset bue is confronted with a
fundamental diffurunce between the ancient and the modern draina, best
expressed in Aristotle's words. "0 f ail the parts of tragedy," hie says,
Cwhidh together constitute its peculiar character (plot, inanners, diction,

sentiments, decoration, and music), the most important is the combination
of incidents, or the plot ; because tragedy is ant imitation not of men but
of actions." This description is not applicable to the tragedy of Shako-
speare and bis contemporaries, nor to that of Goetbe, nor to tbat of De
Musset, to, say nothin g of the rualistic prose draina of the modern
French stage. Lu fact tbe focus of interust in these matters bas sbifted
since the days of Ascbylus ; we speak less frequently of a tralgic plot tban
of a tragic character, muaning, thereby a character so twigted and worked
Upon by circuinstances, external or internai, as to give rise to those
emotions of pity and horror that it is the province of tragedy to excite.
Wagner, however, in strict consistency with bis views above quoted, bas
adopted tbe principie of the Greek draina in bis practice. Eacli opera is
constructed as an account, and, for the sake of one tragic upisode or situa-
tion, it is the artistic expression of one emotionai idua ;and for the butter
attainment of bis objuct, Wagner was led, as bue tells us himseif, very
early in bis career to select mythical and legendary matter for bis subjects,
" because the emotional elements of a mythical story are always of a simple
nlature and can readily be dutached froin any sidu issue." TIe desire for
simplicity and unity may bu satistied by the proportions of a myth, but
Rudh a deliberate limitation of subject cannot but cause bis acbiuvumunt
to fail short of LIe splendid and comnprebensive proposai previeusly quotud,
to wit, to evolvu a draina expressing tbe vast issues and cemplex relations
Of modern life and thougbt. Lt must bu confessud that in this respect
Wagner dous flot represunt the modern tendency, nor dous bue appear to
appreciate the complexity of wbichl bu spcaks. iRather is bis face turned
resolutelv to the distant past and to a singleness of culture front which we
are too far removed. ever to bu restorud, if indeed it wuru a restoration at ail or
Worth the sacrifice of modern breadtb.

Tbe essence of a dramatic work in modemn times is devuiopmnent of
Character. For technical reason%, tIe Greek draina did not admit of a
Bimxilar treatment. Each individual was stampud with a dufinite emo-
tionial character at tbe beginning of the play, and remainud unchanged
tO LIe end. As Aristotle puts it, "ltIe requisite of cbaracter is unifor-

,nity. Wagner's adberence to this dictuin is sufficiently obvious front the
libreto of any of bis operas ; and in thu music, by reducing the riles of
illdividuals to declamation, bue bas deprivud Iimseif even of tIe power
Possessedl by tIe Gruek draina of difleruntiating the dramatis persofloe
Qharacter is uxpressed no more by the pnreiy vocal portion of Wagner's
r0eitative than by an actor's ciocution, considered apart froin LIe words bue
'tters. How greatly words may bu assisted hy music in individualising a
Part can bu best appreciated after iistening to an opera by Mozart.
1ieporello, by the music alonte, is as distinct a person front Don Giovanni

,l bu, is by bis sentiments expressed in words. Lt may bu claimed on
buhlf of Wagner that the instrumental portion of thle music provides
the necessary pursonal colouring, giving forin to the mental attitude of the
Y'arious characters as tbey appuar. Lt is true tbat the orchestra is
111terided Le interpret and express Lhe eniotional contents of the scemie, but
it ie also true LIat this expression of the dominant sentiment is whoiiy
abstr'acted freont personal considerations. The uxpedient of leit motiven,
Or typicai musical phrases, though supposed te give individuality te thu
eharacters, was ne ver adopted by Wagner with this object, as may bu easiiy

sbown. Onu example will suffice. In the Ring tetralogy a special and
puculiar motiv is assignud to Freia, the Goddess of Love. And yet, not
only dous tbis rnotim occur at the tîme of the actuai appuarance of Freia on
the stage, but it also is beard wberever, in amiy sceiiw, tIc emotion of love
is alludud te or snspected ; fromn this tIe impý,_soal qu îlity tlint it con-
veyed te tbe cempoer's mnintl is manifest. The oN forim of opera, on the
other hand, undoubtedly possessed abundant capaoity for a parisonni treat-
muent by mneans of peculiarities of mielody aud rhythm, for wlich declamna-
Lion is inadequatu.

