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A GUIDE TO MUSIC

FOR BKGINNERS AND OTHERS

3
i

CHAPTER I

THE LISTENER'S PART IN MUSIC

IWOxH^ER if you have ever heard the story of the

great nature-lover Thoreau and the Indian arro^v-

head. It .vas told by a friend of his who ^vent with

him on one of those long walks which he so loved to

take all about the country near Concord, and in the

course of which he saw and heard such wonderful

things The two men fell to talking of those rude

arrowheads, chopped from stone, which are almost

the only relics now to be found of the Indian tribes

that used to hunt in that region; and Thoreau's com-

panion expressed his surprise that anyone could ever

see in those wide fields around them, such mere chips

of quartz '' Here is one now," replied Thoreau,

stooping and picking one up at his friend's very feet^

Thoreau was justly proud of his keen powers ot

observation, and used to explain it by saying that he

knew what to look for. " Nature," he writes in one

of his books, " does not cast pearls before swme.

There is just as much beauty visible to us m the land-

scape as we are prepared to appreciate—not a gram

more. . . . There is no power to see in the eye itself,

11
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he insists, "any more tbau in .„ „,t„ , ,. „

-e;.:'.fr °wlX".
"" ,'""' "

•"•

to brin^ rln.vr, , ^' ^ *^^^' « sharpshooter

know wha't „: ri '\r ^'fa""
"'"' '""'

?Xtrn::t:i't^^^^^^^^^^^^
tnow its seasons and hauJ and .f T '^''"'^^

wing."
"aunts, and the color of its

What is here so well lair? n^ fi,«

i.-^:an'r:ir::?/L:-~^^<-heea.
and see not nn.! i .

^"^* "ave eves

we learn low J ul^ '"ti"^
-/'»« hea. „„.i,

what care and studv ., T

,

*™ ^'''' ''"'"»

needed tomi?^;f,' '°™ "" «'>'™»™, -e
«.,.uWes.^::^it'^^:;:Xfa;b-.o.h,trar.
-.esh...,.,.,,„^ ;:;-j"-^^^^^^

of its wn;„ 77' "-^ „''-«'. »d .he folor

handed! ' """""y' ™««' "^ack empty.
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The Listener's Part in Music

the reason for their preference is that while their ears

can catch the commonplace swing of the rollicking

march-tune or the swaying waltz, they are not yet

trained to seize the more delicate be? jty of a melody

by Schumann or Chopin. Let theiu cultivate their

powers of hearing by listening with their minds as

well as their ears, and these rarer, finer beauties will

charm ^hem more each day, while the old favorites

will in the same proportion grow to seem more and

more noisy, meaningless, and stale.

Mind you, I don't say there is anything to b

ashamed of in being fond of the " popular " t''-

provided you admit that there may be beauties . le

other things that you don't yet see. Indeed, I t....ik

that the love of a good vigorous march, or of a grace-

ful waltz-tune or a tender love-song, is an excellent

foundation for a fine taste in music. It is genuine

and honest, at any rate, and much more promising

than the make-believe exquisiteness of those who shud-

der at a dis'.ord and close their ears as if in agony

wheu they hea" a hurdy-gurdy. But it is only a foun-

dation, and il we would build on it a love of the

best, we must keep open minds and attentive cars.

There is no use in refining one's tastes if they are not

sincere to begin with; but if they are sincere, it is

very desirable that they should be cultivated.

Another way people unconsciously confess them-

selves poor listeners is in preferring operas and ora-

torios to symphonies and quartets, as so many of the

half-musical do. They are so little trained in listen-

ing to musia for itself, that they like to have words

13
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*o tell them " what h • „

*«e „„, on]^ ielp f„ J"' ^»
"l'-'"/"

look at; and

»™- And so aey decide Ih!,
'r-^f-^'i-g a«en-

°' art than u„tr„„ema o'lT\^ " '"S''- form
<^alH because they oanlo, J,""

' ""*' "» '« «
»Vo„e who can foUow'^ '

f ?" ""^ '"«"• But
'h^ oti-or way .b„„, neb,"'' ""= '"'"' » i-'
»»»nd m„„v, ,b, „ ^^

"'«" one eomes to under-
"»•» meaning, ,„;„ inde™*::?/" ";' '' "»' ''»

;°* "'•'"•'ll^- i«erfere ,™,r,
.°* ™''*' "^ 'hat

;;ac.»g one's a.ten.ionfrot ""7f"''"S %' *»-
'»«• loves a sj-niphonv l"" ''"^ ""Mo-
opera.

Jmplonj- even better (ban an
If, now, yon find on o„e,t,-„„;"o one of those who carel 7 '^'""^'''f "-at yon

f- "olassiea, •'
n,n ie t"? ""PopuIar » t[an

;Pe™ better than a goodie" tV'""
"''° '*^ an

«o realize tbn . you L, : ' *"'"' -'<»' >"« beirin
a" the .nnsie^ Jn andTf" '^^'" '^ "^X
You Lave your n,rtT j """"'''rads.

""-ia"'. Indeed, It^et'
'°" *"' " "'^" as the

persons work togeth rfoH,
° '""' ""'^ '''en three

' rte ™»,poser,'wbo i: '"rr"-^- ^-Mhere
f"' as he can, no mZ'\ " P'"™ as beauti-
a^d hard work ii^ZT/'^rrV'": "' '""'^
performer, who must nnsel&h v , .

""'' '' "»
poser's meaning, resitIg t"^,

'' ° ^'"^ ""^ ™»>-
l™se)f off 0, ,„ «;„,„"« ',*™Pa'i„„ ,0 ,b„„

^"' =°"etl.ing that isn't

I
I



The Listener's Part in Music

there. And thirdly, and just as important aa either

of the others, there is the listener, who, instead of

sitting there lazily and enjoying what is easiest to

understand, must be willing to do his share by really

attending, and thinking, and trying to appreciate the

best.

This book is intended to help you to listen in this

thoughtful, active way, by showing you some of the

thousand little differences in pieces of music that, left

to yourselves, you might miss. These differences,

taken one by one, may seem very slight; but taken al-

together, they make up what separates the nobh^ and
everlasting works of genius from the trivial and mean-
ingless jingles of the vaudeville theater, the hurdy-
gurdy, and the phonograph.

As music appeals to us in a variety of waj-s, some
of it especially in one way and some in another, we
shall find it helpful to take up these different kinds
of appeal one by one, and study each with some
care.

Why is it, to begin with, that we so much prefer a
clear, mellow voice to a hoarse, cracked one, or the

tone of a fine old Italian violin to that of a cheap
fiddle ? They may both sing or play the same tune,

yet there is a great difference in the pleasure they

give us. The sound of a good tone pleases our ear

as much as a bit of brightly colored ribbon pleases our
eye, or a piece of velvet our sense of touch. ISTow this

pleasure that clear, mellow, rich tones gives our sense

of hearing is the first and the simplest appeal that

music can make to us. Even animals like to hear

15
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i»g». we st'S fSeteC: "T "'f7'
'-'"

pi«no., .hat L.nC>2\:zrt:\:T'' °"
beauty. With very little of Z ,

^ °™
of hearim. tl,ev vi J I. V ^P'*^' '" *'« «onse

their faSu^Z/ andt":lr- """"• "^"' ™»
aoneal? f, .

^' P"' of you did it

..™:i:r„tt„::M.e°:H:.rrrr'''"'
reflections of the lirtt „ .

'""' "^ '''="°««

too short for iwlf?°rr''"'*'^ ''"'''''

shoulders and ,11 • !,
''"'«^' """ ''" """'""d

elegauee Tht o h
'

• ^ " ^'"^*»'' "-xi '"'tout

hnf t,! \ "'"•''» " of common crockery ware-

eurveol h!ld;V Ho"!"
"
T^^" " *« «e«'>0

fo™,^^h„„,d choose the second Without, momitt

finelTvior'V''
'"* '"^'°'"- One, played on the

-''.ehan,in,iifein7'I:;:i:'r;Z
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The Listener's Part in Music

and delicate shape, each rise and fall harmonizes so

perfectly with all the others, and the whole tune,

while quite natural and simple, is so individual, so

diflFerent from any other, that even a hurdy-gurdy
cannot wholly spoil it.

This value of shapeliness in music cannot be felt

by the ear alone, because all the ear can get is single

sensations, now one and now another, as moment fol-

lows moment. In order to feel all these sensations in

relation to each other, making up a melody of definite

shape, we have to use our minds; it is not enough
merely to hear, we must " perceive " the form or

shape of what we hear. The old Greeks had a word
for this kind of perceiving, from which we get our
word " esthetic," which means " having to do with
beauty, or the perception of beauty," and which we
may applj- to this second kind of musical value. The
spsthetic appeal of music, then, is the appeal it makes
to us through its shapeliness or beauty. This appeal,

in many ways the most important of all, we shall

study in the third and following chapters.

Then, i:i [\e third place, there is the appeal which
music makes to our feelings or emotions; one piece

makes us sad or wistful, another is glad, or merry, or
exultant, another is noble or sublime; and so impor-
tant is this emotional value of music, by which it ex-

presses our inmost feelings, that we often hear the

saying: "Music is the i.nguage of the emotions."
I shall try to show you, as we go on, that this ex-

pressive value of music is really due very largely
to its beauty, so that the third of our appeals de-

17
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pends largely on the second. We shall «l,n fl Ahowever, that there are other ways in wfath '

;-o.es us, and these we shall stu?y^^t^^^^^^^^^

For the present, all I want to show you is th.t ^

the earT; a door r'' • f"'^""« ''fch traverae,

goes yet farttr» °""" " ' ™'"'"'^' ""i "^ch

..Sr-r4:ra^":,r.rr-:tr

, "^
^"'•j^ oe saying to yourseIvp<* • '< At* n

"tat i, the need of 30 Leh trouteV W t ""'

meant *o be eninvp,^ ^ofU .1.
^ * ™"s^c

womed overr;"^^ TuL "r
'"."^ I*" "«

Jike, and let the rest go1" ' ""^"^ *^ »"«<= ^

This way of looking at m sie as merelv an „,

rr„fZ.— 2^-4^--

-

how Moz , one of
//°" " '™ ''"'^ '° *°" y™

povert, Hehadtoea^™wC:r:,';;x;;=
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The Listener's Part in Music

at concerts and giving piano lessons, and could make
hardlj anything out of what he wr .e, because people
didn't understand it and 'vor.ldn't buy it. He was
80 poor that sometimes he could not get food, or even
coal in winter, and one cold morning he and his wife
were found, by a friend who went to call on them,
waltzing together to keep warm. And yet, when his
publisher said to him: ''Write in a more easy,
popular style, or 1 will not print a note or give you
a cent," he replied: " Then, my good sir, I have only
to resign myself and die of hunger."
Xow if Mozart could willingly face starvation

rather than lower his ideal of v;hat good music should
be, and if not only he, but Bach, and Beethoven, and
Schubert, and Schumann, and Wagner, and scores
of others, could even glory to bo poor, and unknowTi,
and overworked, for the sake of making music,
oughtn't you and I to be glad to take some trouble in
order to appreciate it ?

And one thing more. It is not only for your own
pleasure, nor even for your own improvement, that
you are working. In a few years you boys and girls

will be Lie men and women who will help to decide
hat kind of m.usic we shall ' ave, who will support

1 your money and your influence our operas and
icerts, and the work of our composers. Will yt i

tiien give the singer who can touch the highest note a
fortime, and let the true singer of your joys and sor-

rows starve ? Will you applaud the pianist with the
liveliest fingers, and let him who devotes himself to

beauty go unheard ? Will you encourage the empty
19
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WHAT MUSIC IS MADE OP

"fT is odd how easily we assume that things must
* always have been as we are used to them now.

Because we can get a drink of water by turning a

faucet, and get a light by scratching a match, we are

apt to forget how for ages men had to fetch their wa-

ter from springs or dig wells for it, and to make fire

by rubbing sticks together or striking flint with steel.

In the same way, because we hear so much music

sung, whistled, or played, and because it is all made
out of the same tones, we are apt to think these tones

as natural as the everlasting hills. We take it for

granted they mu** always have been as they are now.

And so it surprise^, us when we find that these tonei

liave really been got together and arranged as we

know them only after ages of patient work by mu-

sicians ; that they have been tested, and selected, and

combined and recombined, with the utmost pains ; and

that they are thus a work of art rather than of nature.

They are indeed as small, but as perfect, a part of all

possible tones, as a carefully made bouquet of wild

flowers is a small but perfect part of the fields from

which it is culled.

How careful must have been this long process of

21
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equally regular, so that every seventh white key looks

the same. For instance, beginning at the bottom

(left) of the keyboard, you will notice that the first

white key lies just below the topmost of a group of

three white keys (two of which, however, are missing,

because the keyboard stops just where it does). Call-

ing that key onr jount seven white keys to the right.

The next white key will then be like the one you start-

ed with; that is, it will lie just below the topmost

of three black keys. Call it one, count up seven, and

the next key will be in a similar position. Taking

advantage of this similar appearance of every seventh

key, we can name all the white keys after letters of

the alphabet, without, having to use more than seven

—A, B, C, D, E, F, G. If we keep on repeating

these over and over again till every white key ia

named we shall find when we get through that all the

A's look alike, all the B's look alike, all the C's look

alike, and so on for each letter.

All this will become clear to you if you will look

at the picture of the keyboard (Figure I). You will

also see there how we tell apart the many keys

named after the same letter, by using both capital

and small letters and a certain number of strokes at

the right of the letters. Notice that the key marked
c', which is the fourth C from the bottom, is called

Middle a
Now comes a curious thing. If you will strike all

the different keys named after one letter—all the A's,

for instance—^you will find that besides looking alike

they sound alike! Not exactly alike, of course, for

23
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as you go to the right thej «re
.

higher-thej differ in "pitch"-
;

but neverthele.^ '
.re is a striking

\ ''^'"^^f
^tweea them all. It ^

- Tr;"l '' '^ '^'y ''''' different
|«nt3 of the same color, all red, say,
but graded from the dark rich crim-
son of the lowest A to the light
pink of the highest, while all the

,,
' '?'"^. «f a color quite different,

hough similarly graded from dark
to light, and all the C's still a third
color, and so on. Ana since the

« °^"-'''«an IS a sort of painter in

g
*°ne9 you can now understand that

o for h,m all the tones named by
^ one letter, whether high or low in

^P'tch, have the same "color "or
individuality," and that when he

V'shes to make a tone-harmony
be must mingle together different
tones.

We can examine these tone-har-
monies for ourselves. Suppose you
^tnke Middle C (the key marked c'
in Figure I) with the forefinger of
jour left hand, hold it, and then
strike the next to the right of
It (c

) with the f ,refinger of your
right hand. Don't you fee^ that
you have added no new color by

24
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this second tone? What you have added is merely a

brighter tint of the same color. But now, keeping

the left hand as it is, play G (g') with the right.

Ah! Here is something new, this is no longer only

a brighter tint of the same color, it is a different

color, and the two colors together now make a color-

harmony, or, as musicians, say, a " chord." * And
how different it sounds from the two C's together,

fuller and richer because of the merging of two sepa-

rate colors in it, yet at the same time pure and clear,

because these two colors go together well.

This chord we will call a " fifth," because there

are five tones between the C and the G, counting

themselves—C, D, E, F, G In the same way, as

there are eight between C and the next C (C, D, E,

F, G, A, B, C) we will call the C's together an " oc-

tave," a word taken from the Latin for eight.

Now let us try another combination. Can you find

a " fourth " ? Count four from your left hand C,

that gives you F for the right hand. Well, what do

you think of that chord? A good deal like the

" fifth," isn't it ?—pure and clear, the two colors

mingling well.

Next, a " third "—C and E. Ah, how pleasant

that is ! Pure like the fourth and fifth, yet richer,

fuller, than they, and without their strange hoUow-

ness and emptiness. If you don't feel the difference

i

li

;•'

* "Chord" is commonly used only for combinations of three or

more tones, those of two being given the inaccurate and mislead-

ing name of "interval." It seems simpler here to use only the

one word, "chord."
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Tlie Fourth (C—F) are clear and pure, but a little

tliiii.

The Third (C—E) and

The Sixth (('—A) are clear, rich, full, agreeable.

In all the above four, the two tones mingle and
harnionizt' well, they sound tujcther; therefore we
will call them " consonances," from the Latin words

con, togi^ther, and sono, to sound.

The Second (C—D) and

The Seventh (C—B), on the contrary, are harsh

and rasping. Their tones do not merge, but " quar-

rel," as we say of inharmonious colors. Therefore

we will call these " dissonances," because the two
tones in them sound apart.

If, now, remcuibering the difference between con-

sonances and dissonances, and how much pleasanter

to our ears are the former, you can imagine your-

selves in the place of the early musicians, you can

understand how they went to work to arrange the

tones as we have them to-day. Remember, they could

sound with their voices or on their quaint, old-fash-

ioned instruments, not only all the tones we use, but

a great many others that lie in between these—for,

as I have said, there are no less than eleven thousand

tones that we can tell apart, and therefore might use

if we wished. Their problem was to throw out all of

these possible tones that would not work vndl, and
save only those that would. They were pioneers in

the forest of music, and they had to clear out tl;«

targled undergrowth, while carefully saving the good

trees.

27
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can get by using the black key just to the right of

the F, and as this sounded keener or sharper than F
they called it F-sharp. Try the scale of G again and
see how much, better it is with F-sharp than with F.

Again, if you will play a scale beginning with F,

you will find that one tone is wrong there also. Can
you tell which it is ? Yes, the fourth tone, or " step

"

as we call it, B, is too high. We must put in its place

a tone a little lower or flatter, and you will find that

the black key to the left of B will give just the right

tone, which we will call B-flaL So it was that the

black-key tones were gradually added, each black key
being able to give us either a " sharper " form of

the tone just below it, or a " flatter " form of the tone

just above it.

For a long time musicians could not find out the

best and simplest way to tune these additional tones,

but the great Johann Sebastian Bach showed how
practicable was the way that ever since his day has

been in use. This way of tuning, called " equal tem-

perament," " tempers " or tunes the tones within any

one octave—say from C to C—so that they make
twelve exactly equal steps, with the result that we
can begin on any tone we wish, and, by using the

right " sharps " or " flats," get our scale of seven

tones (or eight if we count the upper one, which is like

the one we start with) just as they are when we start

with C. We shall see later how important it is to be

able to do this. If Bach had done nothing else but

fix this equal temperament he would deserve our

everlasting gratitude.

29
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But vou may be asking, how is all his goinff to
hoJp us to appreciate music ? That is a s.usiblr ques-
tion, but I can't give you the entire answer to it until
^ye get a good d.al further along. I can now answer
;t partly, however, by reminding you that all music
IS nuide up ot consonances and dissonances, and that
;f vou can feel the difference between then) when you
l>oar them you will get a more vivid impression of
nn.s.c than before. Music that is mostly " consonant "
IS sweet, mild, smooth, pleasant to the ear. The old
church music of Palestrina is of this kind, and youmust realize that it is, in order to appreciate it.

In other kinds of music there is much more dis-
son^mce. Why? Because, since Palestrina's dav
luusicians have gradually found out manv new effects
Avh.ch appeal to them strongly. Do you like to eat
nothing but sugar, to smell nothing but sweet flowers
to see no colors in a painting but quiet, soft ones,'
no forms but graceful curves ? Xot at all • - -ant
some variety, some contrast, some striking 3.
sions. We like some saltness and bitterness . our
food (more as we grow older), some pnngencv in
odors, .ome yivid reds and yellows, and some sharp,
bold angles m pictures. Well, just so we like dis-
souaiKvs in music because they keep the consonances
from becoming insipid; and all modern music is
plentifully seasoned with them. The next tim. vou
iiear any music, see if you can detect some of the dis-
sonances, and notice how exciting and refreshing they

30



^-^'M^imsmr

CHAPTER III

, I

METER AND RHYTHM

^O far we have been 8tudyin|if nothing? but the^ effect of musical sounds on our physical ears.

We have seen how certain combinations of sounds

(consonances') differ from others (dissonances) in

much the same way that quiet rich greens and blues

differ, for the eye, from screaming reds and yellows,

or velvet differs, for the touch, from sandpaper.

These are all differences for the senses alone—ear,

eye, or touch—and the mind has nothing t ,. do with

them. From now on, however, we are going to study

some of the qualities of music which can be appreci-

ated only by the mind, or rather by the mind and the

senses together.

The way we can tell whether the mind is concerned

or not is by noticing whether the order in which our

impressions are received makes any difference in

them. Are they just the same backward as for-

ward ? If 80, they are purely sensuous (that is,

of the senses) and do not appeal to the mind. You
can play music backward without losing the purely

sensuous pleasure of its consonant chords. You can

read poetry backward and still enjoy the sounds of

its letters—the K's in Coleridge's verses about Kubla

31
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Khan, for example. Or you can look at a picture

upside down without marring its color-harmonies.

Indeed painters sometimes purposely bend down their

heads and look at a landscape upside down, so that

they may have all their attention to give to the color,

without being distracted by having to notice what is

a tree, and what is a hill, and what is a cloud. Try
it seme day, and you will be amazed to see how vivid
the colors look.

But you cannot play music or read poetry back-
"vvard, or look at a picture upside down, without los-

ing an immensely important part of your plea.sure

in them, as you can easily see f<5r yourselves by mak-
ing the experiment ; and the seriousness of this loss

shows us how important a part the mind play.-; in all

artistic enjov-ment. Those who make a study of these

matters have found, indeed, that the rdaflom be-

tween sensations, which can be felt only by the mind,
are of far greater importance than the sensations

themselves, and that the keenest of all the pleasures
connected with art is the mental pleasure of arran^-
tmj in order, according to these relations, the impres-
sions of the senses. The important question that we
have next to answer is. then, this: What relations

are there between different tones and chords, bv per-

ceiving which our minds can arrange them in order ?

If you will sing over to yourselves the tirst part
of the tune of " Yankee D<«<vl]e.*' up to the word
" macaroni," I thiuk yon will notice that you do not
make all the tones eipially heavy or emphatic, but that

you put a special accent on every other tone ; 30 that

32
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if instead of singinj; tlio words yon sing " One, two,

one, two," and no on, the ones will all be heavy, and

the twos light; or if _>,iu beat time by moving your

hand down and up, tin- down beats will be heavy or

accented, and the uf) beats light or unaccented. Also

notice, please, that although most of the tones occupy

just one lH>at, the tones that come on the first syllable

of " pcmy " and on the last two syllables of " mac-

aroni '' occuj>y two beats each. I shall explain why
this is ir. a m<'Ment.

This plan of measuring oflf the music, as it flows

along, by means of beats that are equal in length but

diflferently accented gives it at once a kind of order-

liness and regularity jileasant to our minds, and all

music has some kind of " meter," as it is called

from a Greek word meaning " measure." The
word " measure " is itself used as the name of the

little group of beats that is made by each accented

beat and the unaccented beat or beats that follow it.

I say '• unaccented l)eat or heats " because sometimes

there are two light after each heavy beat, in which

case we count " Heavy, light, light," or " One, two,

three." Try to count to " My Country, 'tis of Thee,"

and you will find that you have to make three beats

to each measure in tnis way.

It will amuse you to sing over several melodies,

trying to decide for yourselves whether the accent

comes once every two beats (called duple measure) or

once every three beats (triple measure). It can't

come any other way. It is true that we find in mu-
sic measures with four, six, nine, or even twelve

I
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beat., but they ahvajs consist merely of fwo or mor.
«inple or triple measures thrown into one

Without .et.,- .nusic uouM U^ va^ue and form-
io.s; our nunds wonJd have nothinjr to take hold of
^n hstemnji to it, and wo„M end by hein^ thoroughly
c'-mfused and bored. But on the other hand if ri/
tones always corresponded exactly to the tjts, one
to each beat-no more and no less-we .honld .soon
hecme, perhaps not ,<o confused, but equally bored
.y that relentless dum, dum, dum. We .hould dis-
like such a nirid mechanical regularity almost as
juuch as utter irregularity. We are evid'.ntlv crirh-s
J>ard to please: we want balance, order, arrangement
but we want it made freely and elasticallv; in a word'
tH>re as m so many other artistic matters, we want
varu'tij in unity.

_

It you are fond of poetry you must hare felt this
otteu .u your reading. Take these lines from Pope
as an example:

A httlc learning is a dangerous thine-
Drink deep, or taste not the Pierian spring-
There .hallow draughts intoxicate the brain
And druikuig largely sobers us again.

The general plan of rlie meter here is to place li<.ht
and heavy syllables one after the other, until there
-s a Ime of tive of these groups of one light and one
"<'^'vv. Ihese groups, corresponding to the measures
u. music. are called - feet •': but the line is called a
pcnrarneter.- which means ' five measures." Pope

hoN.ever, ,s too good an artist to follow out his scheme
34
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mechanically, well knowing tliaf, if ho did we should
soon tiro of his verses. What, he does instead is to

plaeo his iinportMut words in siK-h a way that they
;/iaII jdill the accents u little away from the places
where we expect them, without doing so enough to

confuse our idea of the met(,"r. In the second line he
weights the first light heat hy putting tlu; inifKjrtant

word " drink " upon it, he throws out the third ac-

cent entirely hy placing the unimportant word '' the
"

where we expect it, and he induces us to make up
for this by lingering on (he E in " Pierian ":

Drink drop, or tiiste not the Pierian sf)ring.

Don't you see what a charm of irregular regularity
that altering of the meter hy the words gives tliis

line, how it avoids the monotony of the Te-dum, Tc-
dum, Tc-dum, Te-dum, Te-dum i If you don't feel

it at once you soon will if you will try to notice this

kind of effect in a^' the poetry you read. Pope him-
eelf had his little ugh at the poets who do not vary
their meters when no wrote of them, mimicking their

style

:

And ten low words oft creep in one dull line.

You will now understand how musicians take ad-
vantage of the orderliness of meter without letting
It lead them into monotony. As the poet, -within his

regular lines, constantly varies his patterns of words,
t'o the musician, within his regular measures, con-
stantly varies his patterns of tones, sometimes divid-
ing a beat into many short tones, sometimes holding

35
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one tone througl, many beats. Even in " Yankee
Doodle " w saw that some tones occupied two beats-
but no amount o- patriotism can make us find much
variety or cl.arm in that too regula/ tune. Take an-
other of our national airs-one of the finest in the
^vorld, " Dixie "-...,,1 see the <Iifference (Figure II).

FIGURF II.

D. Emkitt :
" nixie "

^^^
I waj in de Un' ob cot ton— Old time* dere

lot (or-eot-ten. I .r.k ..—..I T_ . . . .
»--ot (or.got.ten,I ,ok .-w,y. Look.-w.y, Look . - w.yrLook . -wf

How inspirino: are those long notes on " Look away "
and what life and movement there is in every note'

1 ankee Doodle."

It is really marvelous what endless variety com-
posers can get, within perfectly regular measures by--aging skillfullv their long and short tones.

'

Inorder to show this I have taken three melodies from
Beethoven, all m duple time (that is, with fou, beatsin a measure, the first and third accented), md set

(a) Allegro.

FIGURE III.

Bbbthovbn : Leonore," Overture.
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(i) Allegro con brio. Ribthovkm : First Symphonjr.

^m^^^ A

i^^

\SEi=jiSlf!^S- Es_Sr?_-i=r

PP

g=g—>-
t::ztc:=C:

i^ ::>p::F-

P/-»
tr—B'

tliem side by side in Figure III (I am going to as-

sume that you can eitlier play the examples I shall

give from time to time, or get some one to play them

fur you).

The first is the chief melody of his overture for

orchestra " Leonore," written to be played ix^fure hia

famous opera, " Fidelio." The only measures of this

example that have one tone to each beat, as in " Yan-

kee Doodle," are the third and the seventh. The

37
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n-t and ,1,0 fim. ,.,,„„,, .,;,,,,. „., ,^.,„^ ,,„,^,,

;'"""»-"'•-:
l,:.M;,Ia..s,.n.„dnndM.,.si.x,htlMH

;• '= "";' "'«' <-<>ur.l, an.l fl,- ,.i.r|.,l. m-n.ur.. havo
toiifs only ,,n ,,ne hciit 'm.! d... «i

><"» vou s... what vanVfv iWrl.uv..,. (Ihh j^ivs l.is

^v. s.y--tl.at .s, its partinilar ord.-r of lon^/and sh.„.,
--jnstasPop..^

an w<.ds p„H U.. a.....us awav fn.„. ...... .ri
1 nr\T 7' '^ •"'''"''' ''••^'^'" --^''"v. vou^u upMlKU^tl. second nofe,,wHv a. long ;s\ho

fa and therefore nu.eh heavier, robs it of a ...od
\'>1 of ars aceent, and moreover by occupvin.'th.

tlnrd beat keeps ns fron. feeling any accenth^al
Xmv look at the second n.elody, the n^ain theme ofR.-tlKn.ns I.rst Syn.phony. Here is an entirely
tferent rytlnn. What a strong contrast between-K.^l.avy tones taking up three beats, and t^^^o httle erky short notes that divide the fourth beats

eL.h .hort notes, m the fourth four not quite so
> or

.
and the tifth measure, in marked contract, giv

all Its beats to one emphatic chord. Although Let-o n.elod,es are both in duple meter, vou would nomore confuse them than you would \wo of vourtnend because both have the same number of'.

r

ars. noses and mouths. The rhythm is the face of^^uh tune, by ichich u;e know it.

'
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Turning now to :! <? tliinl ni(;lo<ly, tlie opening of

Biftliovt'ii's Concerto for piuno and orcheHtra, opiH

fiS, \v«' find un even f^reiitcr vrricty of rliytlmi, slill

on the same siniple liu.sis of duple nuiter: a variety

so great that we shall need a new word in order to

talk about it. This word, " motive," borrowed from

the (lermnn and therefore pronounced moffcvp, ineans

anv small group of t(»iies that are si» jM^cidiar and

striking in the ir rhythm that we (iasily remember

them, and nn-ognize them whenever they come in.

We shall learn gradually, as we go on, how imixjrtaut

are the motives in all music, making it move and

grow as it goes on.

There are several different motives in the concerto

melody: first of all tlu> group of three light notes and

one heavy which extends over the first bar-line, and

is twice repeated. It is interesting to observe that

this idea of three lights and a heavy is also found in

each of the four movements ' of HecthovenV Fifth

Symphony, which he was writing at the same time as

this concerto. His mind must have been running on

that rliythm just then. It has been suggested that he

may have got it from one of the German birds, the

yellow-hammer, which sings three short notes and one

long. I have often heard an American bird, perhaps

a distant cousin of the German oie, whose song is

four shorts and one long.

The second motive is found in the third measure

—three tones, of which, you will observe, the second

' A movement ia a complete piece forming part of a large work

euch as a soaata or symphony.
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Meter and Rhythm

see how much finer they are than the empty little

tunes we hear whistled in the streets and sung in

vaudeville.

We have talked about so many things in this chap-

ter that we'd better go over them briefly in closing it.

Wo have seen that music, like poetry, is measured off

in time by a scheme of regular heavy and light beats

grouped in " measures." We have seen, nevertheless,

that onl^- the bad or careless poet makes his words
correspond exactly to the set "meter"—makes

ten low words oft creep in one dull line,

— tlie good poet taking r;— to arrange his words so

that they will pull the accents this way and that from
the places where we expect them, and so give his lines

variety of rhythm. In the same way we find that

only the bad or careless musician gives one beat to

each tone, as in " Yankee Doodle." The skillful com-
poser so divides his tones among the regular beats

that they fall into striking and interesting rhythms,
each particularly impressive group of them making
a motive.