As tbe mest finisbed example of WAagner's method, wc inay taku Il Tris-
tan and Isolde," a work cf which thu composer was eipeci îlly proud. Hie
says of it 1 constractud it af ter no sy.îtean-for I entirely forgot ail the-
ory ; bure 1 moved witb entire freedoin, indieperideit of theoretical umisgmv-
inugs." Lt inay bu regardud, tieu, as the corîpletest expression of Wagner's
natural instinct for draina, and it may bu expected te yield fullur informa-
tion on the characteristic nierits and demerits of biis systeui than any of LIe
otber opuras. Wu find t mnade up ef eue emnotioti, two important charac-
ters, and tîrue tableaux. Betb chnî'acters appear at flrst in a qiiescunt or
neutral state, soon succueeiid by thu passionate leve-emnotimi whlmi doimi-
nates them frein the tinte of taking the mlagic potion te their death. Theb
tirst act is occupiud with iaying Lhe founidatiens of tIc stery, and preparing
for the, tragic rusults of the love potion. Titis is effejtud mainly by the
conversation of Isolde and lier attendant, tIe orchestra inuaniwlhle play-
ing tbe part of chorus in Greek tragedy, su ggesting what is te follow and
comînunting on that conversation by mneans of leit ,notien, most variously
inwoven. At the close of thu act King Mark ar-rives te receive biis bride,
just as Tristan and Isolde have taken the potion and hucoine inspired witb
their immnortal attachment. The entire second act is anl interview between
the loyers, iii which ail the reseurces of language and orchestration are
employed te express the wildest and most passionate love ; and at the
conclusion King Mark again surprises thein, and Tristan is wounided by
Melot. Act iii. expresses the ionging o? the dyingy knigbit te sec bis lady
once more and the fruition of that dusire, for sIc at lengblh arrives. 'I'en
the sentiment o? Act ii. is repeated, but painted in mlore sombre colours,
saddenied as it wuru by thc anticipation of thc deatî with which the draina
concludes. A cardinal inistake in CI Tristan and Iselde," ene that strikes
at the reot of Wagner's own conception of a musical draina, is its want
of action ; the author seuins to forgut tIc presence of thc audience in
the congenial task of turning an emotion inside ont. Simnplicity of motive,
uuity of plot, it undoubtedly possesses. But thc simnplicity becomes mono-
tony, and the unity is tîat of monoinania, net tIe superior unity result-
in" frein tIe larmonions welding together o? eleinents npparently incon-
gmruons. On this side W~agner is especinliy vulierable. ILis ajin is to
mnake each draina a completu exposition of onu emotional situation, on
whicb ail the action shouid linge. The key te "lLohengrin," bie tells us, is
the fatal question whicl Elsa bas in bier breast te ask ef bier dulivurer, and
wbich, wîen asked, entails their separation. In "ILohiengrin,"' bowuver,
there is sncb a wualtî of upisodu that the developinunt of this tîeme neyer
becomes monotonous, but in tIe latur drainas Wagner makes ne concession
te bis bearers, and pursues bis task of iaying bare the huart of the emo-
tional idua, while the play proper rumaius at a standstill. A remarkabie
parailel te Wagner's operas is prusented by the dramnas of Victor linge.
Each writer las in bis mmnd tIe rupresentatien of an idea, and uacb aliku
is mnastur of the most magnificent declimnatory power, which is taxud te LIe
utmost te give f ulness and bruadtb te an emnotionni thume in itsulf of
somewbat mucagre proportions.

Wu are new in a butter position te appreciatu Wagncr's standpoint.
By draina le undurstands action alone; bis claracters are the refluctions of
ant idea, divursely tintud it rnay bu, but aftur aIl mure ghosts of ruali mdi-
viduals ; and lis orchestra is tIc expounder of the emuotional subject mnat-
ter. Ls net this an art rather narrative than dramatic in substance?î
Mm. Dannreutîer contumptuously alludes te thc phrase " tee epic>" as
applied te IlTannhâuser " by a Germit critic. Lt certainly secus as if the
epitîet wure wull chosun.

In this discussion of Wagner's work one opera, "limhe Meistursingur," las
net been considerud at &l. Lt is, in a measure, the mnost imnportant of bis
dramnatic works, because in it hie temnporarily abandomed soute of bis artis-
tic principlus, departitig freont tIe sphere of legend and tIc liues of Gruuk
tragudy, and grappling witb ruai uvury-day life and chamacter and the
exiguncies of remantic comudy. The gruatnuess of bis gunins is shewn by
bis succcss in this demain ; lie bas net forsakun lis principlus of rualisin
in the treatmnunt of the vocal part, the characters simmg rio set pieces, but conm-
verse in brokun melodic phrases, and yet thc mnusic aliottedl te each bu bas
impressud with tIc individuality of the part. ln short, liu bas written a
musical play which is dramnatic in a sensu applicable te ne other of bis
drainas, important theugh tbey bu frein a purely musical point of view.
Lt is scarculy tee mucî te say that Wagner would bu only bal? as great a
tuait as bue is if bu lad neyer compesed CI The Meistersinger."

In conclusion, te return to tîat side of Wagnur's genins representud by
sudh an opera as IlLobengrin," iL must bu gladly admitted tînt within tIe
narrew limits of lugendary and epic opera bue bas created iminiortal works.
H1e possusses a rare power of ieading up te a climax by a long suries o?
successive steps, at eacl of wbicb the interest, is beigbtened and uxpectation
more fuily aroused. The magnetic influence, tee, which men who knuw hum
personally lave attestud, proves as entîraliing, in bis compositions.

Lt is late in tIe day te praise Wagner for tuchnical musical gifts or
acquiruments. 11e bas tbemi ahi in a supremu degrue, mulody, instrumen-
tation, counterpeint, and ail these resources bue devotes te bis attemptud
revival of the Gruek Draina. Lt is a meiancholy spectacle, a genius sncb
as Wagner's iavisbed upon what can oniy prove a cul-de-sac in art. is
werk is witlout any legical ontcoe, and it is for this reason perbaps that
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