Both the poet and the composer are really doing,
with their materials, just what we have all of us done
in kindergarten with colored worsteds and {jerforated

cardboard. You must all remember those pieces of
cardboard, with holes at regular intervals, on which
you made various designs in worsted by taking
stitches of various lengths. Well, the composer has
instead of holes in tlie cardb'^ard, beats of equal
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length, and instead of colored worsted, tones; and by
varjmg lus stitches (rhythms) he makes the most
beautiful and interesting designs (motives). We
shall examine his handiwork still more carefully in
the next chapter.

f .,
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CHAPTER IV

PHRASES AND PHRASE-BALANCE

"l^THEN, in that kindergarten work that we were
» » speaking of, you got your design made, with

its various long and short stitches, what did you do
next ? I think I know

;
you skipped a certain number

of holes, so as to leave a clear margin around the fig-

ure, and then made another figure of the same kind,

to " match " it or balance it ; and before you were
done with that cardboard you had it pretty well cov-

ered with similar figures thus balancing one another.

In a word, your instinct for balance or sjTnmetry wag
not satisfied with arranging the stitches in order in

the figures, but wanted the figures themselves to be
arranged in a still larger kind of order.

It is quite the same way with the poet, as you will

see by turning back to the Pope quotation, and no-

ticing how the lines as a whole balance each other,

"iou will see that the second line balances the first,

the fourth balances the third, and the last two taken
together balance the first two taken together. And
what is more, if your ear is sensitive you will feel

that this balance is so regular as to be almost mechan-
ical: down goes your voice at the end of each line,

as if it were run by clockwork. In fact, Pope is
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iKje falling into the very „>onotonj for which heblamed those poets who n.ade their words correspond
xactly wuh their " feet " or measures: he is making

Ins sentences correspond exactly with his lines.
Compare with his verses these wonderful lines fromone of the greatest masters of poetic rhythm-Keats;t^y^ are taken fron» the beginning of his " Endy-

A thing of beauty is a joy forever:
Its loveliness increases; it will never
Pass into nothingness; but still will keepA bower quiet for us, and a sleep
Full of sweet dreams, and health, and quiet breathing.

Here the phrases and sentences balance as in thei^ope but in a much freer, less mechanical wav he-
cause Keats has taken pains that they shall not ;orre-pond exactly with the lines. In the first line, to iure, where ,t :s important to give the reader a clear
Idea of the swing of the verses, idea and meter do
xactly mate

, both ending at the word " ever "
; but

after that, what fascinating variety ! The lines end
a never," ' keep," " sleep," a.d " breathing," asbe rhymes clearly show us; but the ideas, thf sen-

"T" " "f'^T' 7^ '' " '" "^^^^«'" " -thingness,"
us, and "breathing," .t .^ich points, therefore,

the voice naturally fall an.] pauses. In this way anew beauty arises, a I .v , again of variety'^inmn y: the unity now lying in the equal length of
the lines, the variety in the constantly changing length
of the sentences, and in the resulting irregular rise
and fall of the voice.
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If you have been following what I have said, two
questions will now occur to you. Is there anything
in music like the balancing of the lines and of the
sentences in poetry ? And if so, is music, like poetry,
more beautiful when this balancing is somewhat ir-

regular? If you will look at Figure III once more,
Beethoven will answer both these questions for you.

Nothing could be clearer than that in the theme
from the "Leonore" Overture, the melody of the first

four measures makes as complete a statement as
Pope's first line

A little learning is a dangerous thing;

and nothing could be clearer than that this sentence,
or phrase, as it is usually called, is answered and
balanced by what follows it just as definitely as Pope's
line is balanced by

Drink deep, or taste not the Pierian spring.

Here are, then, two phrases, of equal length (four
measures), each felt to have a certain completeness,
yet both felt to hang together and balance each other
like the lines of the poem, or like the figures of the
worsted-work. All our modern music is thus made
up of phrases which in one way or another balance
each other.

That is the first thing that Beethoven shows us.

The second is that although phrases always balance
somehow, there is great variety both in their lengths,
and in the ,7ays they may be made to balance.

45

Bta



i

iH

f

f

A Guide to Music

In the theme of the First Symphony, for example,
you cannot stop after the fourth mea.siire, the phrase
runs on, and is complete only at the end of the sixth
measure. This six-tneasure phrase is then answered
quite regularly by another of the same length. Hero
the phrase length is a little unusual (the average
I)hrase being either two or four measures long) but
the balance is exact.

The Concerto theme is less regular. In the first

place, the first phrase is five measures long—an un-
even number. Secondly, as we saw in the last chapter,
Eeetlioven extends his second phrase, by repeating one
motive, stretching out another, aad adding two meas-
ures at the end, to no less than eight measures. Yet
in spite of all this irregularity there is not the least
doubt in our minds that the second phrase balances
the first, and balances it most satisfactorily. Indeed,
the varying lengths of the phrases add a new beauty
to the music, an elastic gracefulness akin to that of
Keats's verses. Our second question is thus answered :

phrase-balance is most beautiful when the phrases
have a fair degree of variety, and tends to become
" set " when they seem as if all turned out of the
same mold.

You would be astonished if you knew how much
loving thought and patient labor the great composers,
especially Beethoven, gave to making their rhvthms
strong and supple, like the muscles of a well-trained
athlete. Beethoven, when he walked in the fields and
woods, as he was fond of doing, always carried in his
coat pocket a little blank sketch-book' of music paper,
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in which he could jot down his ideas. The bits of
melody thus set down were then worked over and
over, for days, weeks, and months, in sketch after
sketch, so that sometimes we find a dozen or twenty
forms of the same tune between the original germ
and the completed theme. The first idea is ofton
commonplace and lifeless ; and it is wonderful to see
how Beethoven, striking out some needless notes here,

lengthening an important one there, now by a simple
touch making two phrases balance each other freely
instead of mechanically, gradually transforms it into
the immortal melody we know and love.

One of the loveliest of these melodies, the theme
of the Andante of his Fifth Symphony, shown in

Figure IVa, owes its beauty largely to the eharm-

FIGURE IV.

(a) Andante eon moto. BuTHovEN
: Fifth Symphonr-

(*) First sketch of the above theme.

1

Jng irregularities of its rhythmic ebb and flow. To
help you feel this for yourselves I have marked off

the phrases by brackets. There are altogether, you
will see, five phrases : two long ones, then two short

ones, and then one final long one—a scheme which
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Bappilj avoids too rigid a balance. But happier still
IS the freshness the second phrase get^ from having
Its final long note delayed until the second hcM of
the measure, to which it pulls the accent expected
on the first beat. Just listen to this several times
until you feel its magical charm. The pair of short
phrases, too, are managed so that their balance is in-
exact—this being done by letting the second of the
two give one of its beats to the final phrase. And
this last phrase is made to take a different shape from
any of the others by that long tone in it (three whole
beats) which gives us a sense of completion, of cominc
to rest.

^
^

A beautiful melody, indeed ; and now see the orig-
inal idea, found in one of the sketch-books, out of
which It was developed (Figure I\T,). Do you ob-
serve how set, how inflexible, how sing-song, :3 the
exact echoing of one phrase bv the other ? Do you
see how much the second phrase loses bv landing ker-
flump on the first beat instead of soaring over to the
second

? Do you notice that the tones leading up to
the first accent are the same in number in the two
phrases, while in the finished tune there are two of
them m the first phrase, and three in the second ? If
you see these things, and think about them, vou know
already one of the most important differences be
tween good music and bad.

One other example of delicate varietv in phrase-
balance will have to be enough for the prJsent. though
It IS a subject we could study for years. Schubert
begins the middle part of one of his minuets with the
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delicious phrase you will find in Figure Va. Sup-
pose, now, if it isn't too much of a stretch for your
imagination, that you had written this phrase, and

(a) Allfgro modffale.
FIGURE V.

Schubert : FanUtia, opui 78.

were casting about for something to balance it. I
think the chances are nine out of ten that you would
hit upon another four-measure phrase, something like

what I have put down at Figure Vb. And it wouldn't
be bad, either. We might even be rather pleased
with it, until we saw how Schubert solved the prob-
lem (Figure Vc). Once we had heard that fascinating

group of phrases, two of one measure each, and one
of two, making so unexpected yet so natural a balance
for the first nhrase, I hope we should have good taste
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fnongh to wish never to hear pgain our own flat and
vapid answer.

If after this example you still have any douht^ as
to the cliarni of variety in phraae-bahince I can only
advise you to take as a contrast some very monotonous
series of phrases and feel their monotony for your-
selves. Robert Schumann, great composer though ho
was, did not always avoid this pitfall of monotonv
and if you will look at the theme of his very first

published piece, the " Abegg Variations," opus 1,

you will see an example of it. The motive is made
out of the five tones A—B—E—G—G (in honor of
a lady of that name), and the tune consists of no less

than sixteen repetitions of this motive of five tones.

It is true that the tones and the chords change, but
the rhythm does not. Sixteen times, the same thing

!

It grows tiresome.

I don't want you, however, to get the impression
that no music is good unless its phrases are of uneven
lengths. There are so many kinds of variety possible
in music that a skillful composer can keep up our in-

terest in a long series of phrases of exactly similar
length. In all simple music, indeed, like the folk-

songs found among the uneducated people of all na-
tions, or the popular airs we hear in our streets and
music halls, the phrasebalance is very simple and
regular—just as the meter is apt to be " sing-song

"

in popular poetry. lu such music the necessary va-
riety is got by other means.

^^e have now seen how single tones are grouped
into motives of definite rhythm, how motives are built
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i.p Into plirn.sos, ,m<l how phrases are in turn balanced
in still larp-r groups something like the " couplets "

(two rhyming lines) of pn^try. There remains only
one more st.'p in this part of our study; we must see
how these phrase-groups or couplets are built up into
complete melodies. The principle in this last step
in the composition of a tune (yoti remember that
•' composition " is simply the Latin for " putting to-
gether") is just the same as in the earlier ones: we
try for as much variety as is consistent with perfect
unity. Long experience has shown composers that
the best way to get this is to put one or two contrast-
ing phrases, for variety, in the middle of the tune,
and then at the end to come back, for the sake of
unity, to the phrases they started with.

The familiar old tune of '' Nearer, My God, to
Thee " will show you this plan of " statement, con-
trast, and restatement,^' as it is called. It consists
of eight phrases, al' exactly the same length. The
third and fourth of these balance the first and second,
all four together making up the first part of the tune
—the statement. Xotice, now, that the fifth phrase,
which is answered by the sixth, introduces a little

pleasant variety, by going higher in pitch and being
more earnest in expression. These two make the con-
trast. Then finally, the seventh and eighth phrases
restate the melody of the third and fourth, and thus
bring us back to the point from which we started.
You cannot fail to notice what satisfaction they
thus give that part of your mind which cares for
unity.
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So simple and natural, and so delightful in its bal-

ance and orderliness, is this arrangement, in fact, that

we find it used in a most surprising nimriber of tunes,

of all nations and all times. In " 'Way Down Upon
the Suwanee River " and in " My Old Kentucky
Home," for example, you will find it used almost

exactly as in " Xearer, My God, to Thee," except

that the statement (first four phrases) is repeated

before the contrast comes. In "Jerusalem the

Golden " and the " Austrian Hymn " it is very

clear. You will find it in " The Campbells are Com-
in'," " John Highlandman," " Auld Lang Syne," and
many more.

In others you will find the arrangement of the

phrases more complicated, less regular in balance, and
yet clearly growing out of the idea of contrast and
restatement. Just as the preacher first announces

the text of his sermon, then discusses it, and at

the end repeats it in all its simplicity, so the

'••imposers of all countries have used this " three-

r ft form" as the ground plan of most of their

unes.

We have now followed the process of musical com-

position from single notes up to complete short tunes,

seeing how at each step the aim of the composer is

to get as much variety in his patterns as is possible

without endangering their unity. Before we can fol-

low this process any further, so as to see how tunes

are combined in larger pieces, we shall have to go back

to the seven tones of the scale that we weve studying

in Chapter II, and examine their ways a little mnre
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closely. They make an odd family, those seven tones,

each different from the others, yet all getting on com-

fortably together.

Allow me to make you a little better acquainted

with them.
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CPfAPTER V

THE KI:Y-FAMILY and its SEVE.V MEMUi;RH

VT'OJ remember we found our in Cliapter If that
-• the eighth step of any scah- brings us ha<k to

the same tone as the first step, but that before got' ing
to it we have to go through seven different to' hs.

These seven tones, taken together as a group, form
a sort of tonal family, railed ly m isicians a '' kev,"

and named after the fir-r step of their sf-ale, whi-h
is the most important n .'mber of rj familv. Thn-i

the tones C, D, E, F, G, A and B are said' to make
up the •• key of C." Of course there are as many
keys as there are different tom^s—th.it is, twelve

but for simplicity's sake \vc -hail stick to this key of
C for the present.

By far the most important raen.ber of the key of
C is the tone vhich gives it its name, C. which is the

first st< p, and also the eighth step, in the sca . C
is, so to speak, the father of thi- particular famil.,

and rules it with an iron haii<i. He al'.vayg has the

last word in any discussion (tune) anvl generallv takts

the tirst a- well, or else gives it to hi _-pe< lui ravor-

ire>, K and G vThree and Five). Pl.iv over aiaost
any tu; • in which only the white kev^ of the piano
are used and yoi! tind that it en-is with <,

'. ai. 1 he-'ins
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with either C, E or CI. The first step or One of the

key is thus its jxtint of rest, to which we imist returu

after our excursions among the other notes. It is

the axis about whieh the key revolves; ami all the

other t<m("H are important or unimportant, restful or

restless, only bceause of their relations to this central

tone, 'he One.

We .viiid a moment ago, for instan<"e, that tunes

sometimes begin v itli Thr« e or Five (that is, in the

key of (\ with E or O), but seldom with any of the

other steps of the scale. You can easily see for your-

selv«'s wliv this is.

Strikiiii. (' with you left hand (see Figure I) try all

the eonibinations of t vo other notes v ith it, played

by your right hand. ' i.it you can thii. of, just as in

('ha{ ter II you trii
' single notes. You will soon

find that no other par will " agree " with it so well

as E and G. Xo otln-r-; will sound so pleasant, so

restful. F and A are le next best, but yuu won't

be sau-; 1 to stop v a them—^}'oi. won't wish to

!- j> r.ntil tlv V have moved down into E ami '>.

This kin f chord, got by soun • ing the One, Three

an! f've o uy scale, and called a '" triad " because

it h;ains ree tones, is the vo y backbone of all

iiiisic. ciirnmon is it that we call it the " common

: nrd "; yet .-u agreeable to the e r, and so restful

the mind, thanks to the " consonance ' of us tones,

thai we can never get enough of it. T'le perfect blend-

ing of the three tones in it is one of iiature's miracles,

lie more wonderful the more we think of it. W'

•}ip pr>pt T?ro'A riiniT I

\i
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Here is the finger of God, a flash of the will that can
Existent behind all laws, that made them and. lo, they are!And I know not if, save in this, such gift be allowed to man,That out of three sounds he frame, not a fourth sound, but

a star.
'

One, Three, and Five, then, are very intimate com-
panions, because they dwell together in such perfect
harmony; and Three and Five therefore share the
restful character of One. You can even end an entire
tune on Three or Five without any feeling that you
have not really got to the end; and though not many
melodies thus end on Three or Five, some do, and a
good many begin with them (" Jfearer, My God, to
Thee begins with Three; " Onward, Christian Sol-
diers begins with Five). On the contrr. v it is the
rarest thing in the world for a melody eiiher to be-
gin or to end with any of the other members of the
tone-family, Two, Four, Six, or Seven. Why ?

Because they do not blend with One and its com-
mon chord, the restful part of the key, but stand out-
side of It, and are therefore never satisfied, never
quiet, but always energetic, striving, restless. Like
top-heavy things that haven't anything solid to rest
on, they tend to topple over into the nearest restful
tones; or we may compare them to bits of iron which
the restful tones attract like magnets.

Play C, E, G, and B and you will feel at once the
striving and pushing of B (Seven) to get up to C.
i^ou positively cannot be comfortable until you take
It there. So strong is this tendency of Seven to
lead luto Eight (which, you remember, is for the
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harmony student the same as One) that it is often

called the Leading-Note.

So it is with the other active tones. Six tries to

get down to Five, as you will feel if you play C, E,
and A together; Four tends toward Three (play C,

F, and G, and feel the F pulling to E) ; and Two

—

well, Two isn't particular whether it goes to One or

to Three, so long as it finds rest somewhere.

Now, the great advantage to the musician of all

these pulls and pushes of the active tones is that they

enable him to make his tunes press on and on, keep-

ing our interest as they go, and never completely sat-

isfying us until, at the end, they come to rest on One.
When we get back to that One, we feel all the comfort
of reaching home after a long journey; and, mean-
while, we have thoroughly enjoyed our adventures

abroad. That is the double pleasure that the contrast

of active and restful tones makes possible to us—the

pleasure of motion, action, play, and the pleasure of

quietude, inaction, rest. Life would be terribly mo-
notonous if we had to sit at home in an easy-chair

before the fire all day long ; and on the other hand it

would be very fatiguing if we had no home, and,

like the tramps who live in the streets, were always

obliged to " keep moving." So music would be stu-

pid if all its tones were restful, and exceedingly un-

easy and trying to our nerves if they were all rest-

less : it is the contrast of the two kinds which makes
it both stimulating and quieting.

This contrast is brought out with the utmost vivid-

ness at the very end of a tune, in what is called the
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" cadence," from a word meaning " fall," and first

applied to tlie fall of the voice at the end of a sen-
tence. The object of the cadence is to close a tune
just as the fall of the voice closes a sentence; and it

does this by combining two chords, the first contain-
ing several active tones and being therefore very ener-
getic and pushing, and the second containing nothing
but restful tones. Did you ever hear of the trick that
was played on :\reudelssohn, the great composer, with
a cadence of this kind ?

It seems that a friend of his, a practical joker,
learning that he was fond of lying late in bed, played
loudly on his piano, early one morning, the following
chord: with the left hand, G and B below middle C;
with the right hand, F and D above middle C. Just
that one chord he played, and then sat down to see
what would happen. Poor Mendelssohn, trying to
get his morning nap, heard thai unhappy Seven, and
Four, and Two, and waited eagerly for "them to find
rest in the restful tones near them. In vain—noth-
ing more was heard. He grew more and more un-
easy, he fidgeted about in bed, he tried to forget that
chord. Xo use

! lie seized a dressing go^vn and rush-
ing down stairs to the piano, played—but wait: I'm
not going to tell you what he played, for I want you
to find it out for yourselves.

Just as in sentences there are commas, semicolons,
and so on, as well as periods, so there are chords in
music that make a slighter stop than the tonic chord
(that is, the chord on One) does. These are called
half-cadences, and serve to close the middle phrases
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of a tune: the most important of them are the

" dominant chord," consisting of Five, Seven, and

Two, and the " subdominant chord," consisting of

Four, Six, and Eight (or One). As each contains

active tones, neither can ever give complete rest; but

the time may poise upon such a chord for a moment

with good effect. Thus for example the first, third,

and seventh phrases of " Nearer, My God, to Thee,"

end on the subdominant ; the second and sixth on the

dominant; the fourth, fifth, and eighth on the tonic,

or chord of rest. (The fifth, however, is less restful

than the others because the melody stops on Five in-

stead of on One.)

Have you ever noticed how a canary bird in a cage

vill fly from his perch to the side of the cage, linger

a moment on one of the bars there, flutter to another

opposite, and another and anotkr, and finally go

back to the perch ? Well, that is the way a tune

flies. The tonic chord is its perch from which it

starts, and to which it returns ; the other chords in the

half-cadences are the bars that afford it brief resting

places during its flight.

This plan of ending the different phrases of a tune

on different chords, while the One chord, the center

and resting point of all the chords, is saved for the

end of the tune as a whole, gives us still another kind

of variety in unity, different from any we have yet

studied. It is the special kind of variety in unity

made possible by harmony, and depends on using aa

contrasting centers the different chords of a key.
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We have next to stud.y a still more interesting kind
of variety in unity which naturally grows out of
this: the kind in which, i,. ,tead of merely contr««fing
chords, all m one key, we contrast whole hys, one
Avith another. In order to do this we have to be ahle
to pass from one key into another. As a h^lp to un-
derstanding how this is possible, r want to talk a mo-
ment about something that you may think has noth-
ing to do with music-and that is, kaleidoscopes,
those toys thr.aigh which you see the loveliest figures
made of bits of colored glass.

'

Do you remember how the bits of glass group them-
selves m certain ways ? Here is a triangular blue bit,
we will say, which makes the center round which
everything hangs

; nothing else is so important as that.
But now turn your wrist just the tiniest bit, and
Presto, change! the whole figure melts and re-forms
Itself, and now that blue triangle is only an unim-
portant speck on the outer edge. And so on f. r every
turn of your wrist

: the pieces of glass are always the
same, but the figures are ahvavs different. Why?
Because these bits of glass keep getting into new
relations to each other.

Just so is it in music. The twelve tones (repr-
sented by the seven white keys and the five black of
the piano) are the bits of colored glass, and the keys
or ione-families are the figures they make as the com-
poser turns his wrist and jostles them about. For a
while C may be One, the center of the whole figure
called the key of C, and everything else will hi
groui^ed about it ; then it may become, say, onlv Four
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no longer the center of rest, but restless until it can
get to B—the One, or center of the key, now being G

;

another turn of the kaleidoscope, and C may be
Seven, in which case we shall be in the key of D-flat.

I7i itself, you notice, C is no more important than

the bit of blue glass : all depends on the grouping, on
the relations of the tones or of the pieces of glass,

as the case may be. Musicians have a special name
for this change of grouping in the tones ; they call it

" modulation," and say that they " modidate " from
the key of C to the key of G, for example, when they
change from considering C as One to considering it

as Four,

The old English folk-song, " Polly Oliver," shown
in Figure VI, will make this clear. It consist?, vou

FIGURE VI.

First phnse:

Second phrue:

Third phraie

" Polly Oliver."

Fourth Phrmse:

see, of four phrases, each four measures long. The first

is plainly in the key of V, and ends solidly on One
with a good, strong, full cadence. The second, how-
ever, though it begins in C, doesn't stay there; when
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j-oti get to thp C in its third measure 3'ou don't feol

that that is a One, satisfactory to end on; you feol it

rather as a Four and are not satisfied till it is fol-

lowed by E (Six), F-sharp (Seven), and O (Eight).

In fact, the tune has modulated to the key of G, in

which this second phrase ends with a full cadence.

The third and fourth phrases are in C again, the

third ending with a half-cadence on the chord of F
(" subdominant "), and the fourth ending the tune

satisfactorily with a full cadence on C as One.

You will feel, I am sure, after playing or singing

the tune through once or twice, how much charm
there is in this new kind of variety in unity that

modulation gives us. Although practically the same
tones are used in all these four phrases, they sound
quite different in the second from what they do in the

others, because our minds group them differently.

You must have noticed how some wall papers and car-

pets can be looked at in different ways : one moment
you see blue figures on a red background, let us sav,

and the next you see red figures on a blue background
—it all depends on how you look. In the same way
tones actually sound different when you change your
way of hearing them. Hear C, E, G, as One, Throe,
and Five, and they are restful, satisfying, quiet.

Hear them as Four, Six, and Eight, and they are

restless, because Four and Six pull toward Three and
Five. Tloar tliom as Five, Seven, and Two, and they
still pull, but in a different direction (Seven to

Eight, and Two to Three). By modulation, accord-

ingly, the effects possible to the musician are much
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enriched. Each of his twelve tones may now have

any one of twelve different relationships, and by it

may take him into any one of twelve different keys.

Yet by taking care to end his time in the key he

started out in, he can bind all this variety into thor-

ough unity.

This variety produced by contrasting different

keys, or " tonalities." as they are sometimes called, is

one of the composer's most helpful means for avoid-

ing monotony. Though short pieces may get on with-

out modulation, a long piece all in one key would

grow frightfully tiresome. Indeed, the longer the

piece, the more keys will generally be made use of.

Let me warn you, however, against fancying that the

composer picks out these keys at random. I hope you

are beginning to feel by this time that nothing goes

at random in music, all being governed by laws which

we feel, even when we cannot put them into words.

The law which governs the composer' selection of

his keys is this : The more tones any two keys share

between them the more nearly related they are, and

the greater will be the impression of unity we get

from their use. The fewer tones they have in com-

mon, the less nearly related they will be, and the

greater will be the impression of variety they give.

G is nearly related to C, because F-sha/p is the only

tone in it which is not also in C. D-flat is remote

—far away—from C, Ijecause F and C uro thf only

tones we find in both. Whether the eoiiiposcr uses a

near or a remote key at any particular place, depends

on just what effect he wishes to prodiicc.
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Besides change of key, there is one other means of

variety which we may as well speak of here. By
lowering Three and Six, in any key, we get a modi-

fied form of it, a different mode, as we say, strikingly

different in effect. It is called the minor mode, be-

cause the distance from One up to Three or to Six is

smaller than in the ordinary or major mode of the

key. Thus iii the key of C, the minor mode is ob-

tained by lowering E to E-flat, and A to A-flat. Tlie

minor mode has a darker, more gloomy color than

the major mode, and affords a fine contrast to it,

within the limits of the single key.
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CHAPTER VI

HOW MELODIES ARE BUILT INTO PIECES

IXTE are now ready to attack that question of how
" tunes are combined into complete pieces, a

question very important to us, since only by under-

standing something of it shall we learn how to follow

the music we hear at concerts. Those who know
nothing of " form," as this building up of tunes into

pieces is called, cannot " make head nor tail," as we
say, of a symphony or a sonata, and naturally pre-

fer a song or an opera. Form is to music a good deal

what plot is to a story: it is the order in which things

happen.

Xow there is no limit to the number of ways in

which tunes may be built up into complete pieces,

and if we were to try to examine them all in detail it

Avould be like trying to describe all the horses in the
world in detail—just how long each one's tail was,
and just how many hairs he had on his left ear. But
fortunately that isn't necessary in order to get a good
working idea of a horse ; and no more is it necessary
to describe all pieces in order to get a good working
idea of musical form. All that is needed is a descrip-
tion of certain general qualities that we find in all

horses, or pieces, as the case may be. However much
65
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horses' tails may differ in length, \vc find that every

horse has, for cxaiuple, four legs that *' match " ; a
horse with legs that didn't match would tip over, and
a horse that couldn't stand up would l»e a pretty poor

apologA- for a horse ! In the same way, in spite of

the thousand small differences in pieces of music, wo
find that all the gr''at conqiosers have agreed on cer-

tain general ways of writing, the neglect of which
would make their music either monotonous or hotch-

potch
; and monotonous or hotch-potch music is as bad

as a horse that can't stand up.

It is these general ways of string!- * tunes, like

beads, on to a thread of musical form, that we have
to study in this chapter. A good way to study them
will be to make believe that we are ourselves compos-
ing music.

Suppose, then, that a musical idea, a short mo-
tive of several tones, has occurred ti> us. What shall

we do with it ? First, of course, we shall add more
to it until it makes a phrase ; and we shall make other
phrases somewhat like it, that balance it. In this way
we can build up a short tune like "Polly Oliver"
(Figure VI). Then will come the question: What
next? It would Ik? tiresome to repeat it right over
again; we want a change—something new: very woll,

then, why not write another tune on a different mo-
tive ? And as we are trying for contrast, let us also
use another key, though one not too far away.

Here are our two tunes, now ; shall we keep on and
write a third I Well, don't you think that would seem
rather wandering, and make our hearers wonder
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whether we were going on that way all day long? I
think it wonid l)c much better, now wc have got our
variety, t..go back and have the first tune over again:
that would satisfy our feeling for unity, both of idea
or niusieal motive, and of key. In this way we gf;t a
complete little piece, consisting of first tune or state-
ment, second turn- or contrast, and first tune over
again or restatement. You will notice that this was
just the way the phrases were arranged in " Xearer,
My God, to Thee " and other tunes we studied in
Chapter V; the only difl^erence is that now we are
arranging whole tunes in a piece, instead of phrases
in a tune. The fact that the arrangement is the same
shows how deep-seated in our minds is the desire for
variety in unity which this arrangement satisfies
more easily and simply than any other. So natural
IS It to arrange musical thoughts in this way that this
Three-part form or Three-part song-form, as it is

called, is found in thousands of songs, dances, oper-
fltic arias, and instrumental pieces.

Looking at our little piece more carefullv, one or
two changes occur to us. Rather than have the first
part come to so complete a stop we may prefer to have
It "modulate" to the key m wbL-h the second part
IS to be, thus binding the two more closely together.
Or again, we may think it unnecessary to repeat tlie
whole of the first part after the second^! finding it let-
ter to shorten and combine the second and third
parts. In that case the first idea will not be so defi-
nitely repeated, but its ending will be kept, and will
give the needed feeling of unity. Our piece will then
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consist of only two insteail of throe parrs, • ( which

thp second begins in the key of contrast bur modu-

latci- ack to the home key and ends there with the

same cadence (ending-passafr*^) that we lieard in the

first. This Two-part form is also very popu! tr with

composers of all countries and times.

If our piece is now tcx* slK>rt to please us, all we

have to do is to apply again the sanif plan of arrange-

ment, and write a second piece which will serve as a

contrast to the first, after which we can repeat it.

For this wo shall natural Iv choose som^ other kev r

'"

contrast tlian that already used. This plan gives ms

the form used in hundreds of minuets, from those

•written in th? eighteenth century dowm to those found

in modern sonatas and -ymphonies. The second piece

in the minuet is often ii rked '' Trio," or *' Minuet

II,'' and at the end of i*^ is written " Minuet da oapo "

—that is, the minuet (hj * piece) to be played again
** from the beginning."

When .Mozart was only five years old he wrote a

little Minuet, very simple but in excellent form,

which many of you will be able to pick out on the

piano (see Figure VII). The first minuet, in the

key of G, is in two-part form. Pari I consists of

FIGURE VII.

Mozart : Minuet written by the compour in hit fifth year.
N.B.
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Minuet Da Capo.

two two-measure phrases, balancing each other, and

both together balanced by a single fcur-measure

phrase in which the music modulates to the re-

lated key of D. This part (as well as the second)

is repeated, which was often done. The second part

hi. 3 phrases of just the same lengths, and returns to

the home-key of G. Notice how alike are the end-

ings of both parts. The second minuet, or Trio,

is in the contrasting key of C, with a modulation at

the end of the first part to G, and return in the sec-

ond part. After it, the first minuet is played again,

so that we end as we began in the " home-key " of G.

Mozart, Haydn, and tiie other composers of the

eighteenth century wrote most of their minuets either

practically just like this one, or else with one or both

of the con. -asting pieces in Three-part torm; the

parts were, of course, a little longer and more com-

plicated than they are here. With Beethoven the

minuet kept the same general outline, l»ut took on

still larger proportions; and sometimes he repeated

the Triit again after the Da capo and ended with the

first minuet played for the third time. Schumann,

taking a hint from this, sometimes used his minuet

three times, hut made a new and different Trio fur

his second contrast, so that the order of the whole
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was: Minuet, Trio I, Minuet, Trio II, Minuet. In

spite of all these changes, the idea underlying the

minuet is always that of presenting short tunes so

that they will contrast well, and of binding them to-

gether by rept^ating the first at the end.

But there is another way of getting variety besides

changing the tune. Keeping the same tune, we can

repeat it several times, each time with a different ac-

companiment. If, for instance, we have first used

solid chords for it, the second time we will have a

rippling figure, the third time staccato chords, the

fourth time scales and rims, and so on as long as we

care to keep it up. This is what is called making

variations on a Theme, and has always been popular

:

composers like it because it calls all their ingenuity

into play, performers like it because the rapid pas-

sages give them a chance to play brilliantly, and

audiences like it because it is easy to follow, the

theme remaining the same throughout.

The chief fault of the Theme-and-Variations form

is that unless it is most cleverly managed it grows

monotonous, since the contrast is all in the dress which

the theme is made to wear, and not a bit in the theme

itself. It is a musical masquerade in a hundred dif-

ferent costumes—the person under the disguise is al-

ways the same. What would interest us far more

than such changes in the outside of the music would

be a real inward change—a growth and development

in the melodies themselves.

And so the most interesting of all musical forms,

when we rightly understand them, are neither those iu
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which tunes are merely re|)eate'l one after another,

as iu the song-foriu.s and laiuuet, uor tliose in whieh

a single tune is decked up in finery like a doll, as iu

variations, but rather those iu which the melodies are

like seeds from whieh grow, gradually, and by a law

of their own nature, the n»ost rare and .>eautiful

plants. Of all the kinds of study which music offers,

perhaps the most fascinating is this tracing of a hmg
movement of a sonata or symphony back to a few

short motives of half a dozen t< .les each, out of which

it has grown just as slowly and surely, and just as

wonderfully, as '' great )aks from little acorns grow."

One of the greatest masters of this art of develop-

ing themes is Beethoven ; and we can learn more about

it by looking at a few examples from him than by

any anioimt of description. Here are tlie little genus

of melody, or motives, out of vt-hich grows moat of the

first movement of his splendid " Eroica " Symphony:

two of them, you see, both of four notes, but easily

FIGURE VIII.

Bbbthovin : Third Symphony,

motive t

m i Z=X:m
told apart by their rhythm (Figure VIII). In Figure

IX I have put down a few of the developments that

these short motives go through, and I think if you

will examine them carefully you will agree with me
that it is almost miraculous how much Beethoven

makes out of so little.
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FIGURE IX.

BsBTHovBK : Third Symphony.
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III X((. 1 he repeats h several times, putting it

liifrlifr aiul liigher eaeli time, and thus nuikiug it more
and more exciting, h is also used in Xo. 2, but hero

it makes a sort of conversation between a lower voice'

and a higher, one taking it up before the other is

through with it. Later it comes in in the bass in a

time twice as quick as before; notice how lively and
' Each distinct line of melody in the music ia called a "voice,"

even if it ia played instead of sung.
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elastic this change makes it—it seems fairly to " hop,

skip and jump." Variety of key is added to the other

kinds of variety in No. 3; we get a in the bass and

h in the treble (slightly changed) first in the key

of C minor, and th(;n in C-sharp minor. You don't

have to recognize the keys to feel the effect of pushing

on that this modulation gives.

In No. 4 Beethoven combines with motive a in

the bass a new and more restless rhythm in the treble.

No. 5 presents the motives in the major, loud and

bold, and oxten<ls them by adding four measures of

great energy that grow naturally out of h. The

final example, No. 6, shows a in the middle, soft

and mysterious, long-held notes in the bass, and a new

melody, dainty, tripping, staccato, at the top. All of

these contrasting ideas you will notice grow out of

the origiiud germ quite simply and spontaneously,

and are enough like it so that we feel they all belong

together.

Once composers had learned how to develop their

themes in this way it was easy to make pieces much

longer and more interesting than minuets; and there

grew up for such longer pieces a good many different

forms, of which the most important were the sonata-

form and the rondo. These are built, just as much as

the smaller forms, on the plan of statement, contrast,

and restatement. This simple and natural scheme is

applied both to the order of the themes or melodies,

and to the order of the keys used (beginning in the

hoino-key, modulating more or less widely in the

middle, and returning home at the end), and can be
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traced in a Beethoven symphony quite as clearly aam a Mozart nnn.iet. The differenee is that in the
larger works there are niore separate themes, eaeh
theme is longer, and all are devel.>,)ed more thorough-
ly. The dimemions are greater, but the shape is the
same.

lu this last combination, then, of the long series
that we have followed out together (tones into mo-
tives, motives into phrases, phrases info groups,
groups into tunes, and tunes into complete pieces)
tilt' composer aims just as much as in anv of the others
at variety in unity. The greatest masters of form,
like Bach, Beethoven, and Brahms, are those who
succeed m combining the most contrasting melodies,
rhythms, and keys in such a way that they clearly
belong together, and we feel that we could not take
out a single block without bringing down the whole
house. To make music so perfect in form as this is
the most difficult of all the tasks of the composer; for
the larger the blocks he has to build with, the harder
It is to fit them together both iugcuiouslv and solidly,
the more danger is there that his buil.iing will be
ether heavy and " chunky," or ins.'curc It is com-
paratively easy to give a short tune plenty of variety;
but in giving a symphony enough variety to keep'it
from becoming tiresome, you will make it a mere
bundle of fragments unless you are a reallv great
artist.

Moreover (and this is what is i-articularlv impor-
tant to us as listeners), the larger forms arenot only
iKirder than the suiall to write, they are al.u much
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harder to hear. A piece of music, you see, is never
given to us all at once, in a single instant of time, as

a picture or a statue is; it is doled out to us bit by
bit; when we get to the middle of even the shortest

tune we can no longer hear the beginning, and when
we get to the end wc can no longer hear the middle.
We hear nothing but single tones, one at a time ; only
by remembering them and connecting in our minds
what wo remember with what we now hear do we
grasp the tune, which is a line rather a series of dots.

Therefore the longer a melody is the more of a strain

is put upon our memory to hear it as a melody. We
are likely, especially if our ears are inattentive or
untrained, to forget the beginning before we hear the

end. In this case we no more hear the melody than
we should see a picture of which we covered up one
half, while we looked at the other.

If this is the case with a short melody, how much
more with a movement from a sonata or a symphony
lasting on or fifteen minutes! Here we have to

listen to and remember perhaps half a dozen different,

themes, to notice the changes made in each as it is

developed, and to recognize any one when it is repeat-

ed, after a space of several minutes filled with other

things. Only in this way can we get a clear pictiiro

of the beautiful panorama of tones that has been un-

rolled before our ears. It is easy to see why so many
of us enjoy a simple tune, and so few a syriiphouy of

Beethoven. Most of us have never trained onr musi-

<'a] memories enough to grasp tlie symphony

—

wa
don't really perceive its ahap<' at all, anv more than
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a fly walking on an orange pcn'oives that It is

ronnd.

But is It worth while, yon ask, to work one's mem-

ory so hard, simply in order to feel the shajx; of a

piece of music ? Why not just cnjt»y the separate

tunes, one after another, as they come along? Well,

you would only have to j)ush that idea one step further

to ask : Why feel the shape of even a short tune, why
not just enjoy the separate notes, one after another,

as they come along? And this is douhtless as far as

some jx'ople ever get toward enjoying music. Like

Charles Lamb, they are "sentimentally disposed to

harmony, but organically incapable of a tune." But

if you can grasp a tune you will surely insist that

your pleasure in music is keener than theirs. Why
iK't make it as much keener again bj learning to

grasp a whole group of tunes ?

I

I.I
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CHAPTER VII

THE FEELINT.S AROrSED RY MUSIC

IITIIAT I callc<l tlio "sensuous" and tlie " srs-

' » tliolic " apjcaln of imitie we liavf row studied

with soino c^are. Tli.Te reniaius the ou'otional apiK-nl,

the power that music has to arou^t- our fcelinjrs ; this

Ave shall discuss In the prrsent chapter. The next

<-hapter v. ill eontinue this part of .)ti;- suhject hy show-

ing how certain pieces of onisie (n(,t hy anv means
ali; not. only call up feelings hut ^we us definite

ideas or even tell is stories. In read'iig i)ofh tln^e

chapters ahont txpressirni I hope you will constantly

bear in mind how important to this tiiird or ^'xpn-s-

sivt value of ninsir ip flie .second, irsthetic value wo
have Ix'en studying. Without beauty music cannot

be deeply expressive.

Have you ever, at a concert, when a march, or some

such strongly rhythmic iiiect> wr.s bein/.r played, hap-

pened to notice tiie audience al' keeping time?—the

hea(!s bobldng and the feet tappincr? Have \nu found

yourself at it, and realize' how pleased and excited

you were hy the regidar moti' -is ? If you have, you

will hardly be surprised when I tell you that however

little your hofly may liavr beer, moving. Iiowevei"

roper and dignified you may have looked, your mhid

to'
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was dancing. By sympathy witlj the music j'our mus-

ck pulled and pushed as if they would force you to

dam-t. You were too polite to do that; you kept

almost pirfoctly still, only the nodding head or the

tapping fingers or toes betraying you ; but your mind,

just the same, was dancing, and the delightful exhil-

aration of dancing filled it as you listened to the

swinging, swaying music.

This example gives us a glimpse of the way in

which all music rouses our feelings, and shows iiow

different it is from the way paintings and statues

make their appeal. A picture or a statue shows us

something outside ourselves; we think first of this

object—say a group of soldiers charging the enemy;

and fJie feelings of activity, courage and adventure

which it suggests come to us only gradually as we

think about it. Critics call this kind of expression

" objective," becatise it leads from the object or thing

to the feelings that that thing calls up. Xow music

does not thus show us anything definite. A military

march, for example, does not present a picture of some

particular battlt;—Gettysburg or Bull Run. It works

just the ot'ior way. It begins by churning up our feel-

ings, pluaging us without our knowing how or why

into an energetic stnto of mind, working directly on

VA, the " subjects " or persons acted upon. This " sub-

jective " excitement may then arouse definite ideas

in our minds; but these ideas will come second, not

first as in the case of the picture. Music must always

start by making us feel " queer inside."

In order to understand how mere sounds can so
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powerfully stir us, we have only to consider how short

a step it is with us from feelings to movements, and

how closely feelings and movements are therefore con-

nected in our minds. Even the oldest and most se-

date of us can remember, I am sure, how, as small

children, we used to jump and clap our hands when
we heard any good news. Our feelings of delight had

to vent themselves in such bodily movements, or we
should " burst." In the same way savages, who have

in grown-up bodies the minds of small children, ex-

press joy by all manner of leaping and skipping

and kicking. To dance, in short, is natural to

every man in his moments of energy and health;

it is only the fear of making fools of ourselves in

public that keeps our feet glued to the earth and

our arms fastened to our sides on a fine spring

morning.

If vigorous bodily movements are thus the natural

companions of happy energetic feelings, it is not hard

to see how such movements, even if only suggested and

not carried out, will arouse these feelings. When we
hear music in the rhythm of the march or two-step

we have a strong impulse to go through the actual

steps with it; this impulse we fight, and allow our-

selves only the tapping and bobbing I spoke of; but

even this slight imitation of the dance movements

fills our minds with the excitement, the energy, the

joy in living, that we associate with such motions.

Listening to dance music is almost as exhilarating

as actual dancing.

On the other hand, when we are sad we no longer
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make quick or energetic movements; our sorrow,

which is a sort of weariness of the heart, makes all

our motions heavy, slow, and unwilling. As a result,

we connect in our minds such slow motions with sad-

ness, just as we connect quick ones with joy; and

music that suggests slow motions—a funeral march,

for instance—plunges us at once into a mood of sad-

ness.

Feelings of sorrow, however, express themselves

not only, or even chiefly, in movements, but rather

in meanings and wailings of the voice ; and this brings

us to another element in musical expression. Our

moods of sadness probably find quite as natiiral an

expression in groans and cries as our joys find in

bodily motions: familiar examples are the bawling

of very small babies, and the crooning and chanting

of the funeral ceremonies of savages. It is a little

harder to show how music suggests such cries than

it is to show how it suggests motions. But I fancy

you must sometimes have noticed, after hard listen-

ing to music which moved you deeply, a sense of

aching fatigue in the muscles of your throat. This

shows, when we stop to think of it, that song-like

music gives us an impulse to sing just as dance-like

music makes us want to dance ; in each case we tend

to " imitate," to do just what the music is doing; we

nip this tendency in the bud, but not before we have

got the same feelings that we should have got by

carrying it out.

Here is what we have so far learned, put into a

few sentences:

82



The Feelings Aroused by llnsie

1. The expression of joy in music is due largely

to its suggesting by strong accents (he bodily mo-
tions we make when joyful, although

2. These motions are only suggested, not carried

out.

3. The expression of sorrow in music is due
largely to its suggesting by rising and falling tones

the cries we make when sorrowful, aWiough

4. These cries are only suggested, not actually ut-

tered.

i i

Looking now a little more closely at these two
elements of expression, which we may call the

dance element and the song element, we shall be

surprised to see how close is the connection between
what the music does and how it makes us feel. Great

rapidity of movement, for instance, always agitates

us—so much so that after a rushing allegro vivace,

although we have been sitting quite sedately in our
seats all through it, we sometimes feel fairly breath-

less. Slow, even, stately movement gives us a s\tu-

pathetic sense of deliberateness and solidity, or fills

our mind with noble feelings. Regular motion, in

Avhich the tones are all of the same length, marching
on irresistibly, gives an impression of oven\'holming

power, as we see in some of the grand climaxes of

Tschaikowsky's " Pathetic Symphony." The process

of gradual going faster and faster, called the " ac-

celerando," is always stimulating; the " ritardando "

(a getting slower) is usually quieting and restful. It

is interesting to notice, however, that sometimes a
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slowing of the motion is just the reverse of quieting,

as for instance, when at the end of a long climax

the pace becomes more deliberate and majestic. This

may be because such deliberateness suggests the

calm energy with which we move when we are in-

tensely in earnest.

Passing next to the song element in expression,

we find that a general rule is this: The greater

the effort that would be needed to produce a sound

by our own voices, the more exciting to our feelings

will be that sound, however it is produced. Ac-

cordingly, loud sounds are more exciting than soft,

and high sounds are more exciting than low; for to

sing loud requires more breath, and therefore more

activity of the chest muscles, than to sing softly,

and to sing high requires more tightly pulled vocal

cords, and therefore more activity of the muscles

that operate these cords, than to sing low. Increas-

ing the volume of a tone from soft to loud, called

crescendo, is always stirring, and the diminuendo, or

diminishing force, always quiets and calms the hear-

er's mind. As a usual thing, ?. climax is produced

partly bv the crescendo and partly by making the

melody climb higher and higher, while the opposite

of the climax, a " letting-down," combines the dimin-

uendo with melody going evei" lower.

Furthermore, a sudden rise or fall in pitch, in

other 1^'ords, a leap, is more powerful in expres-

sion than a gradual rise or fall by steps, ^felodies

that go up and down along the scale line are not so

striking as those in which there are wide jumps;
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they arouse in us quieter, more restrained feelings.

One reason why " Dixie " has so much more " go "

than " Yankee Doodle " is that the line of its melody

is so much bolder. It would be interesting to make

a large collection of melodies from different com-

posers, and see whether those with lively active dis-

positions didn't use more large jimips than the more

meditative, timid ones. Beethoven, who was a man

of tremendous energy, makes many melodies of bold

outline; and in our own day Richard Strauss's tunes

are as full of jumps as a flea.

The last kind of expression that I shall speak

about in this chapter is that which depends on con-

sonance and dissonance. If you have forgotten

what these are, look back to Chapter II, and you

will see that tv/o or more tones which mix together

well and seem " smooiii," are said to be " consonant ";

while those that refuse to mix, and sound harsh,

sharp, and grating, are said to be " dissonant." C and

E are consonant with one another; C and D are dis-

sonant. Moreover, you will see at the end of that

chapter that dissonances have a great use in our

modem music; and this use is largely due to their

expressive power.

Dissonances are expressive in two distinct ways.

In the first place, since very strong dissonances really

hurt our cars, we readily connect them in our mitids

with painful feelings and thoughts, and so they may

give great eloquence to music that is sad or tragic.

Our ears revel in them in certain moods, as our

hearts revel in sorrow. Thus Beethoven ends one of
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the great climaxps in his " Symphony Eroica " with

these harsh chords:

FIGURE X.

BuTHovBM : Third Symphonjr.

Play them alone and they are merely disagreeable;

but play them in their proper place in the agitated

first movement of the symphony, and they are felt

to hammer home the passionate mood of the music

as nothing else could do.

In the second place, -when dissonances are clearly

felt to result from the free motion of two oi more
melodies going along together, they may add greatly

to the expressiveness of these melodies by calling

attention to their differences. In every family the

various members, if they have any individuality, will

not always agree perfectly: life would be terribly

flat if they did. And since each melody in a piece

of music i- like a person, with its own habits and

ways, if several are put together there are bound

to be some clashes. These clashes are the disso-

nances; and if they are not too harsh they add

greatly to the effect of the music, because they bring

into clear relief the independence of the melodies,

and emphasize by contrast the cnaracter—I might al-

most say the personality—of each. Sometimes such
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dissonances are only piquant and interesting; at

other times they give a wonderful strength and rude

force to the music.

In Figure XI are some dissonances of the piquant

kind. The passage is from a suite for orchestra by

FIGURE XI.

Bizit; " L'ArletiebU."

Bizet, the composer of the beautiful opera, " Car-

men." The two melodies (played by the right hand)

are sung by two flutes; the accompaniment is given

to the stringed instruments. If you will first play

the top melody with the accompaniment, and then

the second melody, in the same way, you will see

that all goes smoothly. Now play both, and notice

what a harsh dissonance there is at the point marked

*; yet this dissonance is not only allowable, but de-

lightful, because it brings out so clearly the differ-

ences in the two melodies. It is like a lover's qua-

rel, that only lasts a moment, and makes the two

lovers all the more devoted in the end.

When dissonances result from the irresistible

onward movrments of two or three voices, each

minding its own business energetically,, they some-

times make the music almost brutally strong. Suca

effects may be trying to the ear, but they are most
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stimulating to the mind. A single illustration, from
one of the greatest of living composers, Eichard
Strauss, will make this clear. At the end of a mag-
nificent climax in his " Ein Heldenleben " (" A He-
ro's Life "), Strauss divides the orchestra into three
parts: the violins, violas, flutes, oboes, clarinets, and
one trumpet take the vigorous rising scale shown at
Figure XII (a); at the same time no less than eight

FIGURE XII.

Stmuss : "A Here'i Lile.'

l^=-=\
S-

is-

a-

"^•"* ^—

1

—«9 —

^

French horns play loudly the falling scale shown at
(b); and for a foundation to the whole the trom-
bones and tubas play the chords at (c). Xow it is

hard to play these all at once on the piano, but at
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(d) I have combined them as well as I could, and if

you will play them you will notice two things: first,

that the different melodies "step on each other's
toes " at several points; second, that once your ear
can follow the melodies, this very harshness makes
them only more stirring, emphasizes the noble dig-
nity of their movement, and gives the passage a
matchless brilliancy and force. Thus does well-used
dissonance intensify expression.

We have now studied some of the means by
which music arouses sympathetic states of mind in
us, through the interplay of quick and slow, loud
and soft, high and low, harsh and smooth. These
states of mind, we have seen, are not very definite.

The sense of powerful life aroused by a march may
suggest to one of you, soldiers; to another, moun-
tain-climbing; to a third, Abraham Lincoln; and
critics have often lamented that music has lo leave
things so vague. But I have tried to show you that
for this verv ro»"on it is more powerful, it moves
us more ( an the other arts. Instead of
working ; o.itside inward, as they do, it

works froi ..n o' ward; it is a "subjective"
rather than an "objective" art; and it can set all

our emotions a-boiling as it does just because it ap
peals to us directly

; it forces us to throw ourselves
into it, and to live and breathe and have our being
in unison with it.

I'
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CHAPTER VIII

MUSIC THAT TELLS STORIES

RICHARD STRAUSS introduces into >ii3 " Ein

Heldenleben" ("A Hero's Life"), various

themes or melodies which are supposed to represent

his friends and enemies—for this " Hero," it seems,

is no other than the iierr Doctor Richard Strauss

himself. Frau Strauss is pictured by a long solo for

a single violin, in which her coquettishness is sug-

gested by many little twists and turns; and Strauss

is so sure that he has painted his wife's portrait

clearly in this passage, that he said to a friend:

" You have never met my wife, but now [that is,

after hearing the solo] you know her quite well, and

when you go to Berlin, you will be able to identify

her." He has insisted, also, that in another of his

works he has given us a picture of a woman with red

hair; and he believes that the tone language is get-

ting so definite that some day it will be possible to

compose in music a tablespoon so that the audience

will have no difficulty in telling it from the rest of

the silverware. Can Strauss be making fun of us,

or is he really convinced that music can describe

objects as well as arouse emotions? And if he is,

how far is he in the right about it ?
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Well, without goir^ quite to the length of table-

spoons, I should say that music can certainly suggest

outside objects and events, provided \vc listen to it

in a certain way, and providet' certain clt \vs as to

its meaning are given us; but that this way of listen-

ing is not the most natural way, and that without

the clews given by something else than the music

itself, it can d<> little towards telling a definite story.

An example will make all this clear.

Beethoven's " Coriolanus " Overture is made al-

most entirely out of the two themes shown in Figuvp

FIGURE XIII.

(a) AlUgrocon brio. Bbbthuvbn :
" Coriolanus," Overture.

tfn.

XIII. The first, (a), is quick, restless, agitated; there

is a nervous uneasiness about it, Jue to its move-
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ment and to the rise in pitch in the third and fourth

measures; and yet there is energy, rutk strength, in

the emphatic ending. The second theme, (b), on the

contrary, is softer, smoother, gentler; it is in clear

major instead of dim minor; and the curve of the

melody gives it a pleading, wistful expression. If

we were to hear these two melodies without knowing

anything about them, they would simply stir up cer-

tain states of mind in us, in the way described in the

last chapter; their expression vould be what we

called " subjective " ; and if anything more definite

came into our minds on hearing them than these

subjective f'^elings (of restlessness, and of tender

longing), it would not be the same thing, probably,

in any two of us.

But Beethoven has given his music a title
—

" Co-

riolanus " ; and the moment we know this title, it

gives us something particular to hang our feelings

of restlessness and tender longing upon. Coriola-

nus, we know, was a Roman, who was so angered at

his banishment from his native city that he conspired

with one of its enemies to humble it. He brought

his army to within five miles of Rome, and would

have attacked it had not the piteous prayers of his

wife and his mother finally proved stronger than his

hate. "With this key to help us we easily see pic-

tured in the first theme Coriolar -is's bitter and venge-

ful feelings, and in the seco..^ we hear the tearful

pleading of the two women. We may even follow

the story along in imagination right through the

whole overture, and at the end, when theme (o) ap-
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pears in slower and slower notes, and at last die- lUt

altogether, we may get as vivid an idea as we could

from a book, of Coriol.inus's unwilling abandonineni,

of his attack on the eity.

Notice, however, that the music itself does not

tell us all this. It is only in the light of the title

that we read just this particular story into the over-

ture. Had Beethoven called it "The Aniericar

Revolution," for example, we should have been

quite sure that theme (a) showed us the colonists'

preparation for wrr, and theme (b) their sorrow at

fighting their own fatherland, /i id so I say that the

most natural and usual effect of music is to set up

what I called subjective moods or states of mind

in us; and that we are led to couple it with objects

outside ourselves only by a title or other such hint.

Nevertheless it can, within limits, suggest objects

and tell stories about them ; and this objective side

of musical expression is what we must now study.

Just as music can suggest bodily motions, - we
have already seen, thus arousing the emotions that

go with them, so, if we can be induced to connect

it not with ourselves, but with the outside world oi

things, it can suggest motions in this out ^ . world.

When Beethoven, in the slow movement oi iiis Pas-

toral S^-mphony, called " Scene by the Brook,"

wishes to suggest the even rippling motion of the

water, he makes the accompaniment of the melody

cut of a wavy figure of tones all of the same length.

This gently rocking accompaniment keeps up

through most of the movement. Mendelssohn in his
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overture, " The Hebrides," descriptive of the Heb-

rides Islands off the coast of Scotland, imitates the

grand slow rise and fall of the ocean surges. Wag-

ner paints the rippling of the Rhine in the overture

to " Das Rheingold," and the lapping of flames in

his wonderful " fire-music."

Have you ever noticed the funny twistings of a

dog or a cat trying to catch its own tail? Chopin

saw one day a little dog spinning about in this lu-

dicrous way, and translated the motion into music,

making out of it the theme for his waltz in D-flat

called " Valse au Petit Chien," or " Waltz of the

Little Dog."

'

MoUo vivace.

FIGURE XIV,

Chopin : Waltz, "Au petit chien," opus 64, No. i.
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You won't fail to notice the laughable effect pro-

duced by the figure of four notes, which, since it does

not quite till the measure, gets a new accent each

time it appears. In somewhat similar fashion an old

German composer, Schiitz, setting to music the

words " and roll away the stone," does it in this real-

istic way:

i

FIGURE XV.

Und ml zet den stein.

Again, just as what I called the song element in

music can suggest to us our own cries, so if we listen

" objectively " this same element can suggest tlie

cries of others. We often hear musical phrases

which vividly suggest that some one is pouring out

his joys or his sorrows in speech—we can almost

hear the words. The theme of the two women in

" Coriolanus " is an example; how their hopes and

fears seem to find voice in that pleading bit of

melody

!

Beethoven is a great master of this method of

suggesting actual speech or utterance in the musi-

cal phrase. In the *' andante con moto " of his

fourth piano concerto, for instance, he gives us a

sort of dialogue or conversation between tlie orches-

tra and the piano, in which each is kept as distinct

as a character in a play. The orchestra seems to

represent some cruel, heartless tyrant, grim, un-
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yielding, without mercy. Its phrases arc short, nerv-

ous, and positive, like the verdict of a stern judj^e

on a condemned criminal, from which there is no

appeal. There is a proud nobility about them that

suggests some force more than human. The piano,

on the contrary, speaks timidly, hesitatingly, almost

apologetically. The chords sound thin and weak

after the thundering tones of the orchestra. It is a

voice of pleading, a human voice crushed and help-

less in the presence of a power so much greater than

itself. . . .

Or take the famous recitatives (speeches) for the

double-basses and the violoncellos in Beethoven's

Ninth Symphony. The very idea of making these

big unwieldy bass instruments speak important line?

of the music was daring; before Beethoven's day

they had always been humble members of the or-

chestra, content to play the bass. But Beethoven

was original in everything he did, and few things in

music are more dramatic than these speeches by the

bass instruments. They occur near the beginning

of the finale or last movement of the symphony, and

seem to say something almost as definitely as words

could; indeed, Beethoven himself said that they

were to be played " as if they had words." As we

hesitate on the brink of the finale, not knowing what

its main theme will be, the themes of the first three

movements are one by one suggested by the orches-

tra ; first, that of the opening allegro ; then that of

the scherzo ; then that of the adagio. Each is inter-

rupted, scornfully, almost violently, by the bass in-
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struments, which seem to cry: "No, no; that will

not do at all! " A little reluctant they are, to be

sure, to refuse the beautiful melody of the adagio,

but it has to go. Then a new theme is suggested,

the theme known as the " Hymn of Joy." This is

enthusiastically accepted in a final speech by the

basses, and becomes the subject of the finale. The
whole passage (it comes at page 310 of the piano ar-

rangement of the symphony in the Litolff Edition)

is a wonderful example of how tones can be made
to talk almost as plainly as people.

The suggestions of motions and of speech by mu-
sic are the most important means the composer has

of making it tell a story, just as the dance and the

song elements are the most important means for

making it arouse emotion. There are, however, ono

or two other ways in which the suggestion of out-

side things can be managed, which deserve a word

or two. The contrast between consonances and dis-

sonances can be made to suggest the contrast be-

tween pleasant and unpleasant things. Thus in the

part of " A Hero's Life " called " The Hero's Help-

meet," Strauss uses clear, mellow chords, while in

the section devoted to the hero's enemies the dis-

sonances fairly hurt our ears.

The suggestion of " high," " light," and " bright
"

by high notes, and of " low," " hea\'y," and " dark "

by low notes has been used by many composers, but

never so poetically as by "Wagner in the prelude to

" Lohengrin." The appearance of the theme in the

thin, clear tones of the violins, in the highest part
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i

r ^j



i

A Guide to Music

of their register, its gradual descent to the lower in-

Btninients and increase in loudness as well as full-

ness during tlie long climax, and its equally gradual

rise again, higher and higher, as if into thinner and

thinner air, until it finally dies away Hkc a niehing

cloud: all this tells us the story, or rather paints us

the picture (so vivid is it) of a company of angels,

bearing the sacred Grail, descending to earth, and

after consecrating nuinkind to the service of Christ,

" soaring up again," as Wagner puts it, " to the

ethereal heights."

Finally, the composer may actually imitate with

the instruments the sounds of the outer world, as

Beethoven makes flute, oboe, and clarinet imitate the

cries of the nightingale, quail, and cuckoo in his Pas-

toral Symphony ; as ^Mendelssohn, in his overture to

" A Midsummer ^Night's Dream " (in which play,

you romemhcr, Bottom is turned by the fairies into

a donkey), imitates the bray of an ass; as Berlioz,

in liis " Symphonie Fantastique," makes thunder by

means of four kettledrums. Some of our composers

to-day go to great lengths in this matter. Tschai-

kow?ky directs that cannon be fired during the play-

ing of his Overture " 1812," which celebrates the

victory of Russia over Xapoleon. Richard Strauss

\ises a specially invented " wind machine " to give

the sound of the rushing wind in his " Don Quixote."

Such methods are very well in their way, but they

are ea.sily abused. The true artist never imitates

nature exactly: to paint a basket of fruit so that it

k^ok? real enough to eat is nothing but a clever
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trick; and to make a musical "battle" or "storm"
is not much better.

These met h. .(Is of making music ref- to some-
thing outside itself have been pushed much farther
by composers of our own day and of what is called
the " realistic " school, than they were by those who
first used them. J3eethoven, whoso greatest works
date from about the beginning of the nineteenth
century, set the fashion for the " romantic " school,
which bridges the gap between the . lassical music
the eighteenth century and our modern music, la
his overtures " Coriolanus," " Egmont," and some
other?, he wrote music which might well he listened
to, like the older works, for itself alone, but which
once we have the key afforded by the title, is seen
to suggest a more definite story. The storv, never-
theless, is hardly more than suggested; the main
feelings it inspires are reflected in the music, but it
is not told in detail. The musician does not begin
at the beginning, like a novelist, and go through to
the end, telling us how the hero and heroine met
how their love did nut run smooth, and how thev
were at last nevertheless "married, and lived hap-
pily ever after." He gives us not the events, hut the
feelmgs they aroused; he is not a story-teller but a
poet.

'

Such "poetic" or "romantic" or " Jescriptivo "

music (it has been given many names) is found in
many of the works of the composers who followed
after Beethoven; in Schubert's songs; in Schumann's
Manfred" and ^-' Genoveva '' Overtures and his
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" Spring " Symphony ; in Mendelssohn's " Midsum-

mer Night's Uroam," " Hebrides," and " Ruy Bias
"

Overtures, and his " Scotch " and " Italian " Sym
phonies. In all these important v')rks of the Ro-

mantic School the form of the music is based on the

old principles of contrast and return to the earlier

melodies, and of development of then:es, which we
studied in Chapter VI, and the only clews to par-

ticular meanings are given us in the titles.

But gradually it occurred to musicians that they

could be more definite than this—they could ttii the

stories just as they happened, event by event—in a

word, they could make music " realistic." And so

first Berlioz in France and Liszt in Germany, about

the middle of the nineteenth century, and later a

great many other composers, such as Tschaikowsky,

Saint-Siiens, and Richard Strauss, developed what is

called programme music. This diifers from merely

poetic music in the following ways: In the first

place, as the name shows, each piece is provided vnih

a programme, a brief account in prose or poetry of

tlie " plot." The programme of Strauss's " Ein
Heldenleben," for example, consists of the following

six headings :
" Th' Hero " ;

" The Hero's Antago-

nists "; "The Hero's Helpmeet"; "The Hero's

Battlefield"; "The Hero's Mission of Peace";
" The Hero's Escape from the World."

In the second place, the composer uses all the

means of describing things in the outside world that

we have been discussing, in order to make his story

as clear and as detailed as possible. In some cases,
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also, he uses a method invented by Berlioz for mak-
ing clear to us the various people of his story. Each
person ha what is called a I'it-motiv or leading-

motive, a short melody that we ]«'arn to connect with

him and that rcininds us of him every time we hear

it. By all these methods the story is made d:'fitiitc.

i'inally, instead of using the old forms of clas^sie

music, the programme composer takes up and drops

his various themes just where he pleases, being guid-

ed only by his story. Unimportant themes may come
in for a moment and then vanish entirely, just as

unimportant characters in a play walk across the

stage and disappear; the important themes, of Durse,

vill be made much of, and developed as in classical

music. The composer who did most to introduce this

free form, called Symphonic Poem or fone Poem,
was Liszt

Such, then, are the chief kinds of expression in

music, and the schools founded upon them. The
classic school, represented in our own day by Brahms,
aims at the expression of emotion and at pure beau-

ty. The romantic or poetic school adds to these

aims a somewhat more definite suggestion of a per-

son, place, or idea, indicated by a title, ;'nd uses the

classic forms. The realistic or programme school

aims at definite story-telling, and plans the form ac-

cording to the story.

1(1
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CHAPTER IX

THE INSIDE OF A PIANO

THERE are very few houses nowadays in which

a piano is not to be found; the highly polished

black box, either standing upright or placed flat on

three legs, has become a familiar bit of furniture;

yet although it contains almost as many marvels as

that famous box of Pandora's, few of us ever take

the trouble to peep inside it. To examine the in-

side of a piano is, however, not only an interesting

experience in itself, but one which throws a great

deal of light on the peculiarities of piano music.

Here is a " baby grand " piano, the top of which

is opened and the music-desk removed, so that we

can get a clear view of its works. (If some of you

can find no grand piano to examine, you can easily

make out in an upright the various parts I am going

to describe. They are differently placed, but their

use is the same.) We notice first of all a solid iron

plate, across which are stretched many strings. These

are fastened at the back of the piano to pins, passed '

over a wooden bridge which is glued to a board called

the "sounding board," and wound around pegs by

turning which they can be loosened or tightened.

You can see lying underneath the strings in a row
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the felt hammers, ready to dart up and strike when-

ever you press the keys; also you will notioe a line

of similar bits of felt-covered wood resting on the

strings, and called "dampers" because they damp

or stop the vibrating of the strings.

Tfow strike a key, say middle C (see the picture

of the keyboard in Figiire I). What happens? The

hammer darts up and strikes the strings, falling back

slightly so as not to interfere with their vibrating.

At the same time the damper belonghig to these

strings is lifted, that they may be free to vibrate,

and stays so as long as you hold down the key. Tiie

three strings have been stretched to exactly the same

tightness by the piano tuner, and as they are also of

exactly the same length they make just the same

number of vibrations, or swings up and down, in the

same time—no less, if you can believe me, than two

hundred and fifty-six swings each second, or fifteen

thousand, three hundred and sixty each minute!

But these motions of the strings are so slight, and

the strings themselves so thin, that very little sound

vould be thus produced if it were not for the sound-

ing board, which is often called "the soul of the

piano." This light yet strong sheet of wood is so

made that it takes up and greatly increases the vi-

brations carried to it from the strings through the

bridge on which they rest, as you can feel for your-

selves by lightly touching it through one of the holes

in the iron plate when some one is playing. Thus

increased by the sounding board, the vibrations next

pass out into the air in the form of "waves" or
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little puffs, -which striking upon our eardrums give

us the sensatioa of this tone, middle C. How won-

derful it is that, though we should never dream of

trying to count two hundred and fifty-six in a second,

our eardrums know without counting what tone they

are hearing, and at once notice a change of even two

or three vibrations.

Whatever key ou strike you set in motion a set

of strings * which has been tuned to vibrate at a cer-

tain rate. The faster the vibration the "higher"

will be the tone. If you remember that the longer,

heavier, and looser a string is, the slower will be

its vibration, and the shorter, lighter, and tighter it

is, the faster will it vibrate, you will understand the

arrangement of the piano strings at a glance. They

are carefully graded from the long and heavy one

(wound with copper wire to increase its weight) of

the lowest bass tone, vibrating only twenty-six times

a second, to the set of three slender wires not much

over two inches long, which make the four thousand

and ninety-six vibrations per second of the highest

tone iu the treble. The tightness you cannot see, but

you all know how the tuner raises a tone by tighten-

ing the string. The great brilliancy of the tone of

modern pianos is largely due to the tightness of the

Each set of strings sounding the same tone is called a " unison "

—"one sound." From the C below middle C downward,

twenty tones in my piano have only two strings to each unison,

and the last eight tones in the piano have only one string apiece.

This arrangement is to make the volume of tone as equal aa

possible through the whole range—a single long and thick string

producing aa much sound as several short, thin ones.
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stringing, all the strings together being said to exert

a constant pull of forty thousand pounds on the

iron plate, the object of which is to bear this enor-

mous strain.

We now come to a matter hard both to explain

and to understand—the queer habit strings have of

vibrating in several different ways at once! I wish

we could pass on without troubling ourselves about

this, but it is so important, and It throws so much

light on many other important points in music, *hat

there is nothing for us to do but grapple with it

and conquer it once for all. A little close attention

now will pay us well in the long run.

It is the queer habit of a stretched string when

struck to vibrate not only as a whole, but to divide

itself up into halves, thirds, fourths, fifths, and so

on, which also vibrate in as many different way^.

Look at Jigure XVI, and you will uJiderstanJ.

There, in the column at the left, you see all these

different kinds of vibration. Xow it is a rule that

half a string vibrates just twice as fast as the whole,

a third just three times as fast, and so on. There-

fore, if we take a string of such length, weight and

tigh'ness that it will vibrate as a whole one hundred

and twenty-eight v'mes a second—which is just what

the strings of the C an octave below middle C do

—

its halves will vibrate two hundred and fifty-six

times a second, its thirds three hundred and eighty-

four times, and so on, and so on. (These numbers

of vibrations are shown in the right hand column.)

Furthermore, each of these rates of vibration will
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produce its own tone (middle C, the O above it, etc.).

In fact, when we make those strings vibrate, they

really do not produce just one simple tone, but a

FIGURE XVI.

.
m " KtriUI."

called "fuBctamcnul."

4iS Vibr.

and Panial.

jrd Partial.

$84 Vibr.

4th Partial.

jia Vibr,

A40 Vibr.

6th PartUL

7th^artiaL

896 Vibr.

$

8th Partial.

1024 Vibr.
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v.'.ole series of tones, which our ears hear as one

because it is their habit to. Each of these tones

is a part of our impression (and for that reason called

a " partial tone "), but we call them all by the name

of the first or " fundamental " one—the foundation

of all the rest—which is also the strongest of all.

At the right of Figure XVI you see the first eight

" partials " of the C we started with.

Some of you may find it hard to believe that our

musical tones are really made up of so many parts

—they soimd so simple and " single." But what, let

me ask you, tastes more " single " than lemonade?—

yet you know that lemonade is made of lemon juice

and sugar, little as it tastes like either lemon juice

- sugar. The two mixed together make a new

thing. In similar way, we know that ordiuary sun-

light is made out of the colors of the rainbow.

That there are ail these different partial tones in

our C, moreover, we can prove by a simple experi-

ment on the piano. We can analyze the tone into

its parts, just as a prism analyzes sunlight into rod,

orange, yellow, green, blue and violet. The experi-

ment depends on what is known as ,sympathetic vi-

bration, or the starting into vibration of a string by

the motions of another string which is in tune with

it. It is truly marvelous how much can be done by

exerting a very little force at just the right moment.

Have you ever noticed, in "swinging" some one,

how the least touch applied just as the swing for-

ward begins, is enough to make him go ever higher

and higher, while twenty times as much effort, ap-
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plied a half second too soon, will not only not make
him go, but will actually stop him ? Well, so it is

in sympathetic vibration. If two strings, A and B,
are exactly in tune, so that they will vibrate just

the same number of times per second ; and if then
we start A a-going, the little puffs of air it sends
over to B, absurdly weak as they are, will be enough
to start it going, too, because they strike it just at

the right moments. Change the pitch of B by five

vibrations a second, and it will not respond to A in
the least.

Well, if the halves of that string shown in Figure
XVI are vibrating exactly two hundred and fifty-six

times a second, they ought . to correspond exactly

with the whole of the string that sounds middle C,
for we found that that tone had the vibration rate

two hundred and fifty-six. Here is our experiment,
then. Press down, without striking, with your right

hand, middle C. This will raise the damper from
its strings, leaving them free to vibrate. Now strike,

with your left hand, with a strong, brisk stroke, the
C below middle C, letting it go immediately. You
will hear the tone middle C singing clearly. Repeat
the experiment, striking B or D instead of C, and
you will hear vo " sympathetic " tone. This proves

that in C there is a series of vibrations that exactly

correspond with those of middle C (that is, the vi-

brations that make the second partial), while in

B and D there are no such vibrations.

In the same way, holding down without striking

the G above middle C, we can make it sound by
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Bympathy with the third partial of the low C;

and we can similarly get the C above from the

fourth, the E above that from the fifth, and the G
above that from the sixth partials. You will notice,

however, that the fifth is very much fainter than

either the fourth or the sixth. This is because, ever

since the time of Bach, a system of tuning has been

in use (the so-called Equal Temperament) which

purposely puts certain tones a little out of tune. The

E is one of those tones. The absolutely true E
would have exactly five times one hundred and

twenty-eight, equals six hundred and forty, vibra-

tions per second. The E, as we tune it, has six hun-

dred and forty-five. This little difference is enough

to destroy the sympathy: the hundreds of little

pushes through the air from the lower strings come

just a little too late, and move the upper ones only

slightly.

The same thing is even more clearly seen in the

case of the seventh partial tone, B-flat: This does

not correspond with the B-flat used in our system of

tuning, one having eight hundred and ninety-six vi-

brations, the other nine hundred and twelve: there-

fore you cannot make the B-flat sound by sympathy

at all. Isn't it wonderful that these little differences,

which the keenest ears would hardly perceive, are

never missed or ignored for a moment by the great

natural law of sympathetic vibration!

Of course it is possible to vary the experiment in

countless ways. For instance, middle C is not only

the second partial tone of the C below it, but also
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the third partial of the F below that: and you can

accordingly make it sound by sympathy with that

tone. All you have to remember in planning an ex-

periment is that the distances from partial to partial

are always as follows: From 1 to 2, an "octave";

from 2 to 3, a "fifth"; from 3 to 4, a "fourth";
from 4 to 5, a " major third "; from 5 to 6, a " minor
third"; from 6 to 7, a "minor third"; from 7 to

8, a " major second."

Interesting as all this theory of partial tones is,

especially to those fond of sciex.oe and mathematics,

you probably do not yet see its bearing on music.

It is this. If we could get some way of lifting the

dampers from all the strings at once, leaving them
free to vibrate, then when we struck a key, or sev-

eral keys, we should not only start just those par-

ticular strings, but all the strings that corresponded

with their partial tones (by sympathetic vibration).

Now we have such a means of lifting all the damp-
ers at once in the "damper pedal," usually but
T\Tongly called the " loud pedal "—the one farthest

to the right. The purpose of this pedal is not only
to increase the loudness of the tones played, but to

add to the strength of their partials, and thus to en-

rich their quality—to make them fuller, richer,

mellower. Play the simplest chord, such as C—E—
G, first without and then with the pedal, and you
will feel the difference. The first is like a bare tree

on a desert, hard, sharp, definite. The second is

like a tree covered with delicate shimmering leaves,

and seen through a slightly misty air—it has what
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painters call " atmosphere." Try this until you can

feel vividly the difference.

No other instrument, or group of instruments,

has such a power of mixing and deliciously blurring

its tones as the piano gets through the damper pedal.

What lovely effects of melting, rainbow-colored

sound Chopin gets by a skillful use of it! Wri'ing

of his Etude in A-flat, opus 25, No. 1, Schumann
asks us to imagine " an /Eolian harp that had all the

scales, and that these were jumbled together by the

hand of an artist into all sorts of fantastic orna-

ments "
; and Liszt tells us that Chopin " imprinted

on all his pieces one knows not what nameless color,

what vague appearani-e, what pulsations akin to vi-

bration," and that '' his modulations were velvety

and iridescent as the robe of a salamander."

Of course, on the other hand, the power of the

pedal can be terribly abused. There is only one

thing worse than not using the pedal when we ought,

and that is using it when, as a young friend of mine
says, we " ought to not." I still wince when I re-

member the playing of a gentleman I heard years

ago, who ha<' "Ived the problem of the pedal by

the simple plan of putting it down when he began

a piece, and not lifting it until he stopped. Few
pianists go to that extreme, but there are many who
press the pedal at the exact moment they strike a

chord, instead of a lightning-flash afterwards, with

the result that every chord " runs " into the next

like the colors in a bad water-color, and the music
hi a botch, a mess.
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The pedal at the left, the "soft pedai," is used

not only to soften the tone, but to give it a slightly

different " tone-color," by shifting all the hammers
a little to the right, so that they strike only two

strings, instead of three, of each unison. In the

early pianos they could be shifted still farther so as

to strike only one, which gave the " una corda " (one

string) effect so often marked in Beethoven. The

old-fashioned square pianos, such as used to be com-

mon thirty years ago, but are now seldom seen, had

a trick of getting out of order in such a way that

the hammers shifted too far to the right and struck

one string of the next tone, with truly horrible

effects of discord. In upright pianos the soft pedal

moves all the hammers nearer the strings instead of

to one side, so that they get less stroke; but this

n erely softens the tone, having no effect upon its

vj[uality.

Just one final word on an unfortunate result that

has followed the great popularity of the piano. It

is so convenient to get an idea of all sorts of music,

whether for orchestra, voices, organ, or string quar-

tet, by arranging it for the piano, that we are in

danger of making this instrument a mere musical

maid-c. -all-work, anl forgetting that it has a quality

all its own, a " character," so to speak, just as the

violin, the flute, the organ have. We ought to love

the piano best for what it can do best, just as we

love a poet for his poetry and a shoemaker for liis

shoes, and not think that because it can give a rather

poor imitation of an organ or an orchestra that
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is its truest use. I have tried to show you in this

chapter that the piano can do some things better than
any other instrument. Let us enjoy these things
in it most of all, and learn to demand them from
composers and players.
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CHAPTER X

AT A PIANO RECTTAL—BACH'S FUGUES AND SUITES

IF you look at the programme of a recital by any

of the great pianists of the day you will very

likely find that the first name on it is that most noble

and honorable of all musical names—Johann Se-

bastian Bach. The first piece on such a programme

is apt to be one of the fugues, with its prelude, from

his collection called "The Wuil-Tempered Clavi-

chord," or perhaps an arrangement by Liszt of one

of his great fugues, toccatas or fantasias for organ.

And this is as it should be: for Bach is in a sense

the fountain head from which flows all our modern

music, standing, to our view, at the beginning of

things musical, somewhat as Chaucer, to us English

speaker-, stands at the beginning of things literary.

Both the musician and the poet were such true men,

so simple, sincere, and human in all they felt and

said, and at the same time such great artists, that

he essence of their art is immortal, and remains

to-day, when so much that was done at a later time

is already musty and crumbling, as fresh and strong

as ever.

On the otlier hand there are so many strange

words and phrases, so queerly spelled, in Chaucer's
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At a Piano Recital—Bach's Fugues and Suites

poems, that it is hard for us of to-day to got their

meaning; and in the same way Bach's music is writ-

ten in a style so diflFerent from what we are used

to that we cannot understand it without a little spe-

cial study. Both are locked treasure-houses, to

which it is well worth our while to find the kevs.

Now the chief reason that Bach is hard for us

to understand, and that some of us lose patience

and pronounce him *' dry," is that his idea of melody,

which is the essence of music, is different from ours.

We are used to hearing only one melody at a time,

and that " on top " or above all the other tones,

where it is very prominent; and we expect it to be

measured off in regular phrases, such as we studied

in Chapters II and III, with a little pause at the end
of each. The rest of the tones we don't expect to

make " tunes "
: they are merely " accompaniment,"

such as a guitar or a mandolin makes for a song.

Musicians call this kind of music " homophonic,"

from Greek words meaning " one-voiced."

In Bach's day, on the contrary, music was still

under the imiuence of the style of Palestrina (1528-

1594) and other old masters, who wrote their pieces

not to be played on instruments, but to be sung in

church by choruses consisting of many different

groups of voices, like the sopranos, altos, tenors and

basses of our choirs. The aim of such composers

was to make a separate melody or " part " for each

group of voices, and to make each one interesting.

In short, their music was " polyphonic " or " many
voiced."
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Now there are two reasons why such music is diffi-

cult for us to hear intelligently. In the first place,

we have to listen to four or more things at once in-

stead of only one, since the lowest and the middle

voices are almost as important as the topmost.

In the second place, the pauses at the end of the

phrases, which divide up a melody as commas and

semicolons do a sentence, and so make it easier to

follow, are in this style covered up by the flow of

the other voices, so that instead of being a string of

beads, as it were, with a space after each, the music

is an intricate basket-work, its many strands crossed

and interlaced in the most baffling way. To the

trained ear this in\\ caving is a supreme beauty.

Think of it! not merely one melody, and the rest

mere accompanying tones, but a whole bundle of

melodies winding in and out like the many-colored

threads in some rich old tapestry. Not a note that

is not a necessary part of the pattern, and no ends

showing.

Of all the compositions that Bach wrote in this

many-voiced style, so difficult and yet so well worth

while for us to learn to appreciate, none are finer

than his great fugues, for the organ and for the

clavichord, an instrument like our modern piano, but

smaller and of weaker tone. The organ fugues were

written in his youth, while he was organist at the

ducal court of Weimar, a post which he held from

1708 to 1717 (he was born in ICSS). To a later

time belongs his series of forty-eight preludes and

fugues for the clavichord, called " The "Well-Tera-
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pered Clavichord," and written partly to show the
advantages of t* 2W method of tuning known as

Equal Temperament, introduced by him and still

in use. It would puzzle you too much if I were
to exjdain this system of tuning. All that you need
to know about it is that it made it for the first time
possible to play in any key, and to modulate or
pass from one key to another freely. To show this,

Bach took the twelve keys in order, and wrote a
prelude and 'ugue in each, first in major, then in

minor, making twenty-four in all. This made tlie

first book of his work; in the second he did the
same thing over again, writing new music, but using
the same order of keys. Thus there are altogether

forty-eight preludes and fugues, and the work is

sometimes called " The Forty-Eight."

Fugue number sixteen, in the first book, in the
key of G-minor, is a good example to show how in-

leresting and beautiful such a piece can be.' It is

written for four ''voices/' which we may call so-

prano, alto, tenor and bass. Like all fugues, it grows
entirely out of a little germ of melody, called the
subject, just as a plant grows from a seed. In this

ease the subject consists of two motives, one of
five tones, the other of six, and is announced all alone
by the alto. It is then " answered " by one voice

after another— each repeating the subject—the so-

prano at the end of the second measure, the bass
at the beginning of the fif h, and the tenor at the

' Bach'a " Well-Tempered Clavichord," Peters Edition, Book
I, page 62.

117



A Guide to Music

n

I',

end of the sixth. The other voices meanwliile po

on w'tlt other fragments of melody, yet so like the

Bubjec . tiiat they all seem to grow out of it.

As the musical story goes on, tlw " plot thick-

ens"; the subject is heard bandied about from voico

to voice, and in new keys, and there arc " episodes
"

n- de from a few notes of it built into new patterns.

Y«tu will find it interesting to play through the whole

piece and see if you can recognize the subject every

time it appears, and count its entrances—tliere are

altogether sixteen of them in two short pages! In

the seventh measure from the end you will notice

how excitingly they are crowded together; the tenor

is too impatient to wait for the soprano to finish,

and the ba:s comes in when the tenor is only half

done. Yet so cleverly managed is this " Stretto," or

" crowding together," as it is called, that the voices,

though all talking at the same time, make perfect

harmony. There is all the excitement of a debati .g

club arguing an important question, but none of the

noise and confusion. In some fugues we find the

subject treated in other ingenious ways: length-

ened out to twice its original length, or squeezed

tocetl
' df; or turned upside down; or even

sounde.- "ds; but Each never does these

things mei> lisplay, but only when they seem

natural.

The wonderful things about a fugue, the things

you should try to feel whenever you hear one, are

the way it all grows out of the little subject, and the

way each voice, played alone (which you should try),
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is a melody, and at the same time all agree and make

hanuony together. Only the greatc. t works of art

are thus jwrfect not only as a whole, hut in every

minutest part.

Another remarkable point is the expressiveness of

all these fugues, and the contrast between them.

This one in (J-mino; is earnest and sad; Xo. 2 is

dancing, merry, delicate; Xo. 12 is nobly thought-

ful; Xo. 17 is vigorous, energetic; Xo, 15 is full of

whim and humor; Xo. 22 is melanc' y tragic, al-

most heart-broken; and so on throuf,i: the list, and

I'ook II shows an equal variety. In fact, as I havo

said in another place: ' '* Bach might have boasted,

had it been in his nature to boast, that in this work

he had not only written in every key known to mu-

sicians, but in every mood known to men."

When he was thirty-two Bach moved from Wei-

mar to the town of Cuthcn, where he had been of-

fered the position of director of music to the prince

of that region. Prmce Leopold M'liself played the

violin and the clavichord, and was more interested

in histrument il music for the drawing-room ("cham-

ber music " than in the serious organ style that

Bach had previously studied. The result was that

the composer now turned his hand to writing sonatas

and suites for stringed instruments like the violin,

viola, and violoncello (most of which have been ar-

ranged for piano) and for the clavichord and an-

other piano-like instrument, the harpsichord.

In works of this kind he is much less influenced

'
'.' The Appreciation of Music," page 45.
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by the old church music for voices (polyphonic)

than by the dance tunes which had for many years

been played and loved by the German peasants, poor

people who knew little of the complications of

fugues but appreciated a simple tune of strong rhyth-

mic swing. The sonatas, suites, partitas, etc., of

Bach's day are nothing but collections of five or six

such dance tunes^ with one or two pieces or " move-

ments " of a more learned kind. The chief dances

used were the gavotte, the minuet (a stately and

graceful dance which the court lords and ladies did

not consider beneath them) the bourree, courante,

alleraande, and other dances now out of fashion, the

slow, serious sarabande and the lively jig or " gigue."

Bach's sets of six " English Suites " and six " French

Suites," and his suites and sonatas for violin and

for violoncello, are the finest compositions of this

kind that we have, and are still heard in our con-

certs.

The English Suite No. 3, in G-minor, may be

taken as an example. The first movement, although

a lively allegro, is in the polyphonic style, each

voice making a melody by itself, and is worked out

with all the ingenuity of Bach the fugue writer. It

is followed by an " allemande " and a " courante,"

both dance-liko in rhythm. Next comes a beautiful

sarabande, full of deep feeling, and more like our

modern music than any of the preceding movements,

in that it has only one chief melody, and that " on

top." Nevertheless even here we can feel Bach's

impulse to make all the parts sing; one of the love-
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licrit melodies, fairly vibrating with emotion, is found

in the bass at the fourth measrre from the end.^

You will notice after t^ > i;ji!iliaiid*^ a movement
marked " Agrements de la inenie tv-iabande"

—

" Ornaments of the same , .«rabando, ' nd oonsisting

of what is really the same nuioL df^ked out with

trills, turns, and other such finery. The eighteenth

century people, you see, were so fond of show and

decoration that they dressed their very tunes, and

even so sober a man as Bach was unable to resist the

fashion.

It must be said in fairness, however, that these

decorations had one genuine use. The tone of the

clavichord and the harpsichord was so faint, though

sweet, that it died out almost as soon as it was pro-

duced. There was, moreover, no damper pedal by

which it could be eked out through sjTiipathetie vi-

bration. The only way to keep a tone sounding was
to strike the key over and over again; and this is

jiist what the ornaments, with their many short notes

on the same tones, provided for excellently. You
can notice a similar arrangement in any modem
piano piece, in the accompaniment, where the com-

poser, instead of writing the chords for the left hand
in long-held tones as he would do for the organ or

for voices, breaks them up into patterns of short

tones constantly repeated.

The fifth movement of Bach's Suite is a gavotte

—or rather two gavottes, arranged just like the two
minuets of Mozart in Figure VII, the second serv-

' Bach's English Suites, Peters Edition, page 37.
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ing as a Trio or contrast, after wliicli the first is

repoatod. The fir^t is iu the two-part form explained

in Chapter VT, and the second in three-part form,

the first strain being rejjeated at tlie end. You will

find it interesting to study for yourselves the con-

trasts of keys Bach uses here, and his wavs of build-

ing the wlude jjiece out of one or two simple mo-
tives. In the second gavotte Bach keeps the same
bass-note—G—sounding right through. This is in

imitation of an instrument called the musette, which
like a bagpipe keeps droning the same bass-tone,

while the tune skips about in liveliest fashion.

The Suite ends in highest good hmnor with a

gigue—a merry dance of the Virginia reel or sail-

or's horni)ii)e kind, named after the old French
gigue or violin, because it was in the old days played

by village fiddlers. In spite of its almost boisterous

gayety there is a good deal of real music in the gigue

as L.H'h writes it. This one is a mo<lel of clear two-

part form, the division coming at the doul)le-bar in

the middle; it is cleverly written in the polyphonic

style, for three voices, which announce a subject one
after another, answering or imitating one another

as in a fugue; and what is an even greater sign of

musical learning, the second half is made from the

subject of the first, turned upside down ("invert-

ed "). This arrangement is found in many of Bach's

gigues.

After staying at Cothen six years. Bach moved
in 1723 to the large city of Leipzig, where he taught
in the St. Thomaa School and took charge of the
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music in four of tlic iliicf churches. He continued

there for more than quarter of a century (lie died

in 1750) composing much for voices and organ

—

masses, motets, cantatas, and Passions, or musical

settings of the story of Christ's sufferings and deatli.

He lived quietly, troubled hy no desire to be fa-

mous or rich like the other great musician of his

day, Handel, but striving only to make his music aa

beautiful as possible. His happiness was all iu

steady patient work and in the society of his wife

and children, of whom he had a large family, almost

all musical. By the outside world he was not un-

derstood. Unable to find a publisher for his great

work "The "Well-Tempered Clavichord," he is said

to have ruined his eyes in the task of engraving it

himself. At his death he was so poor that his chil-

dren had to be sent to their uncles and aunts to

be educated, and their devoted mother died in a

poor-house. Even his was neglected for many

years after his death. .as not until 1829, for

example, that his '' St. ^latthew Passion " was re-

vived by ^lendelssohn.

Yet in spite of all this neglect and misunderstand-

ing Bach must have had great happiness in his work.

His aims were absolutely sincere and unselfisli; he

wrote not for money or for fame, but for love of

beauty and the impulse to express his deep religious

faith; and his skill matched his ideals. If there ever

was a musician who could afford to let his music

stand on its own merits, who had no need for anxiety

about it, it was Bach, who learned as fully as
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any other pomposcr I know of that lesson of which
Matthew Arnold writes:

One lesson of two duties kept at one
Though the loud world proclaim their enmity;
Of toil unsevered from trancjuillity,

Of labor that in liusting fruit outgrows,
Far noioier schemes; accomplish'd in repose.

Too great for haste, too high for rivalry.
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CHAPTER XI

AT A PIANO RECITAL {Continued)

Beethoven's sonatas

T F the second piece on our programme is a sonata of

* Beethoven, as is very likely, we shall be struck by

the complete contrast it presents to the Bach fugues.

Beethoven was born only twenty years (1770) after

Bach died, and in the same country, Germany; yet

so rapidly had music l)een developing in the mean

time that the style of writing in which he grew up

shows little resemblance to that of Bach. All these

changes were largely due to three men: Bach's own

son, Philip Emanuel Bach, wlio lived fi. :ii 1714 to

1788; Joseph Haydn (17;52-1S0!)) ; and Wolfgang

Amadeus Mozart (1756-91). What they were you

will see for yourselves if you listen attentively to the

music.

Suppose it is the so-called " Sonata Pathetique
"

(opus 13) that the pianist has chosen; the very first

strain will take you into a different world from

Bach's. There is an energy about this phrase, with

its odd rhythm to which the short tones give such a

feeling of excitement, and with the complete silence

at the end of it, that we do not find in Bach's tran-

quil, even-flowing music. It sounds like a cry of sor-
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row, straight from the heart And at the beginning

of the part marked " Allegro " what strength and im-

patirnce is voiced in that upward sweep of the mel-

ody through two octaves ! This music is like a young

man of nohle, but intense passions—proud, hot-

blooded, self-willed. It does not cpeak to us with dis-

tant politeness and a formal bow: instead it rushes

at us, seizes us by the throat, and compels us to

listen.

This roughness of manner and earnestness of ex-

pression, which you will find in almost everything

Beethoven wrote, has been explained by some writers

as due to a tendency of all the musicians, poets, and

other artists of his day toward what is called " Ro-

manticism."' The earlier '' classic " artists, these

writers say, tried above all to make their work clear,

quiet, and calm, and did not " wear their hearts on

their sleeves," as we say, that is, did not try to put

their private, personal feelings into their work. Such

a poet as Alexander Pope, always correct and always

reserved, is an example of the " classical " way of

looking at art. But toward the beginning of the nine-

teenth century the artistic fashion changed, and it

became the custom to be just as " romantic " as one

could, to express one's mosc private and deepest feel-

ings, as Keats does, for example, in poetry, and as

Beethoven does in music.

There is a good deal of truth in such a theory, for

art certainly has its changing fashions from age to

age ; but we must also take into account Beethoven's

peculiar personality. He was an extraordinary man.
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At a Piano Recital (ConlmiuiT)

He felt aoeplv, lov.,1 and Imtcd xvith all hi, might,

WRed everytlung for lum,eK, could ncvorhnng lm„-

'^ifto
•• (olow the leader" tamely as most of „s do

Tu strove always for Lr„th ai>d for beauty as he saw

them Of course he found few to agree w.lh Inm;

and being both i„M.a.ient and proud he would no ex-

lin himself: au,l year by year he lived more alone

ti>h his ideals and ...hers hougl.. him m..re eecen-

; .ndSulandmasterf,,!. Tl.ey were ngh, .n

a Vav: he was willf.d; but it was the w.l fulness of a

ml who hnew ,ha, he had a great work to do, and

Z he understood how to do it better than anyone

''Tt is natural .ha, everything connec.ed wi.h Bee-

thoven shouhi show in l.s own way . .s n, s.erf,

mature of the great ,uan not .mders.ood ^U«^J
i„ his face, wi,,n,is deep^tse^y ey»fi^^^^^^^^^

;t\lt:Te3dn::;,..:b!ehi,,.se.f^fore.he

e2.ror when he ,ue. him out walk.ng- how when

r^as asked if he luul noble Mood, he repl.ed prou.l y

tha his nobilitv lay in his head and,nh,s heart;

tol when ..m,e-oue told hi. -hat a eerta.n harmony

in ne of his pieces was " no. allowed," he answered:

"very well, then, / allow it." And above all we hear

it in his music, in those bold, eom.nanding phrases,

in those long, delil»-ra.e climaKos, in those su.l. en

changes from soft to loud or fro,„ slow to fas,, .ha.

seem of.en the resul. f more whi.n

Besides .he more in.ense express.veness rt,at marks

off Beethoven from Bach, however, you will also teel
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a difference in the very stuff of the music—in the

way it is put together Bach's is usually polyphonic,

woven out of several equally important melodies. At
the opening of the " Sonata Pathetique," on the con-

trary, you will hear but one m3lod3', with an accom-

paniment ; the music is " homophonic," or " onc-

melodied "
; and most of Beethoven'a music, as well

as most of Haydn's and Mozart's, is in this simpler

style. It is true that among Beethoven's later works

we find several fi-^e fugues, but they do not sound like

a quite natural expression of his thoughts. The fact

is that in his day the influence of instruments on

musical style had become even more important than

that of voices; and the single melodies rather than

their interweavings had become the important mat-

ter.

All thrnigh the ars when Ilaydn and Mozart

were preparing the way for Beethoven, the order in

which these single melodies or themes could best be

made to follow each other had been deeply studied,

and a scheme had been slowly worked out, which for

simplicity and clearness, combined with endless

c :nces for striking contrasts, has never been beaten.

This scheme was called " Sonata-form "—a word

which I hope you will not confuse with " Sonata."

Sonata-form means a definite plan or order in which

the melodies follow each other in a piece or move-

ment; a Sonata is a composition for one or two in-

struments, having one or more of its movements, usu-

ally the first one, in this form. If wrifcen for more

than two instruments it is called a Trio, Quartet,
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Quint^'t, and so on, as the case may \)q; if for a

whole orchestra, it is a Symphony; if for a solo

instrument with orchestral acconipariment, it is a

Concerto.

The sonata-form, the most perfect form we have, is

the result of carrying out our natural ideas of order-

liness in music, which we studied in Chapter VI, as

far as they will go. It is hardly more than a three-

part song-form magnified. You renicmlxr that this

form is based on the plan of Statement, Con' juM, and

Restatement. Well, so is the sonata-form but hero

each part, instead of being just one melody, is a bun-

dle of different melodies; and these are themselves

arranged in the parts in much (he same way.

Part I, the Statement, is called the Exposition,

which is only a high-sounding name for tlie r^ame

thing, taken from the Latin. Part IT, the Contrast,

is called the Development, for reasons we slinll jires-

ently see. And Part III, the Restatement, is again

Latinized into " Recapitulation " or " Reprise "—^of

which words we will choose the shorter.

If you will now open Beethoven's Sonatas at the
" Pathetique," opus 13, we can examine it toget'ior.

The fii'st movement is a fine example of sonata-form.

It begins with a slow introduction, marked " Grave,"
which is not a regtdar part of the plan. The first

section proper, the Exjwsition, begins at the marking
Allegro di molto e con brio and extends through one
hundred and twenty-one m( -: tres.* You will no-

' It will be worth while for you to number the measures as far
M 186, in pencil, so that you can easily follow the references.
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tice that it is marked to be repeated. This was a

custom in Beethoven's day. As the Exposition con-

tains all the themes of the movement, it is necessary

that it be thoroughly understood. Xowadaj-s com-

posers usually trust to their hearers' grasping the

themes in one hearing, but in the days when the

sonata was new and strange the repetition was needed.

Looking now more closely, you will see that this

section has several distinct parts, as follows. ^Meas-

ures 1-40: energetic, stirring, mostly in key of

C-minor; 41-78: quieter, rather wistful melody,

mostly in E-flat minor ; 79-121 : one or two new melo-

dies, with something of the energy of the first part,

but on the whole giving us the feeling of calming

down, of reaching an end. At 110 you will see a

phrase or two of the first melody repeated. This part

is mostly in the key of E-flat major. Let us call

the energetic melody the First theme, the quie'er

melody the Second theme, and the two ending melo-

dies the Third or Closing themes. You Avill find

in every movement in sonata-form this general plan

of themes. The first theme is the most important,

and gives its character to the whole movement. The
second is planned chiefly to make a good contrast

with it. The closing themes, of wliich tlnre may
be several, are to notify us that the section is draw-

ing to an end, and often contain, as in measure

110 here, a short reminder of the fir>t theme. You
will notice also the contrast of keys as well as of melo-

dies; in measures 1-40 C is the central tone; in all

the rest it is E-flat.
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The second largo section, the Dovolopment, so

oalled because its hnsiness is to develf)p the hidden

possibilities of the themes in the ways we discussed in

Chapter VI, extends, from the point we have now
reached, up to measure ISO. It bej^ins bv reminding;

us of the solemn introduction, but quickly passes to

an unexpected key and a long mysterious, held chord.

The racing speed returns, and we hear a phrase of

the first theme, which was first given us in measures

25-2(>, followed by the moti\.> fi he introduction,

taken much faster ( 131-1 ;52) le music slides

restlessly from one key * -^otlK.-, I)ut at last settles

down to a steady G in the oas- '"S). From vague

rumblings shoot up bits of the ..,-^t theme, preparing

for its return.

The Reprise is, as its names implies, n repetition

of the Exposition section, and corresponds with it, as

you will see, pretty clos* ly. There is, however, ov.n

important difl"erence: while the Exposition presents

to us a contrast of keys, C Ix^ing pitted against E-flat,

in the Reprise we have unity of key, (' keeping everv-

thing for itself. The arrangement of keys is one of

the most delicate beauties of the Sonata-form. Be-
ginning with a simple contrast of two keys in Section
I, we have a bewildering confusion of jymni/ keys in

II; and in III we come out of (he woods, so to sjxjak,

and find ourselves altogether in the otie home key.

The last fifteen measures of this movement do not
belong to the Reprise. They form a brief tailpiece

or '• Coda," to end all with just the right effect. In
some of Beethoven's later works the codas are almost
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as long and intricate as the developments, but here he

gives us only brief reminiscences of the introduction

and the first theme.

A TABULAR VIEW OF THE SONATA-FORM

BECTION8 THEMES KEYS REMARKS

Introduction Home key Not a part of the form.
Oiften lacking.

I. Exposition I.

II.

Closing
themes

Home key
Contrast key Contrasts in mood

with I.

Often contains sug-
gesti jns of I.

II. Develop-
ment

On any or all

of the themes
Many
keys

Aims at variety in all

ways.

III. Reprise I.

II.

Closing
themes

Home key
It li

it It

May be shortened.
11 it ((

tt it If

Coda Not a part of the form,
but may be long and

important.

After the strain on our attention of listening to a

movement so carefully dovetailed together as this, we

need a change, a rest ; and the composers of sonatas

usually provide us with one by making the second

movement slow and full of feeling, and simple in form,

having only one or two themes, not elaborately devel-

oped. Beethoven's slow movements arc earnest, no-

ble, large: they are built on songlikc themes so ap-

pealing that they fairly seem to speak to us; and

what they say is always inspiring, a message of peace,

or hopeful courage, or religious comfort. Like
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everything that he writes, their form has beauty c'

proportion and the lovely wide curves of melody that

remind one of the arches in a great cathedral ; but in

the slow movements this beauty lies less in the com-

bining of the themes than in the themes themselves.

The Adagio cantabile of the Sonata Pathetique

is an example; its form is simple—chief tlieme, con-

trasting theme, chief theme repeated, another con-

trast, chief theme once more (each time with a dif-

ferent accompaniment), and a short coda; but how

calm and wide is the sweep of this melody! how

much it has of that variety of meter we studied in

Chapter III!

Then after seriousness comes play; in the third

movement we find the motion and the mood of the

dance: either it is a courtly minuet, modeled after

those of the old suites, or else Beethoven's high spirits

turn it into a carnival of fun, and it receives the name

of "scherzo," the Italian for a "joke." In his scherzos

you will find Beethoven in what he himself called his

" unbuttoned " mood : not on his good behavior, that

is, but ready for the wildest pranks, delighting to

startle us by sudden changes of loudness, speed, or

key, by horrid discords, by clumsy antics as of danc-

ing bears, by unexpected turns of melody—by any-

thing and everything, in a word, that gets the music

out of tlie beaten track and gives the pleasure of sur-

prise. There was always a good deal of the naughty

boy in this great man, as we see from stories such as

that of his sending to a lady who had l)egged for a

lock of his hair, a snippet from a goat's beard; and it
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is this bad boy of a Beethoven that plays tricks on us

in the scherzos.

The same spirit of high good hiimor is usually felt

also in the last movements or " finales " of the sonatas

;

but these, a little more elaborate than the two middle

movements, are as a rule either in the sonata-form,

or in a similar form called the rondo. " Rondo " is

the Italian for " round," and refers to the way the

music has of constantly coming around again to the

chief theme, however often it may seem to have got

away from it.

The third movement of the Pathetique Sonata

(which has no minuet or scherzo) is a good example.

The main theme, striking in at once without any

introduction, bustling and f rergetic, comes to an em-

phatic stop in the seventeenth measure, as if to say

" There, that's the whole story !
" Presently, how-

ever, a new melody is heard, soft, tranquil, graceful,

in the contrasting key of E-flat (measure 25), and a

little later, still in the same key, a third theme (meas-

ure 44), which leads gradually up to a climax in

(58) and a pause at (60). So far everything looks

like " sonata-form " ; we have our three themes and

just the proper contrast of keys. But if it were

sonata-form we should now have the " Development,"

and instead of that we have what? Why, the first

theme over again. We have come around to where

we started from, and the piece is a rondo.

Continuing our analysis we find

:

(61-78), first theme.

(79-107), another contrast, in still another key.
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This theme, you will notice, is in the " polyphonic
"

style—it has two equally important melodies.

(120-134), first theme, third time.

(134), contrasting theme first used, now in the

" home-key."

(154-170) third theme, home key.

You will notice that (120-170) is treated exactly

as it should be in the Reprise of a sonata-form—all

the three themes in the home key. We often find

these striking resemblances in the two forms.

(171-182), first theme, fourth time.

(182-end), a coda. We get two final hints at the

theme again in measures (202-206).

I catnot leave this movement without asking you

to admire the skill with which Beethoven draws out

what is hidden in his third theme, in measures (154-

170). This is a fine example of true development of

a theme.

Bach's Well-Tempered Clavichord has been called

the musician's Bible; Beethoven's Sonatas might be

called the musician's Shakespeare. Like +he plays of

the great Englishman, they are so marv-sided, they

expre. - '^uch deep and various feelings, and with such

CO ; aia leauty of form and style, that we might

sti i,' lem all our lives without exhausting them.

Wl .. . have said here about their forms is meant to

help you in this study. Not that it is important for

you to label all the melodies " first theme " or " sec-

ond theme," or know just which key each one is in

;

this would lead only to a scientific knowledge such

as the botanist has of the number of petals in a
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flower. What you want is rather the loving interest

of the artist in beauty. But this interest, different as

it is from the scientist's, can be satisfied only by an
equally patient study. If you wish to perceive the

elastic meter, the constantly shifting outline, the end-

less variety of rhythm, resulting in perfect unity, of

Beethovien's melodies ; if you would grasp the won-
derful symmetry of his pieces as a whole, seeing the

relation of part to part, binding together in your
memory what comes to your oai only a bit at a time

;

if you would feel at home in tl ese temples and cathe-

drals of tone, where every col'inm has its purpose and
the curve of each arch is answered in another ; if, in

a wo' d, you would understand that beauty of form
whirl is to the emotions of Beethoven's music what
a perfect body is to a noble soul, you must listen with
your minds as well as your ears, and you must return

again and again to the same piece as we return again
and again to the words of a great poet, and find each
time in them a new depth of meaning.
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AT A PIANO RECITAL {Continued)

CHOPIN, SCHUMANN, AND LISZT

ALMOST j'trfect as are the single melodies and

their arrangement in order, or, in other words,

all that has to do with fonn, in Beethoven, his piano

music leaves our modern ears a little unsatisfied so

far as its color-effects are concerned. You may be

surprised to hear me speak of " color " in music.

But just as in painting those effects which depend on

the shapes of objects, and appeal especioMy to our

perceiving minds, are called effects of form, while

effects which depend on the material of which the

objects are made, and appeal to our sense of sight,

are called effects of color ; so in spertking of music we

may borrow these words, and say that the curve of a

melody has beauty of form, and that the tones out of

which it is made, taken b> themselves, have beauty

of color, meaning that the tones, as they impress our

sense of hearing, are *' rich," " warm," " mellow,"

" clear," and so on. In the very first chapter we con-

sidered three different appeals music may make, the

sensuous, the rcsthetic, and the expressive. Well,

*' color " and ' form " are merely names for quali-
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ties that make the sensuous, or the aesthetic, appeal
;

color pleases the ear, form pleases the mind.

When we say, then, that marvelous as Beethoven's

form is, his color leaves us a little unsatisfied, we
mean that he satisfies our minds but not our ears.

The sounds his piano music gives us, merely as

sounds, are often either thin and hollow or thick and
" muddy," because they are close together, either high

up or low down, instead of spread widely over the key-

board. The reasons for this were, first, that Bee-

thoven was thinking so hard about the music itself

that he didn't stop to consider how to make it sound

its best, and second that the damper pedal, so im-

mensely important to the effect of all piano music,

was comparatively new in his day, and its possibili-

ties were not realized.

It therefore remained for later composers, who
could not equal Beethoven in formal beauty, to excel

him in beauty of color. Their canvases glow with

rich, full tones, and shimmer with delicate filigree;

their sounds are as full of variety, of light and shade,

as a landscape on a day of racing clouds; and the

skillful use of the pedal blends together all the effects,

smooths over all the sharp angles. Of the masters of

this glowing modern style, the greatest is without

doubt Frederic Chopin (1809-1849).

Though born in Poland, and a patriotic son of that

country so long and cruelly downtrodden by Russia,

Chopin lived most of his life in Paris, where he was

a fashionable teacher and pianist, petted by the

duchesses and princesses of that brilliant society. He
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At a Piano Recital (Continued)

was always delicate in health, haughty and reserved

in manner, and most particular ahout his surround-

ings; he had his rooms papered in soft greens and

dove-colors and filled with flowers; he always wore

white gloves and rode in a carriage to his lessons,

and he was as fussy aljout his clothes as if he had

had nothing else to think about. Exquisite taste, a

sensitiveness almost unhealthy, a love of perfection,

and dissatisfaction with anything short of it—these

were the chief characteristics of Chopin.

You can readily understand how such a man would

spare no pains to make his music as perfect in color-

ing as possible. lie early found that by using the

damper pedal freely and making the hands move

back and forth over wide spaces, he could get at won-

derfully rich and at the same time clear effects. If

you will compare the two bits of accompaniment

shown in Figure XVII (a) and (b), using the pedal

as marked, you will notice how much better Chopin's

" sounds " than Beethoven's. The reason is that

Chopin, instead of " bunching " the tones so that they

can be played with little motion of the hand, spreads

them widely, and blends them by means of the

pedal.

In this case nearly all the tones in each chord be-

long to the chord and are parts of it ; but Chopin soon

found that by putting in a few tones that are not parts

of the chord, but make " dissonances " with it, he

could still further deepen and enrich the " color."

Figure XVII (c), from his Scherzo, opus 39, is an

example. By holding the pedal from the moment the
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chord in the fifth measure is struck, he n.^kes all the

following tonss merge with it. Many of these tones

are dissonant with the chord ; but for this very rea-

son, if they are properly played, softly, lightly, they

make, so to speak, a glistening veil over the hard out-

FIGURE XVII.

BiBTHOviN : Sonata, opoi a, No. 5.

line of the chord itse'f Such a use of dissonances,

blended by the pedal, is found in hundreds of pas-

sages by Chopin and other modern piano composers,

producing a vague richness of color that may be com-
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pared with that of modern paintings of the ** im-

pressionistic " school, such as those of Monet.

Some composers, indeed, often overdo these rich

effects of mixed tones, giving our ears such a constant

diet of them that they rebel as our stomachs would

against a steady diet of plum pudding and mince pie.

We actually long for a piece of plain bread. But

Chopin had too fine a taste to make this mistake.

Notice how strong, pure, and simple are the opening

chords in the passage from the Scherzo. In nothing

does Chopin show his greatness more than in his keen

sense for variety of color. Before we tire of his royal

purples and deep reds, his sparkling webs of gold

and silver, he relie\es them with a wide space of

clear green or gray.

It is in beauty of form that he falls short. He

wrote only three sonatas and two concertos (for piano

v,"!h orchestral accompaniment) in the larger forms

that Beethoven uses so splendidly, and these will

hardly bear comparison with Beethoven's. If you lis-

ten closely to the first movement of his Sonata in B-

flat minor, for instance, you will feel that it does

not hold together, that there is too great a contrast

between the stormy, agitated first theme and the quiet

second theme. Beautiful as this is, it seems more like

the beginning of a new piece than the continuation

of the same movement.

He probably knew by instinct where his weakness

lay, for he confines himself in most of his work to

short pieces in simple two-part or three-part forms,

for the most part danceo. These pieces he does not
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make suitable for jk iial <laneing: he " ideal izos
"

them, as we say; that .-, . s ideal of musical beauty
leads him to intrwlnr. ,i Hcate changes of speed
(called "tempo rubafo." " .s olen time," because one
part of the melody sU ,V orr- of the time of another)
and to vary the len^rt'-s of the phrases in a way that
would throw dancers ..ni vi j ep, but that makes the
music more interest 'a.^j.

He uses for this )nrpose ;r,.iH of the dances for
which his native co,:a .; jp f., ..ous, particularly the
Polonaise, a stately ..ance v,''. which the ancient
Polish nobles used t(- crlebraic t'.p election of their
kings, and the more lively Mazurka, which he knows
how to make now melancholy and ten<ler, now
wildly gay. He also wrote many waltzes, graceful
or brilliant, and other dances su.h as a tarantelle, a
bolero, a krakowiak.

The deeper emoiions which naturally express
themselves in song rather than dance, are found in
his matchless nocturnes and preludes, and in a few
larger, more ambitious pieces—impromptus and bal-
lades. The twenty-seven etudes or studies are not
merely exercises for the pianist, as tlmir name might
make us think, but like everything he wrote are full
of poetic feeling and delicate beauty.

The music of Robert Schumann (1810-1856) is
less exquisite but more full of vigor and health than
that of Chopin; Schumann, moreover, did not confine
himself to the piano like Chopin, but wrote much for
other instruments and for orchestra. He began, it is
true, as a pianist, and might never have bpprs^-e any-
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thing more had ir not been for an odd accident, which

throws so much light on his enthusiastic and impa-

tient dispositi')n that I must tell you about it.

It happened in I/;ipsic, when, as an eager young

student, he was trying to make enough progress as a

pianist to persuade his mother to let him give up

studying law, which he hated, and devote himself -n-

tirely to music. How hard he tried to curb his head-

long nature, to be wise and patient! "To bring to

light anything great and calmly lieaiitifuf," he writes

his mother, " one oUf;ht only to rob 'lime of one grain

of sand at a time; tiie complete w! >lc d' not ap-

pear all at once, still Ipss does it drop from he sky."'

Yet in spito of this g(rt)d sense, Schumann found th^

drudgery r>i piano practice so trying that he invented

a machine m shorten it lie tied a string to the fourth

finger of his right hand, that bothersome fiiiiror that

never learns to mind its o%\ti business, passed it over

a pulley on tlir ceiling, and fixed a weight at the other

end. He thou^'lit that by practicing with the finge-

thus separated from the other>5 he coul i make it in

lependent ; but instead he lamed his hand forever,

and had to give up all his ambition to becime a con-

cert pianist. In this seeming i, -fort? e, however,

was hidden a blessing: having to put all his en^ irv

into composing, he became one of the greatest >f

musicians.

One so eager to folIo\- hi? iueals, so impatient

dullness and the ruts thr't most people plod a- : iu,

found much to find fault with in the musi • of h\'=

Qftv= j^iost of his fellow Tnu-icinn?^ c^^—d l^-'*lr- in^
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deep feeling, for poetry, for all that depends on imagi-

nation ; they hadn't enough spirit to break any rules,

or to find new beauties out of the beaten path.

Schumann contemptuously called them Philistines,

after those dull people in the Bible, and made his

friends into a club, the David-club, to fight them.

His imagination, his love of " making believe,"

showed itself here, too, for most of the members of

this club were not actual people at all, but creatures

of his fancy. There was Florestan, who was the

active, energetic side of himself, and Eusebius, who

was the thoughtful, dreamy side; Felix Mentis was

his friend Mendelssohn; Chiarina was his teacher's

daughter, Clara Wieck, whom he afterwards mar-

ried. He founded a paper, the New Journal of

Music, in which he had these imaginary persons

hold long conversations about music; he wrote the

" Davidsbundlertanze " (" Dances of the David-

club") in which he pretended that each piece was

written by either Florestan or Eusebius, or the two

together.

All the music of his early years shows his dislike

of the comraonplace, his passion for the novel and the

unexpected. The melodies arc most original, full of

odd leaps and strongly marked rhythms; the har-

mony is often harsh ; effects of " color," produced by

the pedal, by crossing the hands, by striking a chord

and letting up the keys one after another, and so on,

are frequent ; and the form is highly individual, the

themes being little developed, but following each

other like the scattered thoughts of an active but un-
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trained mind. Curious names abound :
" Butter-

flies," "Carnival," "Fantastic Pieces," "Flower

Piece," " Arabesque." Mottoes and poetic quotations

are used, and names are spelled out in letters in the

tones of a theme, as, for instance, in the Northern

Dance which begins with the name of Gade, a Dan-

ish composer—G-A-D-E.

Naturally such queer music was only gradually

understood, and most of Schumann's fellow musi-

cians either considered him a little " cracked " or did

not notice him at all. In spite of the devotion of his

wife, Claia (Wieck) Schumann, a famous pianist

who gave her life to making his works known, they

made slow headway, and there is a story of a gentle-

man, after one of her concerts, saying pleasantly to

her husband :
" And are you musical, too, Mr. Schu-

mann ? " This was not so ridiculous as it seems to

us, because Schumann was so intensely quiet, so re-

served and thoughtful. He lived almost entirely in

the world of his own imagination, would sit abso-

lutely silent in company, gazing at the floor, and com-

municated with the world only in his music. But

this very quality is one of the things most original in

his works; their deep thoughtfulness, their earnest

but suppressed feeling, their mystery and suggestion

of day-dream and reverie. The most familiar ex-

ample is the beautiful piano piece " Traumerei "

("Dreaming").

It would be hard to think of a greater contrast to

the character and the music of Schumann than we

find in those of Franz Liszt, who was bom in Ilun-
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gary, lu l&ll, and died in 1886. The famous Hun-

garian was as thoroughly at home in the world of

fashionable society as the German was ill at ease in it

;

and all his piano compositions show a sense for ef-

fects that will " teli," and a skill in producing them,

which we never find in Schumann's sincere music,

written to express his own inner feelings. " How

extraordinary his playing is," he wrote to Clara

Wieck, " so bold and daring, and then again so ten-

der and delicate ! But there is a good deal of tinsel

about it, too."

The " tinsel " in Ll'zt, both as a pianist and as a

composer, was partly due to the fashions of the

day, the public caring much more for trivial melo-

dies from the operas, embroidered by all kinds of

glittering scales and running passages, than for real

music. Liszt followed the fashion to a certain ex-

tent (mu"h more than Schumann or even Chopin),

but he used his great influence both to make show

playing less merely stiff and brilliant, more free and

elastic, and also to introduce more serious melody

and more interesting harmony. He arranged for

piano
—"transcribed," as we say—many songs by

Schubert, Schumann, Chopin, as well as preludes

and fugues by Bach, and even orchestral pieces of

Beethoven, Wagner, Weber, and others. His most

famous transcriptions are those of the national melo-

dies of his own country, the fifteen "Hungarian

Rhapsodies," so often used as show pieces at the end

of recitals. In these he surrounds the simple but de-

lightful tunes with a bewildering network of trills,
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scales, runs of all kinds, and ranges from tinkling
eflFects m the treble, like those of a music box, to
thunder ms fortissimos.

There is a good deal of difference of opinion as to
the artistic value of his use of the piano for these
orchestral effects of tone. A^o one can deny the skill
with which he makes the piano roar and C17 and throb
as if ,t were possessed, but isn't it better after all for
the piano to remain a piano, as it always does in
Chopin's hands, to keep its o«-n character, its delicate
shades of color and lovely mingling of tones through
the oedal, rather than to try to match the orchestra,
which after all it can't do ? There is more real music
to some of us, in a simple prelude bv Chopin or a
romance of Schumann, or even a " Song Without
AVords " by Mendelssohn, than in all the " sound and
fury of a Hungarian Rhapsodic.
Of Liszt's original compositions the best known are

the studl^s -Forest Rustlings" and -Dance of
Gnomes,' the " Legends," " Sonnets of Petrarch," and
Religious Harmonics," the set of piano pieces

called "Annees de Pelerinage" ("Years of Pil-
grimage"), and the single sonata. In all those the
style is now dazzlingly brilliant, -^ow appealing, emo-
tional; but if you listen carefully you will feel that
Liszt s emotion is not so genuine as Schumann's, that
there is a good deal of pose in it, that his sentiment is
otten only sentimentality.

In spite of the theatrical tendency in Liszt, how-
ever, he IS a man of such great force, so much of that
strange quality we call '• personal magnetism," that
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his work is original and important. In the purely

mechanical side of piano playing, in matters of free

motion of the wrists and arms, effects of touch and

of the pedals, he brought about great changes. And

by what he composed himself, and by the generous

help he gave to other composers, especially Wagner, he

made a deep impression on the history of music.

illH

149



ee

id

lid

us

he CHAPTER XIII

THE ORCHESTRA

rpHE piano, as we have already seen, is an instru-
- ment by which a player can start vibrations in

the air, so regulated as to speed, force, and duration
that they give our ears the sensation of music. The
orchestra is really nothing but a much greater and
more complicated instrument, by which a hundred
men, trained and led by a conductor, can produce
similar vibrations in the air. It is, of course, able to
do much more than the piano in many ways. In the
first place, it can play louder; a hundred men can
shake the a: r more violently than one, even if he be
a Rubinstein. In the second place, it can play more
separate tones at the same time; a pianist has but
ten fingers, and even with the pedal his powers are
limited

; moreover, to play half a dozen melodies at
once, crossing and intertwining, is impossible for him,
easy for an orchestra. Thirdly, and most important
of all, the pianist is like a painter with only one color
on his palette, though it may be used in many shades

;

but the orchestral palette is almost unlimited in its

varieties of color or tone-quality.

In order to understand this, you must know that
while nearly all musical tones are made up of several

149 11

BKri



i

«/

l*lr'

A Guide to Music

different partial tones, as we have seen in the case

of the piano, the number and strength of these par-

tial tones may differ greatly according to the way

they are produced, and this difference always results

in a difference of what we call tone-quality. The

rule is that the fewer and weaker the partial tones

the more " pure," " clear " or " quiet " is the quality

;

the more and stronger the partials, the richer, keener,

more brilliant the quality. This may be seen even in

the piano. When I strike a string hard it vibrates

not only more, but in more separate and distinct ways

(giving more partial tones) than when I strike softly

;

the result is that the tone is not only louder, but more

"brilliant." And as we saw in Chapter IX, the

same tone or chord, struck with the same force, is

richer when the pedal is held, because then the strings

that correspond with the partial tones vibrate in sym-

pathy and so add to the force of these partial tones.

In the orchestra we have many different instru-

ments, acting in different ways, producing less or

more partial tones, and therefore varying in quality

much more than piano strings possibly can. The

violin, for example, owes its clear, penetrating, bright

tone to the presence of many partial tones. The fiute,

in the lower part of its register,^ produces only one

or two partials. and has therefore a m.ld, pure tone.

The oboe owes its sharp quality to comparatively loud

high partial tones. Clarinet tone, so peculiar that

' Register: the ranup of tonea from low to high which an in-

strument can sound; its compass; also used to mean a special

part of this compaas, aa " low register," " high register."
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one can hardly confuse it with any other, is the result

of the fact that only the unevenly numbered partial

tones, the first, third, fifth, etc., are present in it.

The clanging sound of bells comes from their giv-

ing out different sets of partial tones at the same
time.

All these differences, so important for us to hear
if we would enjoy the varieties of color in music,

and so interesting to study, depend upon the peculiar

ways in which the instruments start the air a-throb-

bing. According to these peculiar ways the instru-

ments may be arranged in several groups, as follows

:

I. Strings made to vibrate by a bow; the violin, the

viola, the violoncello, the double-bass. II. Strings

struck by hammers; the piano, the dulcimer, etc.

These are little used in the orchestra. III. Strings

plucked by the fingers ; the harp, the banjo, the gui-

tar. Only the first is used in orchestral music. IV.
Columns of air made to vibrate by blowing across

them
; the flute, the piccolo, the organ. V. Columns

of air started iuto vibration by a strip of metal or
wood called a reed ; the oboe, the clarinet, the bas-

soon, and others. VT. Columns of air moved by the

lips of the player, themselves acting as reeds; the

horn, the trumpet, tho comet, the trombone, the tuba.

Vll, Stretched skins, or pieces of metal, wood, or
other material, struck by hammers ; the drums of all

sorts, the c^Tnbals, the triangle, the tambourine, and
the like.

Of these groups numbers I, II, and III belong to a
larger group called String InstrumenU-, or simply
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" The Strings " ; numbers IV and V, because usually

made of wood, are classed together as Wood-wind In-

struments, or simply " The Wood-wind "
;
group VI,

usually made of brass, are called " The Brass " ; and

group VII, all played by striking or percussion, are

called The Percussion Instruments, or sometimes
** The Battery," from the Latin baituo, to beat.

These four bodies of instruments are found in every

large orchestra, and are important in the order

named.

You can easily learn to recognize most of the in-

struments by sight as you sit at a concert, and will

find your pleasure much increased by doing so.

Stretching to the left and to the right of the con-

ductor or leader, along the front of the stage, are the

first and second violins, usually about sixteen of each.

These are all alike, and are divided into firsts and

seconds merely because they have different parts of

the music to play. Directly behind the second vio-

lins (and to the right of the conductor) are the violas,

about twelve in number. The viola is simply a larger

violin, which you will find it hard to tell apart from

it unless you are sitting well up. Behind the first

violins are the twelve violoncellos, much larger

—

indeed so large that they have to be played between

tlie knees of the players, resting upon the floor. At
the back of the orchestra, to your left, are the eight

or ten double-basses, great instruments to which the

players have to stand. They are put far back so that

their deep, heavy tones will not drown out other

sounds. This completes the strings.
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Next comes the wood-wind, nsually grouped well
down the stage, and directly in front of the conductor,

and a little harder to tell apart. With the flute you
will have little difficulty : it is the only one which the

player holds sideways and blows across instead of
into the end except the piccolo, merely a smaller
flute. There are two or three flutes. But the oboe
and the clarinet look puzzlingly alike, being almost
the same shape, except that tlie oboe is a little smaller
and the " bell " at its end flares out less. If you
look while they are playing your ear will help your
eye, for the tone of the oboe is thinner and sharper,
that of the clarinet m« e smooth, mellow, liquid.

There are usually three clarinet players, one using
sometimes the bass clarinet, a similar but larger in-

strument. Of the three oboe players, one uses some-
times the slightly larger English horn (not really a
horn at all, but an olioe of deeper tone). The three
bassoons are long wooden tubes, blown into through
a curved mouthpiece of metal ; they so much resem-
ble bundles of fagots that the Italians call them
'• fagotti." The contra-bassoon, or double-bassoon,

13 still larger, but somewhat similar in appear-
ance.

Back of the wood-wind instruments you will see

the yellow gleam of the four horns, with their flaring

mouths and their long tubes curved into a circle, and
near them the four trumpets, looking like large cor-

nets. To the left, across the stage from the double-
basses, and like them well in the rear, sit the four
men making up what is called the " trombone choir."
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Three of them play trombones, brass instr iments

made with a section that pulb in and out ; the fourth

struggles with a perfect monster of brass, a sort of

instrumental elephant or rhinoceros—the tuba,

Finall}', at the very back and center of the stage

are the percussion instruments: the kettli arums,

great copper bowls covered with parchment, two or

three of them in charge of one player ; the bass drum,

such as you can see any day at a Salvation Army
meeting ; the cymbals, brass plates or disks which the

player clashes together ; and a few others.

In your study of just what is going on in the or-

chestra you can have one other guide almost as help-

ful as a knowledge of where the various players sit

:

that is, a copy of the printed music from which the

conductor leads, called the '' score." Orchestral

scores are now published in small size, in volumes

that will go in one's pocket; and there is no greater

pleasure for one who can read music, even if only a

little, than to follow in them the music as it is being

played. It is true that one cannot hear the music

as a whole so well when one's attention is fixed on the

details, but one way of listening helps the other.

The study of a score is like the study of a map ; we

cannot enjoy to the full a journey through a new

part of the country if our eyes are glued to a map
of it, yet we enjoy it far more the second time if we

have followed it first on the map. So the best way to

hear a symphony is to hear it twice : first following

the details on a score, and second giving our whole

minds to the general effect.
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The four croups of the orchegtru—strings \v< od-

wind, brass, 1.
1

<1 percussion -a ro arranged in tin fol-

lowing way in the score. The live lines or staves at

the bottom of the page are given to tlu- strings, the

most important of all the groups, and in a sen;*> tho

foundation of tiie orchestra, In t' is order: Fir-^t Vio-

lins, Second Violins, Violas, V loiont-ellos, 1 > nble-

basses. As the first violins have moro to di than any

other instruments, thei: staflf, the fifth from the bot-

tom, is the one to which von will give the closest attm-

tion. At the top of the page come thf wo». J-wind-, in

this order: Flutes, Oboes, Clarinets, Tla-^oons. Each
of these have usually one, but some' ^ • tw -ta\

At the .'iiiddle of the page, just below the .-' ws ot

the wood-wind, are those of the brass; Horn (usu-

ally two staves, two lu n-parts on each), Truii pets,

Tromboni s, uid Tuba. If any percussion instru-

ments are uscu, their parts come in bptwe«n those of

the brass and those of the strings.

This is all ou need to know about the arranjre-

ment of a score to get a great deal of pli ure ai:d

profit from it, by using it as a rough map or chart,

so to speak, of the " lay of the land." You cannot,

to be sure, read it quite accurately without n in- spe-

cial knowledge. There are many *" transposing in-

struments," as they are called, in the orchestri, which

play their notes lower or higher than they are writ-

ten, and there are others which use other clefs than
the familiar G and F clefs (" treble " and " bass

"

clefs) of piano h usic. If you are interested m these

matters you can read about tLcm in any boot on thd
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orchestra,^ but just now all we want is a general idea

of what is going on as we listen to a symphony or a

symphonic poem.

As you get used to following the orchestra in the

score you will notice that in spite of the limitless

number of combinations of instruments that may be

used, and in spite of the bewildering variety of the

effects that may thus be produced, there are certain

particular things that each group can do better than

any other, and that it is therefore apt to be doing a

good deal of the time. With the exception of the

" battery," each group can make complete harmony

by itself, like a choir of voices—soprano, alto, tenor,

and bass—and so may be employed alone. The

strings, however, are the group most often employed

thus independently of everything else, for several

reasons.

First, they are more agile—they can play more

quickly. The violin can render with ease and accu-

racy twists, turns, and rapid runs that would be dif-

ficult for a flute or a clarinet, ridiculous for an oboe

or a trumpet, and impossible for a trombone. Sec-

ondly, they can play louder and softer: you cannot

possibly get the brilliancy out of the wood-wind that

you can from the strings, and while the latter can

give forth the merest breath of tone the clarinets' and

bassoons' softest pianissimo is loud in comparison.

Thirdly, thoy can play on for hours without getting

tired, but the wind players, both wood and brass,

' See, for instance, the present writer's " The Orchestral Instru-

meuts and What They Do."
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must, have frequent pauses to rest their lips and get

their breath. Fourthly, pleasant as wood-wind and
brass tone is as a contrast, we quickly tire of too

much of it ; string tone is best for a steady diet. For
all these reasons the strings do two thirds of all the

orchestral work.

As for the wood-wini group, each member of it

has so much individuality, is so different from all the
others, that although they can be used together as a
"choir," they are more often heard separately in
" solo " (alone) playing melodies accompanied by
other groups. Or two or more of them may combine
on such a melody—a flute and a clarinet, an oboe
and a bassoon, etc. The possibilities here are count-

less, as you will soon find in the scores.

The brass instruments, especially the born, may
also be used in " solo," but owing to their full, round
tone, with its great solidity and carrying power, they

are suited above all to hold chords in long notes while
other instruments are giving the melody. As the or-

chestra has no pedal to mix its tones and keep them
sounding, like the piano, it has to hold the music
together, so to sper k, in some other way, and the best

way is to give long notes to the horns, or to the trom-
bone choir. In such passages the strings, oboes, clari-

nets, and so on, draw the musical pattern, and the

brass fill in the color that makes all solid and pre-

vents the effect of a thin tracery without substance.

The drums and the rest of the percussion group
have still another mission. Unable either to sing a
melody or to hold a hannony, they are invaluable
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for giving life to the iliythm by marking the accents.

Thus we see a little how many-sided a thing is an

orchestra; each group, each instrument, has its own

appointed part in the work of making the music

clear, varied, solid, and rhythmically alive.

No branch of study connected with music is more

fascinating (or more endless) than that of orchestra-

tion, of the ways different composers have of making

this mighty instrument play what they have heard

with the ears of their imaginations. There are so

many possibilities that even the simplest chord may

be written in a hundred different ways, each having

its own peculiar sound. I read not long ago that some

curious student had collected examples from the scores

of many composers of the chord of F-major, F-A-C-F,

and had found that no two wrote it quite alike.

And, indeed, we need only listen to their works to

hear that each musician has his own peculiar mode

of writing, his own special quality of tone color.

]!iIendel8sohn is clear and pure as spring water;

Dvorak is rich, full, mellow ; Wagner is full, solid,

sonorous; Tschaikowsky is now dark, gloomy, now

sparklingly brilliant; Berlioz is thin, but with a

sheen as of silver or gold ; Brahms is dark and gray,

of a noble plainness.

Nevertheless there are certain qualities common to

all good orchestral writing. The mass of tone must

be solid, not ragged and full of chinks and crannies

like a threadbare tajioatry. It must be well balanced,

so that the melodies stand Torth prominently and tho

less important parts stay in tho background where
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thej belong. To secure this perfect balance of tone
requires great i.kill and long practice, and even com-
posers like Schubert occasionally fail in it, as in the
place near the end of the first movement of his C-
major Symphony, where he covers up his theme, given
to the wood-wind, by too heivy a mass of strings and
brass. Finally, there is the important matter of con-

trast, by neglect of which a composer sacrifices one of
the greatest beauties of orchestral music. The differ-

ent choirs should be set off against each other, so that

each sounds m .re charming by contrast with the others.

Schumann often failed in this matter. lie is said to

have a. first given the trio of the scherzo in his Sym-
phony in C to strings, in spite of the scherzo itself

having beei: almost entirely for strings; it was at

Mcndelssohns suggestion that he rewrote it for the
wood-wind instruments, to which it Ls perfectly

suited.

Even when several groups are playing at once, they
can be so managed that their differing tone-qualities

are relieved against each other, or on the other hand
they can be so " doubled," or made to play the same
melodies, that the color is monotonous and dull.

Suppose for instance, that oiir music has three dis-

tinct melodies or voices. Here are two ways in which
we may score it:

First Way

Melody 1.—1st violins, flutes, oboes, trunipetc.

Mrlodif 2.—2(1 violins, violas, clarinets, liorns.

Melody S.—Violoncellos, bassoons, trombones.

i:.9
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Second Way

Melody i.—1st violins, 2d violins, violas, violon-

cellos.

Melody 2.—Flutes, oboes, clarinets, bassoons.

Melody 3.—Horns and trumpets, or trombones.

Scored in the first way, the mass of tone will be

full and thick, but all of one mixed color, and there-

fore lacking in clearness and relief. Scored in the

second way, each part will stand out, because the

first is all string tone, the second all wood-wind, and

the third all brass: the effect of the whole will be

much more brilliant

I have here suggested only a few of the many

interesting things you will find to study in music for

the orchestra. The more you study, the more you

will find to hear, to admire, and to enjoy.

U
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CHAPTER XIV

AT A SYMPHONY CONCERT

THE SYMPHONIES OF BEETHOVEN

gEETIIOVEN'S nine symphonies, taken together
must on the whole be ranked as the greatest

contribution ever made to music by a single man.
i hey are m music something like what Shakespeare's
plays, or Thackeray's novels, are in English litera-
ure. They are, indeed, a complete literature in
themselves. They will bear the studv of a lifetime
One who knows them thoroughly knows the best that
IS in music; no one who does not love them can l,e
considered a true music-lover.

_

Like all the greatest things in art, these master-
pieces were the final result of a slow progress, the
perfect blossoms of seeds planted by others. Of those
composers who prepared the way for Beethoven, the
two most famous were Ilaydn and Mozart

Joseph Haydn, born in 1732, in a Hungarian
village not far from the city of Vienna (which after-
^•ards became his home, as well as Mozart's and
Boothoven s, so that the three are often called the
Mennese composers), occupied for the greater part
of his life the position of ''Chapel-master." or
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director of the orchestra, to the family of the Ester-

hazy princes. It was here a part of his regular duties

to compose many symphonies, string quartets, and

other such works. In 1791, and again in 1794, ho

traveled to London, writing, for a concert manager

named Salomon, his twelve so-called Salomon Sym-

phonies, by far the best of the one hundred and

twenty-five symphonies that he wrote altogether.

He was a simple, sensible, cheerful man, a devout

Catholic, a hard worker, and a faithful friend
;
and

when he died in 1809 he was honored and mourned

by all.

His symphonies, as you may guess by their num-

ber, were neither so long nor so carefully made as

more modem ones, but they were the pioneer-works

which set up a standard for later composers, and

justly entitle him to the name of Father of the

Symphony. By his friends he was more familiarly

and affectionately called simply "Papa Haydn."

As regards form, he fixed the scheme of the s.>Tn-

phony as follows : there were three or four separate

movements, of which at least one, usually the first,

was in the sonata form, with exposition of two or

three themes, develupnient, and restatement, also

sometimes slow introduction and coda. The last

movement might be either in sonata form, or a rondo,

ronsisting of a main theme many times re|Toated, with

otlior contrasting themes in between. Of the two

middle move ments one was a slow mov( ment, emo-

tional and sonplike; th.e other was a sprigi.tly, and

sometimes humorous, minuet with " trio." A pecu-

162

1.1

.1



At a Symphony Concert

liarity was that in the first movement he often used
only one theme, in the contrasting keys, instead of
two d.stmct melodies. The spaces between the
themes, too, were apt to be filled up with more or less
ununportant matter, scales and runs, instead of
devdopmg out of the themes; and the development
portmn was short and not always particularly in-
terest mg.

In style the music was " homophonic "
: that is

the musical ideas were single melodies, or series of
chords, rather than the network of intertwining
vcces of the polyphonic style of Bach. This

simple style adopted by Haydn was well suited to
instruments, and to the kind of form which depends
chiefly on contrasts of melodies and of keys, as well
as to the straightforward expression we find inHaydn recalling that of the popular airs among
which he grew up. The emotion reflected in his
music, indeed, is hardly ever deep, earnest, religious,
like Bach's, but rather cheerful and gay.
He also adopted an arrangement of the orchestra

winch has since been only extended, never really
e anged. He used four groups, strings, wood-wiml^
rass, and percussion: the first practically as wc have
t^Hlay; the secon.l consisting of two flute., two

>l>o^H, two clarinets, and two bassoons; the third con-
taiiung only pairs of horns and trumpets; ami the
battery represented by kettledrums alone. This

ZncnJ ^™' '^'""'^^' ^^" ^'^^"'•^ ^^' ^^y it had

nients, which injured the balance of the tone.
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It must be admitted that Haydn's symphonies now

sound rather thin and old-fashioned, and only three

or four of them are often heard. Several of these

show his love of a joke. The " Farewell " was

written to persuade Prince Esterhazy to let his

orchestra, who wore staying at his country place, go

home to their wives and children. One plajer after

another comes to the end of his part, takes up his

music, and goes out, until only one is left playing.

The prince saw the point, and remarked: " If all go,

we may as well go, too." The " Toy Symphony " is

orchestrated for two violins and a double-bass, to-

gether with all manner of toy instruments—drums,

penny trumpets, whistles, and rattles. The " Sur-

prise " is so named for a l'>ud chord suddenly in-

troduced in the quiet slow movement to wake up

the English audiences, who were too fond of their

after-dinner nap. One of the finest of the sym-

phonies is the "Oxford," played when Haydn was

given the degree of Doctor of Music by Oxford

University.

Wolfgang Aniadeus Mozart, bom in 1756, and

dying whcMi he was only thirty-five, wrote in his

short life forty-nine -^'lu phonies, of whii'h the three

greatest, the C-major, known as the " Jupiter," the

E-flat major, and the G-minor, were all composed in

the sununer of 1788. Tlis symjihonios, while follow-

ing Haydn's closely in general y\ar\, are much more

perfect works of art. Their themes, to begin with,

have that exquisite grace, that variety of outline,

that tender and yet noble expressiveness, which we
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find in all Mozart's melodies. They are leas square-
cut, less matter of fact, than Haydn's, not so closely

modeled on the songs of the people, as two examples,
the main themes of the G-minor symphony (Fijruro

XVIII) are enough to show. What freshness, what

FIGURE XVIII.

Allegro molto,

Firstjheme.
Mozart : Symphony in G minor.

life, are here! How naturally the phrases rise and
fall, a., flowing as water, as free as flame!

Thu same examples will show you how skillfully

Mozart contrasts his ideas. The first is careless, al-

most " happy-golucky " ; the second slower, more
serious and earnest. Hardly ever does he use the
simie tune for hoth themes. He is fond, too, of mak-
ing his melodies not only out of the ordinary scale o<"

eight tonos, but from the scale containing the toned
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in between them, which we mark hy sharps and tlatg,

the scale called "chromatic"; and this, as j. u see

in the second half of the second theme, produces an

effect of more intense fooling, siu-h as wo often find

in Wagner and other modem comj^sorri.

Again, Mozart, who had a much hotter musical

education than the solf-taught ilaydii, tli-mughly

understood the old polyphonic way of writing, and

could weave the voices tngothor with tin skill of

Bacii. vot with a cloarnes? and brilliancy all his own.

Consequently his developments are more interesting

than Hiiydn's, the themes being hoard in the bass and

in the middle parts almost as often as on top, as you

may see in this very sym ':.ony; and sometimes he

writes a whole movemen. in this style, as for ex-

ample the finale of his " Jupiter," which is a splen-

did fugue with three distinct " subjects."

Altogether, "Mozart stands for all that is finest,

noblest, purest, in classical music. Just what we

mean by this word classical is hard to desorib'^, it has

been used in so many ways. In the first plat'e it

means belonging to the liigliest cla-s or rank, most

finished or perfect. In this sense Greek sculf)ture is

classical, and indeed any work of art in which the

proportions are harmonious, the form is complete and

satisfying. Later, when artists came to care more

about expressing their feelings than about pure

beauty of form, the word romantic was used to de-

scribe their w.>rk, and in contrast with it classical

came to mean reserved, unexpnv^sive, and in an ex-

treme use even dry, cold, forbidding. lu cot.
,
urison
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Avitli Beethoven Mozart is classic in this sense, as he
is less energetic, more serene. But it is in the first

sense that he is most justly called classical. His
music is so pure and untroubled in expression, so

balanced in form, so clear in style, that it deserves

to be called perfect if any work of man can deserve

it. It seems almost more than human; its calm
beauty seems touched with the divine.

To hear a Beethoven symphony, say the Fifth,

after one by ^fozart, is like jiassinf" froui a Greek
temple like the Parthenon, with its rcfjular columns,
its quiet vertical and horizontal lines of white marble,
its tranquil sculptured fro<ls and {ro<ldesses, eternally

smiling, into the dim, vast sjiaces of a Gothio
cathedral, ITere all is grand, rugged, mysterious.

The great arches lead our eyes up and up, until we
hardly know whether we see or dream. The sculp-

tures are not always beautiful, often grotesque or
pathetic—grinning faces, the writhing bodies of tor-

tured saints. The air is heavy with incense, and shot

through with many-colored lights. We are no longer
calmed and satisfied ; we are inspired and at the same
time perplexed.

Beethoven, in a word, is a romanticist, and the
effect of his art is to suggest more than it clearly

says, to load our imaginations to adventures of their
own. He aims not to charm us, but to move and stir

us. His ideas are not so complete, so rounded and
definite, as :Mozart's, but partly for this very reason
they arc more e.xciting. And there is in all his music
a willfulness, a wild, almost savage energy, that is
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certainly less divine, but somehow also more human,

than the untroubled peace of classicism.

Look, for example, at the main themes of the first

movements of his nine symphonies, in Figure XIX.
Don't you feel the resistless force of them ? Don't

they stir in you a sympathetic energy ? Short, all of

them, wonderfully to the point, not a needless note

in any, and each of a rhythmic pattern that once

heard can never be forgotten. These are not the

measured sentences, courteous and flowing, of a

polished orator; they are the sharp, explosive words

rapped out by a man eager to say something he feels

deeply, a man intensely in earnest. They are the

words of the rough, the bearish Beethoven, proud,

willful, obstinate, the man who hated shams as much

as he loved truth, whose heart, cut off from others by

the terrible affliction of deafness and by their in-

ability to understand his ideals, yet beat in sym-

pathy with all that was noble and sincere in human
nature.

Impatient as Beethoven was of the rules which

musicians of less courage considered unbreakable,

however, much as he disliked tamely to follow the

leader, he was great enough to know that true free-

dom comes only to him who can obey : as the old poet

Quarles expresses it,
*' The laws of nature break the

rules of art." It was petty rules that Beethoven

despised ; for laws, for the great general facts of the

ways our minds work, and of what appears to us

beautiful, he had the deepest respect. He studied

ceaselessly, as his sketch-books show, with their many
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FIGURE XIX.

BsBTHovBN : Sjrmphony Theme*,AlUgro con brio.

„(1)

Allegro con brio.

(2)

%
Allegro con brio.

(3)

Allegro vivace.

,(4) ^ .m

Allegro ma nan iroppo, un poco maestoso.

-i«_i_«-
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versions of single themes and their patient experi-

ments in putting them together, to make his music

not only strongly expressive but solid and yet various

in form. The result was a wonderful harmony be-

tween the feelings expressed in his works and their

musical beauty, a " perfect balance," as one writer

puts it, " of expression and d* sign."

In the two qualities which our minds require in

all artistic designs, unity and variety, Beethoven is

equally successful. Unity, in music, depends chiefly

on the power to make a whole piece or movement

grow oiit of a single musical idea (motive) or out

of several such ideas—that is, it depends on thematic

development : and Beethoven is in this matter one of

the most masterh' of all composers, as we have seen.*

You will be amazed if you will go carefully through

the first movement of the Fifth S.y-mphony, noticing

how much he makes out of that motive of three short

notes and one long, how little there is that is not

somehow connected with it. We have all met people

who in talking can never stick to the point, who

begin speaking of the weather, and in two minutes

are telling about their plans for next Christmas. And

we have met other people who can control their

thoughts, talking connectedly or " logically " as we

say, and therefore "getting somewhere." Well,

Beethoven, even in his most whimsical moments,

when he seems to be making fun of everything, is

always logical : he sticks to the point, and says some-

thing worth hearing.

• Chapter XI.
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But he is not monotonous ; he has too much variety

for that. Thought number two follows thought

number one, but not in the stupid way which any

fool could prophesy beforehand. It follows it Tuxtar-

ally, yet unexpeciedly, just as in a witty saying.

You have to keep your ears open, and your mind
alert, to follow Beethoven. Just when you think you

know perfectly what is coming next, he gives a little

twist of melody, or harmony, or rhythm, or a sudden

change of some kind, that at once surprises and satis-

fies you. lie made endless experiments in this kind

of pleasant variety. Because people had got used to

expecting the second theme in a symphony in a cer-

tain key, he often used for it other keys. lie loved

to introduce a single tone that seemed not to belong

to the key at all, and then show that it did. He
loved to change the key suddenly without warning,

as he does, for example, twice in the coda of the first

movement of the " Eroica " Symphony. lie loved

to get a certain rhythm going, and then mischievously

make it twice as fast. In countless ways he is a

witty composer, as Stevenson is a witty writer when
he tells us that in an argument a woman will always

say at the end exactly what she said at tlie beginning,
" unless she has forgotten it."

As for variety in expression, Beethoven's Sym-
phonies are as remarkable in this respect as Bach's
" Well-Tempered Clavichord." Each ha-^ not only

its own themes and style, but its own unique mood.

The First and Second, though written when he was

much imder the influence of Ilaydu and Mozart, and
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therefore in some ways less strikingly originpl than

the others, are still distinct: the First full of energy,

yet a little quaint and old-fa.sliioned, especially in

the slow movement; the Second, ,vith its long in-

troduction at the beginning and its lovely " Lar-

ghetto," more charged \. th deep feeling.

The Third, called " Eroica " ("Heroic"), Bee-

thoven wrote as a tribute to Napoleon, the defender

of tho rights of the common people against the

tyranny of kings, but angrily tore his name from the

title-page when he learned that he, too, desired the

title of " Emperor." All his passionate love of free-

dom, his deep sense of the value of the human soul

for itself alone, aside from the accidents of fame,

wealth, and worldly power, are sounded in the eager,

rushing " Allegro," and in the nobly sad Funeral

March.

The Fourth bubbles with gayety and high spirits.

Its motto might be " On with the dance; let joy be

unrestrained." Only in the Adagio do we feel a pro-

founder emotion. It is one of the marvels of art

that this work, so full of the boyish, holiday spirit,

was written at a time when Beethoven was in black

despair over his increasing deafness.

Of all the nine, the Fifth is the most widely loved,

perhaps because it is in a sense the most human. Its

story is the tragic story of a young man's fight

against an unkind fate; Beethoven himself suggested

that the motive at the beginning is " Fate knocking
at the door." Yet all is not sadness even here; what-

ever struggles there may be in the first movement,
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the lovely Andante suggests the " peace which passcth

understanding," the peace that comes of acceptance

of God's will ; and in the Finale there is the splendid
strength of a spirit which has conquered itself.

In the Sixth or " Pastoral " symphony, Beethoven
tries something new; turning his hack on human
nature, which has occupied hin in tht preceding
three works, he goes out into the woods and fields.

This symphony is a poem of country life. The method,
as well as the subject, is new. Here for the first

time in the series we find a definite " programme,"
a story told in detail, with even the songs of birds

and the roar of thunder represented. The movements
bear the following titles :

" I. The cheerful imr "s-

sions excited on arriving in the country; II. B he
brook; III. Peasants' merry-making; IV. Storm,
and the shepherds' hymn, gratitude and thanksgiving
after the storm." It is worth noticing, however, that

in spite of all this " scene-painting " there is also a
true musical expression of emotions; the music not
only tells a story, it expresses the inner feelings that

this story arouses. Indeed, no music is fuller of the
good cheer, the quietude, Jie health, of the green
fields.

In the next two symphonies Beethoven gives free

sweep to the love of humor, the whim and mischief,

which were such an important part of him. The
Seventh has been called, by Wagner, " the apotheosis

[glorification] of tht dance," a name which ex-

cellently fits such a carnival of lively rhythms.
Throughout the body of the first movement, after the
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slow introduction, we are carried along by the

persistent rhythm as of a galloping horse. The
Eighth abounds in those sudden changes, those sur-

prises of all sorts, which its composer so loved. He
seems to have thrown over his sense of dignity and
to be indulging to his heart's content in the wildest

antics. In the second movement he has a pleasant

f
joke on his friend Maelzel, the inventor of the metro-

* nome, that clocklike instrument which ticks the time

at which a piece is to be played. The wood-wind in-

struments tick in this way almost all through, while

the violins play the graceful melody.

Toward the end of Beethoven's life he was sad-

dened by the wickedness of a nephew he loved dearly,

by his deafness, and by being so poor that he had to

write pieces he didn't care for in order to make
money. He turned to his religion for comfort, and
the wonderful Ninth Symphony', in which a chorus of

voices is added to the orchestra, is the expression of

his religious faith and hope. It is full of a lofty

trust, a resignation to the ills of this world, and a

divine peace. There is much that is mysterious and
hard to understand; but the more you hear it the

more you will feel that it is truly the crown of this

noble series of symphonies.
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CHAPTER XV
AT A SYMPHONY CONCERT (Continued)

MODERN SYMPHONIES

TTERR FELIX WEIXGARTXER, in his little

book on " The Symphony Since Beethoven,"
compares the nine symphonies of that composer to the

peaks of a great mountain range, standing high ahovo
eveiything else in the land of music. We may also

find in this land, he says, " many a pleasant range of

hills, and many a romantic cliff, that can fascinate

and charm us." But in order to enjoy these lesser

beauties, such as we find in many modern sym-
phonies, " we must turn completely away from
Tjcethoven." So true is this that composers them-
.-'^ives have realized it, and have perhaps hardly tried

to r'""al the majestic forms of the master-builder.
Tl, y have been content to imitate from afar his

method of building, and to trust to the novelty or
charm of tlieir themes, or to the brilliancy of their

harmonic and orchestral coloring, for their appeal.

Of such composers, of whom there have been many,
we may select six as being on the whole the most
important. Three of these, Schubert, Schumann,
and :Mendelssohn, lived in the first half of the nine-
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tecnth century, just after IJeethoven. The ntlicr

three, Brahuis. Tschaikowsky, and Dvorak ([)r(>-

nounced Dvorzhalik) belong to the later half of the

same centurv, and died not many years ago,

Franz Peter Schubert, l)om in 1797 in Vienna, died

there after a short life sjxmt entirely in composing,

and in great poverty, in 1828. He is famous chiefly

for his songs, loved wherever music is known ; hut he

composed also many piano piece- and other instru-

mental works, and ten symphonies, of which only

two, one in C-major and one in B-minor, kno^\^l as

the " Unfinished," are now heard. These both

abound lu graceful, appealing melodies, of which a

good example is the secnnd theme of tlie first move-

ment of the " I'^nfinished," played by +he violoncellos,

shown in Figure XX. You will notice that it has

more of the tenderness of a song than of the largeness

and grandeur we expect in a symphony.

This songlike or " lyrical " grace is what we al-

ways find in Schubert, so that he is often called a

" lyrical sympiionist." "We do not find the strt 'h

and the balance of form, the architectural quality, of

Beethoven; and this is partly due to the very good

qualities we do find—Schulxrt, as we say, " has the

defects of his qualities." For it is in the nature of

a song to be complete in itself: its phrases balance

each other, one leads into the next, and the last brings

entire saiisfaction. The song is therefore not so well

suited to be the germ or seed of a large work like a

symphony as the short, striking motive, like those in

Figure XIX, which is in itself only a fragment, and
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At a Symihony Concert (Continued)

so absolutely requires to be developed or made to prow
into a larger whole. Sehubert cannot work out bis
themes with the effect of gradual unfolding s„ mag-
nificent in Beeth'-ven, because they are really finished

things at the star^ ; M-hat he does do is to repeat them,

FIGURE XX.

Alltgro mederato.

' 4
ScHustRT

: Unfiniit.^d Symphony.

! I Kk I I Ik

often with slight changes, but not with enough of
novelty to keep us constantly on the alert What
saves him is the magical charm of the tunes them-
selves, and tl > glow and shimmer of the colors he
weaves about them. These are so delightful that
most of us will agr( , with Schumann, who said of
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his C-major svnipl'iny, which lasts over an hour, that

it was " of lioavciily length."

Schumann hiui.sclf, though he was first of all a

composer for the piano, wrote four symphonies and

several fine overtures,* in which the music is so full

of life and so throhs with healthy, manly feeling that

we willingly forget certain weaknessis of form liko

those of Schul)ert. A more serious drawback is

Schumann's lack of skill in orchestration. It ia

strange that he, who had such a keen ear for all kinds

of " color " effects on the piano, should have written

heavily and monotonously for the orchestra. It was

partly because he did not feel sure of the individual

instruments. Here is an odd example. The first

symphony opens with the call for the horns shown at

Figure XXI (a). This was originally written as at

FIGURE XXI.

(a) Andante un poco maestoso.

^
ScHUMAHM : First Symphony.

=. =- s

"tfr
3r-7-r-
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1

(6), but could not be satisfactorily played by the

horns then in use, l)ecause the G and the A were

dull and iiiffled, so that the effect of the passage,

wh: -h su-uld be stirring, was almost laughably halt-

' The overture is a single movement for orchestra, usually in

sonata form, but sometimes, when written as an inroduction to

sn opera, made up without any definite plan from the chief melo-

dies of the opera itself.

178

^^'';:'.^'^m!^-:'^^^^¥tm^.-mm



w w^,

M

At a Symphony Concert (Conlinurd)

I'ng. It was af Arrn(MH.sol,„\s nupf^sfum fl.af fhu
notes were ehanped. JJoinff so urux-rtain of wl.at
particular inMtrument.s rf„il,| or rouMn't ,\n Shu-
mann " doubled " the different iustr-nnents (that is,

put two or more on the same melod-) „ntil often all
variety was lost. Tsinf^ all the '

fforent kinds too
constantly, he saved nothing for r irast.

There used to he a story, years ago, in Boston, of
a theater manager who summoned to his office a
new coraetist he had engaged a day or two before
and .aid to h -

:
- See here, yo.mg man, I noticed at

tlie performance last night that about half the time
you were not playing. What do you mean bv l>eing
80 lazy?" The player replying that at those mo-
nients he " had a re-t/' the angry manager went on:
Uh, you had a rest, did you ? Well, I didn't en-

gage you to have a rest, I engaged you to work;
and if you don't work I shall .Hscharge you." Little
fl«d that manager know that in a -ell-written
orchestral tcore the rests a., as impo: t as the
notes.

It is worth while for you to ^^y u. notice the heavi-
ness, the lack of contrast, in Sci , .ann's orchestra
as compared with the ', illiancv .,f Dvorak'^ or
Ischa.kowsky's, be.anse only by iiotirir.g such dif-
ferences do we cultivate our taste and learn to know
the best from the less than best. To help vou t/> see
such differences, which may seem little .' nough at
nrst, IS one of the chief purposes of this book. But
do not let such knowledge make you contemptuous;
the person who sneers at everything, who says
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" Schumann is overrated ; he didn't even know how

to use the orchestra," is almost worse than the person

who swallows everything whole; indeed, the reason

we try to see the faults clearly is that only when we

do can we fully appreciate the virtues. And in this

case there- are plenty of virtues to admire. Schu-

mann is a great master of noble, living melody, as in

the first movement of the First Symphony ; of quiet,

thoughtful, serious feeling, as in the lovely adagio

of the Second Symphony; of grand, mysterious

harmony, as in the movement in the Third marked

"Feierlich" (''Solemn"), inspired by a visit to

Cologne Cathedral ; of restless passion and tender

longing, as in the " ^Manfred " Overture. It is far

better to have something so well worth while to say,

even if one says it haltingly, than to be glib of tongue

and empty of mind.

Felix Mendelssohn-Barthohh', an elegant gentle-

man of wealth and cultivation, clever with pencil and

pen, a good dancer and horseman, a charming letter-

writer, and the idol of the musical world during his

short life, was born in Hamburg, Germany, in 1809,

and died at Leipsic in 1847. As we sliould expect

from his personality, his music, of which he wrote a

great deal and of many kinds, is more graceful and

refined than earnest, deep, or powerful. He was a

man of poetic imagination, appreciative of the

beauties of nature and of other arts than music,

especially literature; and his best works, such as the

" Italian " and " Scotch " Symphonies, and the over-

tures " A Midsummer Night's Dream," " Ruy
180
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At a SympBony Concert (Continued)

Bias," and " Hebrides," were suggested by places or

books, and are descriptive.

Not that he was a " realist " or writer of programme

music. He seldom tried to make music tell a definite

story, or introduced into it the sounds of the outside

world (although he does give us the " hee-haw " of

the ass that Bottom was turned into by the fairy in

the " Midsummer Night's Dream "). His idea was

rather to write in the classical way, making beauty

of form and the expression of inner feelings his main

aim, but to give both in his titles and in the music

itself hints of some special story or scene. He stands

half-way between the purely classic composers and

the realistic writers of to-day. In the " Pilgrims'

March " (second movement) of the " Italian " Sym-

phony, you can see mirrored in the regular rhythm

and the tranquil melody, if you care to, a procession

of holy pilgrims; or if you prefer you may simply

enjoy the grave beauty of the music, orchestrated

with Mendelssohn's usual clear and transparent color-

ing.

One of the most important of modem composers,

perhaps the only one who in nobility of style and

mastery of musical architecture approaches Bee-

thoven's level, is Johannes Brahms, who was born

in Hamburg in 1833, and died at Vienna in 1897.

He jccupies a position all his own; he was little in-

fluenced by the modern tendency to care more for

richness of color and for vividness of expression than

for solidity and beauty of form ; he passed his long

and uneventful life in the pursuit of an ideal which
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like Baoh's was too high to be understood by many

;

and while some critics do not hesitate to place him

with Bach and Beethoven (the now famous " Three

B's ") others call him dry, dull, and old-fashioned.

The explanation is that Brahms, though a man of

deep feelings, used his head in his music quite as

much as his heart. ITe loved to think for himself,

and to require thought from his listeners. TLiis, like

Beethoven, he was a master of the art of thematic

development, of bringing out of his themes, gradu-

ally, all the possibilities they contained. Take the

main motive of his Second Symphony, for instance;

like that of Beethoven's Fifth, it is a mere fragment

of four notes, and oddly enough in the same rhythm,

too, of three shorts and a long, though differently

accented. Out of this simple motive Brahms slowly

weaves the richest, most varied patterns; it is

squeezed into a smaller space or stretched out into a

larger, it is tossed about from player to player, con-

stantly it appears in a new light. In short, Brahms

shows himself here as elsewhere a master of musical

logic.

But on the other hand he is so clever at working

out themes tliat he does not always stop to ask him-

self whether a theme is worth such elaborate treat-

ment. Sometimes it seems to us that he throws away

his skill on dry, empty bits of time, that no amount

of dressing up can make look anything but ugly.

And even when his melodies are beautiful—and no

melodies in the world are more beautiful than, say,

the second theme in the Allegro of the Third Sym-
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phony, or the main theme of the Adagio in the

Fourth—he may take them throiigli so many twists

and turns that we can only follow them by attending

very closely; and if we are dull or lazy we are apt

to blame the composer.

Another thing that mal-ss Brahms's music fail to

appeal to a good many people is that he cares little

—

perhaps too little—for " effects." He is more in-

terested in his iiusical thoughts themselves than in

the way they are going to impro-s his hearers; he is

like a man so eager to say somt ing that he does not

stop to be oratorical, to wheedle or dazzle or frighten

his audience. Someone has said that his muisic

'' looks better than it sound?," meaning that the

musical ideas—the melodies and harmonies—impress

a trained reader of the score more than the actual

sounds impress a hearer who has not previously

studied them. It is true, I think, that the tone color

fi Brahms's orchestra is far less bright, rich, and

varied than tha+ of most other great modem com-

posers. He combines bis instruments in such a

manner that the sound-mass is often " t ic^c " or

" 8i''V>" -nd he does not write for each single instru-

ment so as to " shoAV it off " to the best advantage.

But on the other hand his ideas themselves are rather

grave and noble than charming or brilliant; and good

critics have held that his dark coloring is just th(

riglit kind of a bod} to match the soul of his music.

It is when we contrast Brahms with TscbiJikowsky

or Dvorak that we best appreciate the peculiar quali-

ties of each. The latter composers are easier to get
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acquainted with ; they appeal to ua more quiokly and
at first more strongly; their ideas are simpler, their

coloiing richer, and they are less interes'ad iu the in-

tellectuj 1 than in the emotional sido of music.

Peter Ilyitcn Tschaikowsky, the greatest of Rus-
sian composers, was bom in 1840, and died in 1893.

To a love of graceful melody' such as we find in th.

Italian operas, he joined a fondness for the monot-

onously repeated rhythms and the minor strains of

the melancholy Russian folk-songs, and a passionate

intensity of feeling whic'^ fills hig music, now with

the deepest gloom, now with slow climaxes leading to

wild outbursts of unrestrained excitement. Many
opposing elements enter into his musical nature.

There is the love of pure and simple tunefulness

which we see in such a melody as the second theme of

his " Pathetic " Symphony ; there is an almost un-

healthy melancholy, a " luxury of grief," which we
feel particularly in the same work, in the first and
last movements; there k a delight in sheer noise and
fury, like the delight of savages in crude colors,

which is shown most clearly in the ear-wounding dia

of the " 1812 " Overture.

His fondness for deep gloom led Tschaikowsky to

u?'^ the lower tones of the bass instruments in the

orchestra in a highly original way. Such a use of

the bassoon, the bass clarinet, the violoncello and
double-bass, gives a characteristic somber coloring to

many passages in his scores. Take, for instance, the

impressive opening of the "Pathetic" Symphony
(Figure XXII). Against held tones in the double-
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basses, the first bassoon plays three times a motive
of intense sadness (the main motive of the sym-
phony) the pliraae being completed by the san :. mo-
tive played once again in the more intense tone of
the violas. Thi^ eloquent phrase ac once establishes
the mood of gloom which is never lon£ relieved
throughout the work.

Adagio.

FIGURE XXII.

TscHAiKOWiiKT :
" Pjithctic " SytLpbony.

cres • - cen . . . do.

Yet as I said Tschaikowsky's despair is always
lashing itsdf into wild fury; and at such times he 13
as overpoweringly strong and brilliant as at others
he IS dark and forbidding. One of his great climaxes,m which a steady advance of trumpets or trombones,
often against a persistently held bass-tone like the
pedal of an organ, and bursting at last into all the
gorgeousness of flashing strings, screaming wood-
wind, and blaring brass, brings the tears to one's eyes
an sends thrills coursing up one's spine. Such
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mastery of the resources of the orchestra is mar-

velous ; all its colors charm us in turn at the com-

mand of this magician. Only after the excitement

is over do we wonder if there is not something im-

wholesome, something almost mad, in this whirlwind

of feeling. As we calmly go over the music in

memory we miss the tranquil beauty, the perfect

balance of form, the gradual, orderly advance of the

musical thought, that is so satisfying in the music of

Braluiis.

Antonin Dvorak, a Bohemian by birth (born 1841,

died 1904), though less sensational than Tsohai-

kowsky, is no less a master of the orchestra. Sim-

plicity and grace, a childlike innocence, a sweetness

and melting beauty of tone, rich harmony and the

elastic rhythms of the dance, we find in his music.

Of his many works for orchestra the best kno^\^l are

the Slavonic Dances and the Fifth Symphony, called

" From the Xew W^'orld," because it was written in

America, and on themes suggested by the melodies of

the American negroes. This sj'mphony, a favorite

with our audiences, is a splendid example of its co a-

poser's art. Its melodies are tuneful, sprightly,

easily followed ; its harmony is both clear and rich

;

its rhythms full of " swing " and sparkle. In ex-

pression it ranges from the joyous freshness of the

first and last movements, and the bubbling gayety of

the scherzo, to the appealing sadness of the exquisite

Largo, said to voice the homesickness of the com-

poser among foreign scenes and people.

The musicians we have studied in this chapter are
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At a S^Tnphony Concert (Continued)

80 various, botli in their ideals and in tlieir methods,

that I am afraid you may be bewildered, liere at the

end of it, to know just what you have really learned,

just what is the moral of it all. The moral, I think,

is this: While we sho ild try, at a symphony concert,

to feel these differences, to see how Brahms, say, is

more concerned with what we called in Chapter I

the " aesthetic appeal " of music, and Tschaikowsky
with what we called the " sensuous " and the " emo-
tional " appeals, all good symphonies can be listened

to, and ought to be, chiefly for the beauty of the
music itself, and not for any story they tell or pic-

tures they call up. We should learn above all to

fi.llow attentively the themes, and their development,
which are to a s\-mphony what the characters and the

plot are to a story. The question is often asked:
What does such-and-such a piece of music " mean "

?

—as if the meaning of it could possibly be put into

words! If it could be, therp would be no need of
the music. Music cannot be translated ; the attempt
to translate it, as when we say :

" This piece is a
pair of lovers walking through a forest," only be-

fuddles our minds. Say rather, if you like, that it

13 a pair of melodies going through a series of tonal

adventures, and follow them so closely that you know
just what happens to them at every turn. Only thus
can you understand them not as vague emotions
vaguely expressed, but as a work of musical art,

clear, definite, orderly, and beautiful.

i
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CHAPTER XVI

AT A SYMPHONY CONCERT (Continued)

PROGRAMME MUSIC

WE have already seen, in the chapter on " Music
that Tells Stories," that in addition to arous-

ing certain states of feeling or moods in us by what

we called " subjective '' expression, music can suggest

by " objective " expression the objects of the outside

world, horses, waterfalls, thunder, the ocean, a.
' so

on, and can even, by showing us these things in order,

tell us stories, though much more vaguely than words.

We saw what its methods were for doing this: first,

defiiii'c titles such as "Pastoral" Symphony or

" Manfred " Overture, and even little stories printed

out complete, called " programmes " ; second, sugges-

tions by the music itself of motions and speech, of

disagreeable things by dissonances and of agreeable

things by consonances, of " light " or *' heavy

"

things by high or low tones, and so on; third, actual

imitations of the sounds of the outside world, such

as the songs of birds or the whistling of wind ; and

fourth, by the use of leit-moiive or " leading motives,"

themes which we connect with particular persons or

ideas, such as are used constantly in Wagner's music-

dramas.
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We also saw that this descriptive kind of music was
called " programme music," and that the composers

who have done most to make it popular are Berlioz,

Liszt, Richard Strauss, and some others. The names
most frequently used for pieces in this style are

" overture " and " symphonic poem." The latter is

ratlier inaccurate. The wo^d " poem " is used, I

suppose, to suggest that the music is poetic in the

sense that it describes or paints, as words do. As for

"symphonic," it means strictly "on the plan of a

8}-mphony or sonata," and that is just what the sym-

phonic poem is not, being, as we saw, perfectly free

in form, and consisting of a single movement instead

of three or four. What the word is meant to sug-

gest is merely that the work is written for orchestra,

and is based on definite themes first dimply presented

and later developed; but the c-der in which they ap-

pear is decided not by any fixed scheme, but by the
" programme."

Although Beethoven's Pastoral Symphony and one
or two of his other works opened p the path to

programme-music, the real pioneer, the first composer
who devoted himself almost entirely to this way
of working, was Hector Berlioz (1803-69), a
Frenchman. Like most of his countrymen, he had a

keener sense of the dramatic or story-telling side of
art than of general expression and formal beauty.

His melodies are odd, distorted, rambling, his har-

mony is often thin and strained—the "hords do not
flow naturally one into another: almost the only
branch of pure music in which he shows mastery is
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orohpstration, for which he had a delicate and sure

instinct. His chief importance lies in his having

shown, in such works as his overtures " The Corsair,"
" King Lear " and " Roman Carnival," his " Harold

in Italy " and " Romeo and Juliet " s.>Tnphonie3,

and above all in his " Fantastic Symphony," how the

dramatic vividness of onera could be introduced into

the concert hall.

The object of his " Symphonic Fantastique," which

is in five movements, is to tell the adventures of

" a young musician of unhealthily sensitive nature,

who has poisoned himself with opium in love-sick

despair "—a story, you see, in which the agonies are

piled up in a way that makes us smile, but which

Berlioz, who was nothing if not in earnest, took

seriously enough. In the first movement we see the

hero in love, nuiddened by jealousy, but for a time

comforted by religion; in the second he is in a ball-

room, indifferent to the whirl of the dancers, dream-

ing of his ladylove; in the third he goes to the

country, and hears the i)iping of shepherds and the

rumble of a summer thunderstorm; in the fourth he

dreams that he has killed his beloved and is march-

ing to be l)eheaded at the stake; and in the fifth and
last he fancies himself dead and in the spirit world,

surrounded by shrieking witclies, among whom ho

sees his lady once more, horribly changed.

The most interesting point about this curious

jumble of the frightful and the ridiculous is the use

nuide of a "leading theme" which stands for the

lady, and is heard wlienever the thought of her occurs
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to her lover, which, I hardly need tell you, is very
often indeed. The beginning; of this theme, called
" I'idee fixe," or the " fixed idea," is shown in Figure
XXIII, a: not a melody of any great beauty, you

FIGURE XXIII.

(a) Allegro agitato. Bbrlioz: "Fantastic" Symphony.

-a
X

notice, l)ut striking enough to be renieuibered, and
to serve as a label. Berlioz develops it very little,

merely re{x^ats it whenever it is needed by the story.

For instance, when, in the fourth movement, our
hero has finished his march to the stake and stands
witli his head upon the block, we liear four measures
of the theme. Alas! it is the last time lie will tliiuk

of her in this world; for down comes the ax (a tre-

mendous crashing chord of the full orchestra) and
the death rattle follows on three kettledrums! Tho
only real change in the theme comes when th(^ lady
is transformed into a witch; this is shown in Figure
XX HI, 6.

Franz Liszt, whose piano music we have already
considered, used in his orchestral works, most im-
portant among which are the " Faust " and '* Dante "

symphonies and the series of thirteen Svmphonic
191
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Poems, the method of Berlioz, but applied it with less

crudeness and with more musical skill. His " pro-

grammes " are less realistic and laughably matter-of-

fact than Berlioz's : they deal chiefly with strikingly

contrasted characters, ideas, or moods, which music

can satisfactorily suggest. In the " Faust Sym-
phony," for example, which is rather a series of

three symphonic poems than a single work, each move-

ment bears the name of one of tl)e three characters

in Goethe's poem: Faust, Gretchen, Mephistopheles.

The ^] .-st presents in four themes a picture of Faust

;

his despair and loneliness (Lento), his strivings and

hopes (Allegro agitato), his ideals (Andante), and

his pride and energy (Grandioso). The second is a

musical sketch of the gentle Gretchen. In the third,

Mephistopheles, the evil one, appears and makes

sport of Faust—an idea suggested by using in a dis-

torted form the theme of Faust's ideals from the first

movement.

Liszt thus not only carries further Berlioz's idea

of connecting a leading theme with each character of

his drama, but by making the musical treatment

of these themes follow the course of the story he

secures a " thematic development " which adds much
to the interest of the music as music. This we see

clearly in such a work as his sjTuphonie poem, " Les

Preludes." The programme here is from a poem of

Lamartine beginning " What is our life but a series

of Preludes to that unknown song of which death

strikes the first solemn note ? " " Love," the poet goes

on, " is the enchanted dawn of every life " ; but later,
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At a S;^Tnphony Concert (Continued)

he says, con.'js some storm, some misfortune, which
drives us to seek comfort in the peace of country life.

From this we are roused by a call to war, to struggle
and strife, and in this fight with the Torld we regain
a feeling of our own power. Following the plan
thus suggested, the composer divides his " poem "

into six sections, thus: I. Introduction; II. Love;
III. torm; IV. Country life; V. War; YI. Con-
clusion.

The most remarkable thing about the music itself

is the way in which Liszt makes it all out of two
simple themes, transforming them in all manner of
ways to get just the expression he needs. In Figure
XXIV I have set down the chief forms of these
themes, noting the sections in which they occur. Let
us run through them, admiring the skill with which
they are adapted to all uses.

L (a). Andante. The first three notes form the
main motive of the entire composition. This passage,
which opens the work, strikes at once the right mood
of solemnity.

{h). The same motive forms th.. basis of a pom-
pous passage in the low str ts and brass.

(r). The 'cellos sing w motive, the second
root-idea of the piece, i .le fourth measure you
will notice echoes o^ ^be first motive in the bass.

^

n, (d). The second motive, suggesting ''Love,"
richly orchestrated with horns, strings, and harp.
in. (c). Motive I, so changed as to suggest the

approaching storm.

IV. (/). A Kew motive, hinting at the }>eac€ful-
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nes9 and charm of the country. This is later com-

bined with the '-' love "-theme in (g).

(a) Andante.

FIGV P XXIV.

Liszt: Symphonic Poem, "UiPreludei."

(b) Andante maestoso.
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At a Symphony Concert (Continued)

V. (h) Warlike trun,pets blare forth another
form of the first motive, and later the second is heard
similarlj transformed. '

VI. (i). The work ends noisily with a lenethv
treatment of the first theme as at (b).

There is, of course, a good deal of trickery and
n^ore cleverness about these changes of the themes.
The transformations, especially (h) and (i), seem
-ore 'tho.yht out" than natural, and the original
character of the theme is often quite lost. Never-

nterest han Berlioz's mere repetitions, and in thehand, of an even greater musician than Liszt-
Eichard Strauss-it has produced some fine works

Strauss, who was born at Munich in Germany in
864 and is thus still a comparatively young man,has already written such a remarkable series of sym-phonic poems that he has overshadowed all oihercomposers of programme music, such as T.-Vikow-

sky, Samt-Saens, and Dvorak. He has made the pro-

n c t.day practically means Richard Strauss's

8 6 iA . n ?'^^"''^" ^''^^)' "^^tacbeth"

<'tTv]'
^'"'^ "^^ Transfiguration" (1880),

[i9Ji), Don Quixote" (1897) "A

y show, m the firsl place, a positive genius
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for hitting off in brief themes, often mere fragments

of a few notes, an i'lea, mood, or character. Such

themes are as different as possible from the graceful,

balanced melodies of classical music; they abound in

odd and even ugly turns, in wide jumps impossible

to sing and hard to play, in highly striking, unfor-

gettable rhythms. Secondly, Strauss's harmony is

as original as his melody; he is constantly sliding

about restlessly from key to key; he is fond of the

most frightful discords, and in the later works seems

to revel in absolute noise ; he closes " Zarathustra m

two keys at once! In the third place, he uses a

gigantic orchestra (more than a hundred players),

with a perfect regiment of blaring trombones and

trumpets, and though he understands all the instru-

ments perfectly he likes to use them in queer ways,

making them scream and snarl. Finally, while he

docs not care to use the classic sonata and other

forms, preferring to follow freely the order of events

in his programmes, he is a great master of form, so

that his works are well balanced and of good propor-

tion, with plenty of contrast, and yet not sacrificing

unity.

For the purpose of study, for those who are either

not familiar with his style or not in sympathy with

the extremes of ugliness and noise to which he has

forced it in the " Hero's Life " and the " Domestic

S^-mphony," we may choose an early work like

"Death and Transfiguration," of which one of his

best, critics, Mr. Ernest Xe\vman, has said that " As

regards the union of pure form with unalloyed purity
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of tbi perhaps mostmaterial

has done."

The programme, a poem by the composer's friend,

Alexander Ritter, describes a dying man in his small,

dimly lighted room. There is no sound but the

ticking of the clock. He dreams of his < ildhood.

He awakens to fight once more with death. Ex-

hausted, feverish, he remembers the days of liis fresh

youth, and of his later struggle to reach his ideals.

But in the midst of these thoughts of the victories

over the world that he has never been able to make
" clangs the last stroke of Death's iron hammer."
Then at last " from the heavenly spaces sounds

mightily to greet him what he yearningly sought for

here: deliverance from the world, transfiguration of

the world."

Tho music begins with a steady pulsating rhythm,

agaivst whidi soon sounds tho Death-motive, heavy,

weary, somber (Figure XXV, a). To this are

added, in the same section, the motive of Memory
(h) and of Childhood (c), both wonderfully express-

ive. Suddenly, however. Death attacks the sick

man, and in the second section (Allegro molto

agitato) there is a fierce struggle until, exhausted,

he sinks back just after the first phrase of tlio tlicmo

of Transfiguration has been heard (Figure XXV,
d). In the third section (Meno mosso) he sees

visions of his past life (the Childhood and other

motives). The struggle comes on again, and this

time ends in a wild climax, and the strokes of a gong
and the sound of harps suggest the passing of hi^ soul.
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FIGURE XXV.

Strauss : "Death ud TranifiguntioB."

(A) Lar^o. Sva^

pi^S^
doke.

(ir) ia»-£^o.
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So far, mingled with much expressive and Ijeauti-

fiil music, there has heen a great deal that is noisy

and over-realistic. But now, in the fourth and last

section, the transfiguring of the man after death, his

deliverance from pain and his entraiiv.^ into peace

and divine joy, is depicted in the broad, noble, and

solenm music beginning with the Transfiguration

theme in C-major (moderato). Brass, wind, and

harps, and later strings, work up this theme with

splendid power ; bits of the Childhood theme are in-

terwoven, with Strauss's wonderful skill (Figure

XXVI, o) ; a magnificent climax is reache 1 ; it dies

away, and in pianissimo the Transfiguration theme is

heard still again in horns, trum|)ets, and s rings

(Figure XXVI, b), as if wafted across the lieavenly

spaces. This entire passage desen'es carefui ?tudy;

it is one of the most exalted in feeling, H.e most

stoutly built in form, in all orchestral music.

If Strauss had always chosen " programmes " as

suitable to music as this, and had always respected the

necessary limits of musical expression as he has for

the most part here, we should have been spared much

i

-etc.

^

FIGURE XXVI.

Strauss • " Death and Transfiguration.'

^Childhood."

I
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that is petty, ugly, and repulsive. But once a musi-

cian has turned away from voicing feelings, and tried

to paint the outside world, especially if he is a man
as fond of exix?riment as Strauss, there is no telling

where he will end. Thus in " Dun Quixote " we
have a " wind-machine " introduced into the or-

chestra, and we have the bleating of the sheep imi-

tated ; in " A Hero's Life " we have shrill ugly

phrases on the wood-wind instruments to represent

the chattering of the hero's enemies; and in the

" Domestic Symphony " we see the musician using

Lis vast orchestra to produce the squalling of a baby

!
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At a Sympbony Concert (Continued)

Sucli tliini:s, which seem rather the abuse than the

use of genius, together with the fact that the melody

of Stra!'^-" '^'^''onies more scrappy and uninspired

with e. Ail new von, has suggested to many critics

the qv '^'i 'ti whe bt . music is to-day really moving

forwar I or ')<!'*kwar J.

This is too large a question for us to consider here.

All we can do is to ask ourselves a few questions,

which very likely each one of us will answer differ-

ently. What music wears the best: the music of

Beethoven, with its classic forms treated with the

independence and yet the reverence for great natural

laws of the master, and its general expression of

moods; that of ihe " romanticists," with its less per-

fect structure and its apjieal to our imaginations ;
or

that of the "realists," with its forms determined

entirely by programmes and its interest in outside

ubjeets rather than inner emotions? Is the great en-

largement of the modem orchestra, with the promi-

n<'nee of the brass instruments and their tendency to

overpower the more varied wood-wind, especially in

onr large concert halls, an unmixed advantage? Can

nuisif deal with a matter-of-fact story without losing

some of its ideal beauty, or, on the other hand, can

it preserve this beauty without sacrificing vividness

and accuracy in illustrating the programme? Ta

•• melody " the '' soul of music," or is it merely the

toy of artistic babies?

V.iu-h of us must answer these questions for

liiuisclf, as seriously and yet as open-mindedly as

possible. We may know beforehand that, however
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we answer them, somebody will disagree with U9.

We shall do well, therefore, to realize that in a world

where there are many kinds of people there must be

many kinds of art; yet this knowledge need not inter-

fere with our clinging with all our love and devotion

to the particular kind, whichever it is, that best satis-

fies our own instinct of what is most deeply expressive

and most richly beautiful.
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CHAPTER XVII

AT A SONG RECITAL

IX reading the last few chapters you must, I think,

have felt it growing more and more clear that

even in " pure " or " absolute " music—that is, in

music without words—there are two qualities more

or less opposed to each other, qualities either of which

is apt to thrive at the expense of the other. They

may, perhaps, be combined without loss on either side

in the greatest masterpieces of the greatest masters;

but in lesser works one or the other is apt to suffer,

r^r-; positions of the most exquisite musical beauty

—

of melody and that architecture of different

1 ..es which we call form—are often lacking in

vividness of expression: or at least the general ex-

pression is what strikes us more than the details of

the expression. This is the case in most classical

music. On the other hand, pieces which stick closely

to their programmes, illustrating each step in detail

(Liszt's symphonic poems, for example), are apt to

lack unity, balance, and symmetry as a whole. The

ideals of " musical beauty " and " dramatic truth,"

as we may name them, are hard to follow successfully

at the same time.

lu all music with words, of which the solo song
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and the opera are the most important branches, this

struggle between the two ideals is even more fierce;

for here the programme runs along hand in hand
with the nnisi(, never leaving it free for a moment.
Most of the famous quarrels in the history of opera,
such as that between Gluek and Piecinni, or that
over Italian and German opera, have arisen from this

conflict of ideals. Xor has the histor; of song, wliich
is. so to speak, opera in little, been frt-o from similar
ditferences of opinion, often bitter.

The songs in which the ideal of musical beauty is

most singly followed are perhaps the folk-songs, or
songs growing up naturally among the common
Fople, anil not written by any one composer, such
as are found in great numbers in all countries. The
Germans are particularly rich in such songs, as you
may see by looking at any good collection such as
that of Erk in the Peters Edition, in which are found
also many songs by great composers in the style of
folk-songs. Haydn, Mozart, Beethoven, Schubert,
Weber, and others did not scorn to cast their ideas
sometimes in this simple mobl, any more than the
great German poets, Goethe, Sihiller, and Heine,
scorned to write equally simple songs and ballads.

One of the best-known of these folk-stvle songs is
" Lorelei " ';' The Loreley "), the poem by Ileinricli

Heine, the music by Friedrich Silcher.i If you will
pMidy this, you will find that the composer's aim
has not been to give the expression of each word or
line, but rather to make a charming melody. The

' Erk's collection, Peters Edition, page 64.
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form is most simple: eight phrases of equal length,

the ^irst two pairs balancing each other, the +hird

giving the contrast, the fourth restating the original

idea, with a slight climax to make an effective end-

ing. Exactly the same music i? used for each stanza.

The accompaniment is not striking in any nay

—

merely a series of harmonies to support the tune.

Xow there is no doulit that from one point of

view Silcher's setting of the woras is imsatisfying.

Heine's poem is very dramatic—it is a . omplete little

drama or story. Beginning hy telling how he is

haunted by an old legend of the Rhine, going on to

a description of the calm l)eauty of the river as he

sees it in the waning light, the poet then suddenly

imagines himself back in the old days, and recounts

how the Loreley, a lovely maiden, sits combing her

hair with a golden comb and sing-'ng a " wcndrou3
song '"

; how the boatman, fascinated, does not see the

reef toward which he drifts; and how the billows,

surrounding him, swallow him up. Yet for all this

varied and thrilling tale we have the same graceful

iiiolody and quiet accompaniment, over and over

again
! So it is in thousands of folk-songs, and songs

in the folk-style, of all nations. Such sorgs are

seldom '* dramatic," in the sense of trying to illus-

trate their story in detail, like a set of moving pic-

tures. They are "lyrical"; their aim is to arouse
in us a single vivid mood ; and this they can l)est do
by musical beauty. If either the words or the music
have to be sacrificed, then so much the worse for the
words

!
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As music constantly advanced in exp cssire power,

however, and as musicians came to be men of more

taste and education in matters outside of music, they

sought, and found, ways in which they could pay

greater attention to the poetic and dramatic part of

their work, and thus created another kind of song,

the "artistic" song. In the best of such songs

musical beauty and dramatic truth are equally strik-

ing ; in tlie less successful ones the music suffers.

One of the first signs of the change was that com-

posers began to pay more attention to what is called

" declamation "—that is, to giving the right accent

and amount of time to the important words, and not

making unimportant ones stand out. It is remark-

able how careless the old composers (as well as some

more modern ones) were in this matter; and unless

they took particular pains the poetic rhythm and the

musical rhythm were almost sure to be at sixes and

sevens, because all good poetry has many varieties of

rhythm, as we saw in Chapter IV, while musical

phrases are apt to have their accents in the same

places. Take, for instance, the first two lines of

" The Loreley," which may be translated:

I know not what it betokens

That I such sadness know.

The words that should be most accented here, to

bring out the sense, are " know not " and " sad-

ness " ; but in Silcher's tune, the opening phrases of

which are shown in Figure XXVII, a, no attention
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(a) Andante.

At a Song Recital

FIGURE XXVII.

SiLCHBR :
" The Loreley."

I knov« .ot what it be-tok - en* That : luch udneu know.

(b) Moderalo: Parlando.

LI -J
Liszt :

" The Loreley."

1 1

is paid to the fact; tlio tune goes at its own sweet

will, emphasizing "know . . . betokens, I . . .

know," and leaving *' sadness," the key word of the

whole sentence, quite buried.

Xow compare with this the same part of Liszt's

petting (Figure XXVII, V), and see how much truer

his " declamation " is. Just the right prominence is

given to " I know not " and to the " I " that follows,

and " sadness " comes out clearly as the chief idea,

cvon being repeated tu make it more emphatic. In-
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deed, the effect is almost as if the lines were spoken

instead of sung, and. Liszt marks them " pnrlavdo
"

—'* spoken." The music is not a tune at all ; it has

not the musical charm of Silcher's ; it is - speaking

or reciting in musical tones, called " recitative."

These brief examples show us a great deal as tx

the differing effects of the folk-style and the dramatic

style. The first is more beautiful, more tuneful ; the

second is more realistic, it throws the words into the

front at the expense of the music. It is a suggestive

fact that the composers richest in melody are exactly

the ones most apt to ride roughshod o/er the words.

Even Schubert, in many ways the greatest of song-

composers, frequently does so, as in those lines of

" Death and the Maiden," which he turns into non-

sense by making them read

:

" Go, wild and bloodless man !

I am still young."

But let us, returning to Liszt's " Loreley," see

what more we can learn from it of the " dramatic "

way of composing, of which it is a fine example.^

One thing we notice at once is that the same music is

not made to do duty over and over again, but there

is different music for each stanza of the poem. Tlio

song is \.hat the Germans call " durchcomponirt
"'

—" composed right through." This is usually the

case with " artistic " songs. Furthermore, the ac-

companiment is much more important than in the

' See Mr. Henry T. Finck's collection of "Fifty J'lastersongs,"

in the "Musicians' Library," page 69.
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Silcher, in many places quite as important as tlio

voice part, or even more so, as where in the stanza

alwut the boat being swallowed up it paints the

stormy sea. Harmony is skillfully used to intensify

the expression, as at the word " sadness " near the

beginning, and later at the words " he sees but the

height." Finally, effects of " tone-color " are simi-

larly used, as where the " comb of bright gold " is

suggested by the thi-
.,
pure color of the high treble.

All these mean? of making music dramatically

expressive came first into systematic i;se in the set-

tings of Schubert, appropriately called the " Father

of the Song." Among his more than four hundred
songs are, to be sure, many lovely examples of the

simpler lyrical style, such as " Hark, Ilark ! the

Lark," ""Who is Sylvia T' and the famous "Sere-

nade"; but it was iu his dramatic " Erl-Kin.T,"

" Gretchen at the Spinning Wheel," " The Phantom
Double," and others, that he opened up a new path.

Who that has ever heard " The Erl-King " can forget

the unceasing excitement of the accompaniment, the

agonized dissonances at tl'.e child's cry, and the thrill

of horror in the recitative at the end: "Clasped in

his arms the child was dead."

Schubert is at his most appealing, however, in the

comparatively few songs in which the dramatic and
the melodious are perfectly wedded. The dramatic
style 3 its own dangers. In the Liszt " Loreley "

there is but one passage that is thoroughly charming
as music—the setting of " The air is cool, day is

waning," repeated in the last stanza. This stays in
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our memory, because it is a tune. So the aongs of

Schubert which wear best are, I think, either thot*e,

like " Hark, Hark ! the Lark," which have the magic

of perfect melody, or those, like " By the Sea," in

which lovely melody is combined with, but not over-

whelmed by, dramatic effects like the opening chords

that so vividly suggest the solemn rise and fall of

the ocean. The best songs of all are neither merely

lyric nor merely dramatic, but both.

Robert Schumann, though he wrote one song, " The

Two Grenadiers," which stands high in the dramatic

class, was first of all a lyric writer, a singer of the

simpler feelings of joy and grief, hope and despair.

More than a hundred of hi.'^ best songs were composed

in the year of his marriage, 1840, and were the out-

pouring of his happiness after the long years of lov(

that had not run smooth. They are more personal

and intimate than Schubert's; there runs througl

them that imaginative, meditative quality so strongly

felt in all Schumann's music, and there is in all oi

them his fine manliness, his perfect sincerity. Anc

what variety! Headlong passion, sweeping all be

fore it, in " Spring Night," and " He, the Best o:

All "
;
gentle faith in " When Thy Sweet Eyes " anc

the too little known " Serenade " ; tragic sorrow ii

" The Poet's Love," with its steadily advancing

rh^-thm and its magnificent solidity of harmony

and the perfect joy of happy love in " Dedication.'

To know these is to love them; and to love then

is to love the man of whose noble and generous natur

they are such a direct expression. Here are a fe^
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fientcnccs from the letters he wrote when he was com-

potiing them:

"22(1 February.

"Since ypsterday morning I have written about twcnty-

peven papes of musie [the 'Myrtheii songs, opus 2."»], and I

can tell you nothing about it, except that I hiughed and
cried over it with dehght. Ah, Clara, what bliss it is writing

for the voice!

" 13th March,

"'irre . . my first published songs. While I wa.s

compofii m I was quite lost in thoughts of you. If I

" r -^ not , .,gaged to such a girl, I could not write such

.
;

' lie— ind I mean that as a special compliment to you."

" loth May.

"I have been composing so much that it really seems un-

canny at times. I cannot help it, and should like to sing

myself to death, like a nightingale. There are twelve songs

of Eichendorff's, but I have nearly forgotten them, and be-

gun something else."

A t.jm|x)S('r whose songs—though he wrote little

else—deserve a place not far below that of Schubert's

and Sohuuiann's is Robert Franz (1815-92). His

sonjTs, nearly three hundred in number, though less

dramatic than Schubert's and less impassioned, per-

haps less inspired, than Schumann's, are almost

perfect of their kind. Their peculiar qualities are,

first, tender, graceful, lyrical melody, flowing along

suiooihly without any especially striking " eflFocts
"

and with almost none of those recitative-like passages

we noticed in Liszt's " loreley " ; seconrl, a tendency

to the quietly meditative and tlioughtfui iu expres-
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sion, tinged often with sadness ; third, carefully

worked out acconipaninients, containing many de-

lightful melodies running alongside the main melody

of the voice part, something in the " polyphonic "

style of Jiach, of whom Franz was a loving student.

In order to feel the delicate charm of Franz, you

should study carefully such a song as his " For

Music." ^ Little attempt is made here at expressing

each line or word separately. The three stanzas of

the poem are not " through-composed," but set to

practically the same music. There are no noisy

climaxes—ail is subdued, restrained. Yet the earnest,

almost religious feeling of the lover's evening

thoughts is perfectly caught, and the gentle swell of

the music as its melody rises higher and higher in

each phrase, and subsides in the last, is finely ex-

pressive. A most delightful and characteristic touch

is the little counter-melody in the left hand in the

third stanza.

Franz's fame has grown very slowly, and he will

probably never be popular. This is partly because

of the reserve of his style ; he does not wear his heart

on his sleeve, he never blusters or rants, and only

those who love sincerity and the quietness of real

feeling understand him. ^Moreover, he gives singers

80 little chance to shoAV off with long high notes and

other claptrap effects, and his songs depend so much

on a perfect balance between singer and accompanist,

which calls for skill and genuine artistic feeling, that

inferior singers avoid him. This is unfortunate; for

' "Fifty Mastersongs," page 91.
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there are no songs more jK^rtc^t in their own way,

more sincerely felt, or more classically pure in style,

than Franz's.

Since the song was raised to the position of an

independent art-form by Schubert and Schumann,
many composers have used it for the expression of

some of their finest ideas. In general plan they have

all followed the leader ; but each has also, of course,

put his own individuality into his work. Brahms's
songs, of which there are over two hundred, are, like

everything he wrote, strong, noble, full of deep and
manly feeling. Tlie broad cun-es and long-sustained

phrases of his melodies are supported by solid and
often wonderfully expressive harmony. He is never

etagey or sentimental, always direct, simple, sincere.

Edvard Grieg (1S43-1907) the composer of the

well-known piano pieces and the delightful " Peer
Gynt Suite," has written many romantic, delicately

gi-acefu] songs that ought to be oftener heard than
they are. Rubinstein, Tschaikowsky, Dvoi^tlk, Jen-
son, have all made real additions to tl " rich treas-

ures of song. The French Faure has created a kind
of song all his own: delicate, shot through with
soft color like a landscape on a hazy day. The
srtngs of two Germans of our own time, Richard
Strauss and Hugo Wolf, follow the more dramatic
st_\le of Liszt.

Tt is a pity that all these vprious beauties are so

seldom given to us pure, as the composers made them,
unadulterated by the changes or additions of the

singers who " interpret " them. No branch of music
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suffers more from its performers. The reason may
be partly that anyone may be a singer, simply by the

accident of being born with a good voice, and with-

out the long hard work and earnest thought that is

needed to become a good violinist or pianist ; and

therefore there arc many singers who have more voice

than taste or good sense. Fortunately it is within

the power of all of us to help a little toward making

singers realize what are the true ideals they ought

to strive toward, by not applauding their high notes

and their " expression " of everything but the beauty

of the melody, and by encouraging the few true

artists who honestly try to humble themselves, in

order to exalt the music.

I y
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CHAPTER XVIII

AT THE OPERA

AIN^ opera is like a song in combining music with

words that give it definite meaning ; but in opera

the dramatic element is even further emphasized by the

actors, costumes, and scenery. We not only hear the

story unfolded side by side with the music ; we actu-

ally see it going on before our eyes, acted by real

people, among scenes that seem almost real. Opera

is tins a combination of a play, or acted story, with

music intended to impress upon us as only music

can the states of feeling—the loves, hates, hopes, and

fears—of the actors ; and it ought, you would think,

to have all the vividness of a play, and all the inten-

sity of feeling of pure music. In few operas, how-

ever, if in any, has this ideal been realized. What

usually happens is that the musical and the dramatic

elements struggle against each other just as they do

in the song, only more fiercely, and one conquers

only by partly disabling the other. What makes the

fight even harder for music is that in opera it has

against it not only the needs of the dramatic element,

but the vanity of singers, each one of whom, flattered

by the audience, wishes to be the center of the whole

performance. Ko wonder it has taken the efforts
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of the greatest geniuses, like Gluck, Mozart, and
Wagner, to keep true the balance between all these

elements of operatic effect.

Taking its rise in Italy about the y^ar 1600,.

opera spread rapidly during the seventeenth century

through the chief countries of Europe. The general

plan early became practically as we have it now.
The parts of the chief persons in the story were taken

by half a dozen " principals," all skillful singers.

There was a chorus to add bustle to the scene and

volume to the sound in the climaxes, though at first

it was little used. The people expressed their feel-

ings at the moments of excitement, either singly in

songs called "arias," or together in duets, trios,

quartets, etc., called ensemble or " concerted " pieces

;

the arias had the balanced phrases of true music, and
were often in three-part form. Ordinary talk was
either spoken (as in the kind of opera called opera

comique) or sung in the rambling, unbalanced

melody called recitative (as in the opera seria). Each
nation made prominent what specially appealed to its

taste: the Italians made much of the solo singing,

enjoying the display of the voice in rapid runs and
scales ; the Germans cared more for the simple lyrical

melody expressive of inner feelings, and for part-

songs by several singers together; the French, fond

of dancing, developed the ballet, an elaborate series

of dances made dazzling by many-colored costumes

and lights.

During the eighteenth century the scheme of the

opera became set in hard-and-fast rules, planned
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chiefly for show, and paying almost no attention to
truth of dramatic effect. The principal singers, es-
pecially the soprano and tenor, had become so spoiled
by the public, who went wild over their trills and
high notes, that they ran everything to suit them-
selves, having the poor composers and librettists quite
under their thumbs. Each opera, no matter what it

was about, must have just so many arias for the
soprano and so many for the tenor. They must
follow in a certain order, and there must be just
three acts, and they must end in certain ways, as, for
instance, there must be a « grand duet » near the
end, no matter what the story. No wonder good
poets were disgusted with such an artificial arrange-
ment, and the librettos were written by cheap hack-
write.

,
who worked only for their pay. Operas

became little more than concerts sung in cos-
tume.

Thus things went on from bad to worse until the
first great reformer of the opera, Gluck (1714-87)
came upon the scene. In his " Orpheus and Eury-
dice," produced in 1762, and in later works, he swept
the old rules aside, and showed that the aim of opera
should be not to show off the singers, but to illustrate
the story. He carried out this aim in many ways:
by insisting that the libretto should be not merely a
strmg for the m-.sician to run his beads on, but a
Avell-made drama; by making the aria a truly ex-
pressive song instead of a series of vocal fireworks;
by increasing the number and impor mce of the
ensemble pieces and the choruses; by making the
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orchestra take a part of its own instead of merely

supporting the voices.

Gluck's genius was stronger on the dramatic than

on the musical side, however, and his works are some-

what lacking in variety and charm of melody. It

was on this side that his work was filled out hy that

of one of the most tuneful of all composers, Mozart,

whose operas "The Marriage of Figaro," "Don

Giovanni " and " The Magic Flute," are as fresh to-

day as when they first fascinated the world. They

are full of the flowing graceful melody of the Italian

type, in strong contrast with Gluck's noble but rather

severe style; and instead of his ancient Greek and

Roman heroes they present to us people with our own

virtues and failings. Yet they do this with a truth

to life, a vivid sense of the differences in characters

and the ways they may be brought out by the music,

that sho\%^ I- u wholesome influence of Gluck's re-

form, and removes them far from the unreality and

empty showiness of the early eighteenth-century

operas.

Mozart and Gluck were both, however, ahead of

their time: one because he was a great musical

genius whose instinct led him to effects that did not

become the common property of musicians until

much later, the other because his sense of what an

opera should be as a drama carried him beyond what

music was in his time able to do. His ideals were

fine and true, but he lacked the tools to carry them

out with complete success. The technique of music,

its resources of melody, harmony, rhythm, and or-
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cliestral color, needed to be developed to a greater

perfection before any one but a Mozart could use

tbem in a thoroughly dramatic way.

It was here that the work of the composers of the

early nineteenth century, above all of Beethoven,

came in as a powerful aid to opera. Beethoven him-

self, it is true, was not by nature an opera composer.

His single opera, " Fidelio," is a noble work because

he was a noble musician; but he was first of all a

composer for instruments, he himself said that his

melodies always came to him as if played by instru-

ments rather than sung, and his intense earnestness

made the show and artifice of the theater disagreeable

to him, while his sense of humor showed him only

too clearly the absurdity of making people sing what

they would naturally say. His influence was there-

fore indirect, and depended on the marvelous ad-

vance he made, in his sjTnphonies, in directnes and

force of expression, through both melody and har-

mony, and in orchestration.

He thus opened up the way for the " romantic "

type of opera which apfieared in Germany in the

early part of the century, and of which the most im-

portant single figure iS Carl Maria von Weber
(1786-1826). In his well-known and still popu-

lar operas " Der Freischiitz," " Euryanthe," and
" Oberon," Weber uses, instead of the well-worn

Greek and Latin stories, subjects of a more romantic

kind, based on legends of the middle ages, and spiced

with mystery and magic. To the charm of gv'psies,

ghosts, monsters, and fairies he adds the musical
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beauty of melodies of the folk-song style, more free

and full of sentiment than the old arias, of impressive

ensembles and of his richly varied orchestration,

with its mellow horns, its brilliant violins, its plead-

ing clarinets. Ilia overtures, so poetically felt, so

richly colored, are like those of Wagner true introduc-

tions to the dramas, not mere noisy hotchpotches to

open an evening's entertainment.

But notwithstanding all these fine qualities of

WeVer's work, it made at first but little impression

on the grov/th of opera in general, which was long

held back by the trivial taste of the Italians, quite

contented as they were with the tinsel and glitter of

the old style. The truth is that the audiences, es-

pecially in Italy, cared not a vvhit for truth to real

life, for genuine expression of feeling, or for artistic

delicacy; all they wanted was their idoli7''d singers

and the sentimental commonplace tunes, dressed up

with brilliant runs and tr?''-; and all kind of musical

gimcracks. And to rna' matters worse, a school

of composers arose, wi - Rossini (1792-1868) at

their head, who instead of trying to educate them

to better things, fell in with what they wanted, and

with a skill worthy of a better cause, fed them with

a more sugary diet than ever. " Rossini," says Mr.

Edward Dickinson, " had the spirit of a showman,

not of a teacher or reformer. His aim was im-

mediate success before an unreflecting public, and he

cared little for the lasting value of the means em-

ployed. For about twenty years he was entertainer-

in-chief for ail Western Europe."
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Yet even Rossini had his merits. To "give the
devil his due," we must admit that he raised the
standards in some ways. For one thing, he curbed
a little the power of the singers, who had been so
long adored by the public that they had grown to

think they could have the say about everything. IIo
no longer allowed them to decorate their arias to suit
themselves

: he insisted that they sing what he wrote,
though this was usually just as emptily showy as
anything they could have put in. lie removed the
sopranos and tenors from their thrones, and gave the
altos and basses a cliance. lie increased the numWr,
importance, and dramatic interest of the concerted
numbers. Above all he took more pains with the
orchestral part, giving it some individuality and
strength of its own. In his two masterpieces, " The
Barber of Seville " and " William Tell," which are
still played, he made his people more real and his
plots more interesting.

Bellini (1802-3.5) and Donizetti (1708-1848)
wrote in the same style as Rossini, but in place of
his empty brilliancy and claptrap sensationalism we
find in them more sentiment. This sentiment is

usually of that shallow kind which is better called
" sentimentality," but so far as it goes it shows a
tendency to make music for the sake of expressing
feeling rather than of morely tickling the ears and
dazzling the eyes. But even in Bellini and Donizetti
ofjcra was sunk to a pretty low state.

In France matters were somewhat better—not very
much. Paris became the chief operatic center of
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tho world through the lalwrs of Glurk, and attracted

to it men of so many different nationalities and nuiji

cal styles, such as the Germans, Meyerbeer and

Offenbacli, and the Italians, rhrnibini, Rossini, and

Spontini, that it was like a seething' po* i^^o ^^^'''^'

a little of everything is Mirred. K' one style takes

,', :. ;.. .8 in Italy. Aad altho'igh the French have

Tiii'urally more dramatic -^nse than the Italians, thoy

vill p\it up with just about as much artificial glitter

ni'l surface display, of a slightly different kind. In-

^tf ;id of sentimental melody and vocal flourishes they

demanded elaborate scenery, gorgeous ballets, and

subjeft:^ drawn from history, but treated with a pom-

pous grandeur through which sincere feeling could

hardly make itself felt.

Of this pompous style are the operas^ of Spontini

(1774-18.51), of which " The Vestal " made a great

success in Paris in 1S07. Spontini seems to have

really tried to improve the taste of the public, both

musically and dramatically, but his music was too

hollow, too strained and artificial, to < njoy long life.

His example was followed l)y Eossir in his " "Wil-

liam Tell," and by others, of whom the most suc-

cessful was the clever Gerr^an Jew. Meyerbeer

(1701-1864), famous for his operas "Robert the

Devil," "The Huguenots,'* and "The Prophet,"

While he possessed real instinct f>r dramati'- effect,

and particiilarly for the dramatic use of the orchestra,

knowing how to picture the h-rible and grewsome

in a way to make the flesh creep, Meyrrlieer was to..

fond of gaKdy spectacle, and too wiiiing to couie
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down to his audiencps' level of taste instead of draw-
ing them up to a higher one. lie lacked refined feel-

ing, and preferred surface glitter to genuine heauty.

The fatal defect of grand or serious opera in

France was it-s pretentiousness and insincerity. Its

composers made a display of hr- ic feeling, but in

their hearts thty were working not to e.^pre.--; them-
selves, hut to gain money. Art would have been
in a bad way had not the lichter type of opera
comiqut brought into play all that is best in the

French hara* r—its irayety, delic;i --, and wit--
while discouragi -ig its t ndency to pose and swaggc r.

The spokrn dialogue v.i. eh used to be tlie sj^-ciul

mark of the comic opera gave way in time to r<^ci-

tative, and in other ways its out( r form approai d
that .)f grand ofx'ra ; but its spirit was distin.-t, for

it treated stories of a romantic or hum .rous kii^l

rather than "battle, n)nrder. ar*' sudden death"
and it cared more for ch rm than for .. ipressivene^..

In the hamis of Boieldieti (77.' -183 I and later

of Anber (1782-1871) and F.'rold (1 -1833) it

Wame a form'dable rival of gr ri, iper Still later

It \va ma-I even m.re pung< .i an] .s.iarkling, if

rather trivial, by Offi.Jnich 1H19-8 ») an.^ others.

Optra thus sprea-i iron iialy all over Europe
dnrint: the eighteenth ai i f .rjy nineteenth centuries.
J: became so enormousJ i_n)pular that not only the
geniust -, but all mid iling good composers wlio
lonired for Avealtl or ai • jna.le it their business to

wriie for tlif sta; Th- result-, as we iiave >en,

were nut entirel;> go-d. "' need of pleasing the
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public, a public in which those who merely wished

to be entertained far outnumbered the true music-

lovers, led the Italians into sacrificing everything to

the singers, and the French into caring chiefly for

magnificence of outward effect. Yet even the most

" popular " composers had done much by the way

toward increasing the resources of the musician, es-

pecially in the matter of orchestration ; and at least

one type of opera, the romantic opera of Weber, had

opened a path toward more human subjects and a

more sincere way of treating them. What was now

needed was a great genius who could take all the

means that had been gathered together, and use then

in the service of a finer ideal. He must have a keen

sense of both dramatic and musical effect. lie must

be a master of the orchestra. He must be an earnest

and understanding student of the new means of

musical expression that had grown up outside the

opera, through the work chiefly of Beethoven.

Above all, he must be a man sure enough of his

aims to stick to them through years of misunder-

standing ; he must have courage and patience to fight

poverty, contempt, envy, and the indifference of the

careless crowd. He must combine the skill of a

genius with the devotion of a martyr. . . . Such a

man now appeared. His name, as you have probably

guessed, was Richard Wagner.
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CHAPTER XIX

AT THE OPERA {Cordinued)

'^U''AGNER'S vast life work is so various and
» » many-sided, it contains in itself such dif-

ferent and often conflicting elements, and his endless
theorizing about it in his letters and articles have
raised about it such a cloud of problems, that a clear
idf of it as a whole is exceedingly hard to get. We
cannot attempt here to touch on his theories, fre-

quently vague, of polities, religion, and other phases
of life only indirectly connectt 1 with music. All we
can do is to get some notion of the new ways in
which he sought to combine drama and music in his
operas, or, as he preferred to call them, music-dramas.
Even here there are many contradictions. Most

of these can be traced to the fact that while he him-
self believed that his aim was to make the drama
the main thing, the master, and music the servant,

yet his greatest powers were after all musical. From
this we may start, and to this we shall return.

In criticising the Italian, French, and German
schools of opera that we have been studying, Wagner
says in one of his books that in them the musical
effect was always the end, and the dramatic effect
the means, whereas the dramatic effect ought to be
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the end, and the music the means. It was in order

to bring about this new balance (similar, you see,

to that for which Gluck worked) that he made his

sweeping reforms.

First, he wrote his own librettos, in order to have

all the materials of his art in his own hands. These

he based not on historical events, which ho thought

contained too many commonplace doings that would

not mix well with music, nor on incidents of his own

time, which were so near at hand that the audience

would take them for themselves merely, and not see

their lessons, their poetic suggestiveness, by which

Wagner set much store. Instead he took the stories

of life in the middle ages, containing gods and

goddesses, fairies and monsters, as well as men and

women, which he found in the old German legends.

Thf se he valued not only for their dramatic interest

as exciting stories, but because they could be taken

as allegories, representing the deepest facts of men's

life in all ages. He was intensely earnest in his

beliei that the musical drama should be not merely

an entertainment, but a lesson, an inspiration to

nobler living.

Secondly, feeling that the persons of the drama

were important only as bringing out its meaning, he

swept away all the customs that had made the singers

the main thing. More and more as he went on ho

replaced the old series of separate musical numbers

—arias, duets, choruses—by a continuous flowine

musical speech, without stops and without definite

" tnncs," a kind of declaiming which adapted itself
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by Berlioz in his programme music, and even by

Mozart. What was new was the importance Wagner

gave to them as the musical threads binding together

what without them would have been vague and form-

less, and the wondrous skill with which he makes

them grow, just as Beethoven does in his symphonies.

He himself said that his music was the Beethovenian

music " developed, expanded, and applied to dramatic

purposes."

Finally, Wagner tried to make the scenery and all

that appealed to the eye in the stage spectacle, serve

the story as obediently as the music. The display of

Meyerbeer for its own sake gave place to equally or

even more elaborate effects intended to strengthen

through the eye the impressions made upon the ear

by the music, and on the mind by the poetry. We
may not go so far as Wagner in thinking that his

" composite art," of which music, poetry, painting,

sculpture, and so on are only minor parts, is more

perfect than any one of these arts alone, but at least

we must admit that with this composite art he has

accomplished wonders. How skillfully does he

enhance the effect of scenery by music in such a

passage as the famous fire scene

!

One of the most wonderful things about Wagner

is the patient experimenting by which, beginning in

the manner of the Spontini and Meyerbeer French

opera in his " Rienzi," in 1838, he gradually felt his

way, not without many false steps, to his own mode

of writing, which was not thoroughly developed until

sixteen years later, in " Rhinegold." He had no
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models to go by ; he had to be, as son. ^one has vividly

expressed it, " his own ancestor." Thus in " Rienzi "

there is much of the hollow glitter, the pompous pre-

tentiousness of the French grand opera ; in " The
Flying Dutchman," which came next (1841-43), the

use of leading motives is foreshadowed, but they are
merely repeated rather than developed ; in " Tann-
hauser" (1843-45) there are still musical numbers,
such as Elizabeth's prayer, the pilgrims' choruses,

and so on, that are complete in themselves; and in
" Lohengrin " (1846-48) for the firat time the music
is an almost unbroken stream, and the leading
motives are used with complete mastery.

During all this early time, too (he was born in

1813, and was thus thirty-four when he finished
" Lohengrin ") Wagner had to face not only these

artistic problems, but the indifference of the public

and the contempt, later growing into jealousy, of
other musicians. His ideas were so new, and he
followed them so doggedly, using little tact with
those who did not sympathize with him, that he made
bitter enemies. His vast creations were so expensive
to put on the stage that even friendly managers were
frightened off. In Paris, in 1839, where he had
gone to try to get "Rienzi" performed, he was
reduced to such poverty that he had to make arrange-

ments of popular operettas for publishers and write
articles for the musical papers in order to keep
himself and his wife from starving. And after
" Rienzi " had been successfully given in Dresden,
and he had been given the post of operatic conductor
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there, matters were not much better; for his duties

kept him so busy that he could find little time for

his own work, and when he did produce " Tann-

hauser " it was not understood. In 1849, moreover,

he got into political difficulties, and was exiled from

Germany.

At this time he was in despair at the failure of the

public to understand his aims, " I was thoroughly

disheartened," he says, " from undertaking any new

artistic scheme. I had had proofs of the impos-

sibility of making my art intelligible to the public.

... I thought everything was at an end with my

artistic creativeness." Changing his tactics, he de-

voted much of his time during his exile to explaining

his aims in a series of books and articles. But

nothing could long keep him from his music, and

becoming fascinated by the old legends of the Nibe-

lung dwarfs, the Rhine maidens, and the gods and

goddesses of Valhalla, he now began work on what

finally became his great " Ring " tetralogy, or group

of four dramas—" Rhinegold," " Siegfried," " The

Valkyries," and " The Dusk of the Gods."

The composition of these was interrupted in 1857

by work on " Tristan and Isolde," considered by

many his masterpiece. It was written in response to

a tempting invitation from the Emperor of Brazil to

compose an opera for the theater of T de Janeiro.

As usual, the immediate result was bitt disappoint-

ment, the work proving so difficult that it was refused

for performance, and remained many years in his

desk. For a while there seemed a chance of getting
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" Tannhauser " produced in Paris, but this, too, ended

in failure. Poor and discouraged as he was, Wagner

now wrote the most joyous and delightful of all his

music-dramas, the immortal " Mastersingers "—

a

wonderful instance of the way genius rises above its

worldly surroundings.

Nevertheless at this time Wagner was desperate.

He had made up his mind to give up the long

struggle, to abandon composing and retire to Switzer-

land, when at last his luck turned, and he was in-

vited by the young King of Bavaria to go to Munich,

and continue his great work in peace. Though his

troubles were not quite ended, this was the begin-

ning of better times which he had amply earned. A
splendid theater was especially built for him in

Bayreuth, and in 1874 the " Ring " cycle of dramas,

which he had finished two years before, was given

with great splendor at the first of those Festivals of

Bayreuth which have since become such an important

part of the musical life of all Europe. The master,

now admired as much as formerly he had been

ridiculed, completed his work with the deeply

religious " Parsifal " in 1882, and died a year later.

A noble life it was, and as stupendous a work as

was ever done by one man. Of course, like all

human work, it is not flawless. In spite of Wagner's

high ideal of truth to life in the drama, he was fond

of stagy theatrical effects that jar on the best modern

taste. His dragons, and swans, and other elaborate

machinery often verge, to our eyes, on the ridiculous.

He seems to have been curiously unimaginative, and
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to have had to have every element of his drama actu-

ally visible on the stage. On this side, as Mr. New-

man ix)int8 out, " the modem world is undoubtedly

moving away from him." The morals or lessons of

his dramas, too, the truths of human life that they

are meant to suggest, are often forced and false—in

a word, sentimental. His talk about " regeneration

through love," " redemption," the " turning of the

Willed-not into the Non-existing," and " man in

the myth," is more and more felt to be what the same

keen critic calls ** moonshine."

A still more serious difficulty is that with all his

genius Wagner could not quite solve that old problem

of the perfect union of music with the drama

—

probably because it is insoluble. His aria parlante,

or spoken song, for the voicf.s, was a makeshift, a

compromise between the dramatic untruthfulness of

making people sing times by way of conversing to-

gether and the vnusical ugliness of letting them talk.

It was a far better plan than anyone else had thought

of, especially when musically strengthened by the

leading motives in the orchestra, but that it was after

all a makeshift is shown by the fact that in the very

finest passages of Wagner such as Isolde's great love-

scene over Tristan's body, the voice part is not

essential to the music, it is, so to speuk, stuck on

afterwards. The orchestra is the maiu thing, pre-

cisely because the orchestra has those phrases of

definite balanced melody that Wagner sought to

abolish.

The contradiction at the root of Wagner's work
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is indeed just this: that its supreme strength and

beauty is due to exactly those musical elements that

he thought ought to be not the end but the means.

As a thinker, a philosopher, his importance is steadily

waning ; as a dramatist he has serious shortcomings

;

it is as a musician that he lives and will live. He
is one of the greatest melodists of the world; think

of the variety of expression, the beauty of line, in

his great melodies; in the Pilgrim's Chorus, in the

love duet of " Tristan," in the massive " Meister-

singer " Overture, in the lovely spring song in " The

Valk"Ties."

A a master of harmony he is almost more re-

markable, and his influence is to be found in all

modern music When he wishes he can be as strong

and as simple as Beethoven, using the common chorda

of our ordinary scale with overwhelming effect in

the wedding march of "Lohengrin," and on page

after page of the " Mastersingers." On the other

hand, he did more than any other single musician to

show the expressive power of those groping harmonies

moving along the "chromatic" scale of half-tones

and passing freely and yet firmly from key to key,

which give " Tristan and Isolde " an atmosphere all

its own.

In the mingling of several melodies at once in a

complex web, with a skill equal to that of Bach and

yet with a splendor of effect thoroughly modem, as

in the famous passage in the " Meistersinger " Over-

ture, he is unique. His rhythms are so various that

each of his hundreds of leading motives has its own
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distinct "profile." II 13 treatment of these motives,

the way they are made to grow and change, in-

troduce into opera the living, hreathing music of the

Beethoven symphony. He handii^d the ' '^hestri' with

absolute mastery, and enlarged it uiut it became

rather a group of orchestras, of contrasting tone

colors, than a single one. In shf»rt, Wagner has

passed all the elements of music through the crucible

of his marvelous mind, and they have come forth

possessed of strange powers and new possibilities

which are not yet exhausted. With Bach and Bee-

thoven he must always stand as one of the supreme

musical creators.

The only serious rival of Wagner is that most re-

markable of Italians, Yerdi, who was born in the

same year, 1813, and died in 1901, producing one

(.f his finest works, " Falstaff," when he was eighty

years old. Beginning with works in the shallow and

flowery style of Rossini, though of greater dramatic

force,\uch as " Ernani," (1844), " Rigoletto

"

(1851), "II Trovatore" (1853) and "La Tra\'i-

ata " (1853), Verdi constantly deepened and refined

his way of writing, until in his " Aida " (1871),

"Otello" (1887), and "Falstaff" (1893), he pro-

duced music-dramas as closely wrought as Wagner's,

though in no sense imitations of them.

In recent years operas have been produced in great

abundance and in a bewildering variety of styles by

German, French, and Italian composers, compara-

tively few of them uninfluenced by Wagner in one

way or another. The most popular of all these are
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undoul'tedly liounod's Faust," which with its ? ig-

ary luelu ly went straight othe public hi art and haa

bctn heard one tliousand times in Frau( aloiir, and

the mui^ioally much finer " Carmen" of tl^e unfortu-

nate Frenclnnan, Bi/cf, who died unappreciated the

very year it appeart-il '1875). The highly silled

Saint-Saen.s and Masj^ciu t have als< made successes

with "Samsoi and l)ciilah," auu " Manon Lesii aut,"

respectively, as well is wiH ni; iv others. Char-

pentier has sprung intn fame with his '* Louise," a

picture of lif> in jt'aris to-lay, higl !y realistic, and

Debussy with " Pf^llcas et MflL-..nde," an opera

as far removea irnii i • re: ! > pos-'ble.

The Germans lun natur.My imit ed Wagner

more closely, c«peciali} lliuiijicrduick in his delight-

lul " lliinsel und Gretc! " lias«(i on the lairy tale of

Grimm and making free \i-^r> of German folk-songs.

Richard Strains has increased Wagner's already

gigantic orchestra, and L is chosen, in his iiiuch-

talked-of "Salome" and ' Elektra," subjects full

of horrcT and crii, < . Peoi)le have such a strange

fondness for being shocked that they have rushed to

see them, but in spiff of the great musical and

dramatic skill they s.iow it seeiiis doubtful whether

they will live.

The younger Italians, tnu, ha e profited by the

fondness for the horrible, the exciting, and even the

coarse. Mascagni's most jwpular " Cavalleria Rus-

ticana " makes up in " thrills " for what it lacks in

musical beauty ; it m ives swiftly, it shows the fierce

loves and hates of uncoiitroUed natures, and it
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enda with a murder. Leoncavallo's " II Pagliacci,"

though more worth while musically, belongs to the

same so-called *' realistic " school, as do also Puc-
cini's "La Boheme" and "Madame Butterfly."

The popularity of such crude and sensational methods
suggests that opera is in danger of relapsing into the

low state from which Wagner temporarily rescued it.

Will some new genius come to raise it again ? We
cannot tell ; but at least we may prepare ourselves to

give him, if he does appear, our intelligent support.
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CHAPTER XX
CONCLUSION

I'N the early chapters of this book we took a view
* oi the most general qualities of all music, with

the object of seeing what were its most characteristic

effects, found in all its branches, and marking it off

from the other arts. Kext, by fancying ourselves at

concerts of various kinds, we got a nearer view of

some of the more important special departments of

music—piano and orchestral music, the song, the

opera. In all this study our aim was to sharpen

our attention by finding out differences, and to cul-

tivate our taste by distinguish'*"^ the better effects

from the poorer. It now remain? to ggther up the

threads, to sum up very briefly what we have learned,

perhaps adding a touch here and there where our

mode of study has left gaps.

I think it h&g come out pretty clearly as we have

progressed that the division of musical effects we made
in the first chapter was a sound one. Music, we said

—all music—appeals to us in three ways : it appeals

to our ears by the sensuous beauty of its sounds, to

our minds by the beauty of its shape, both in single

melodies and in the fonns into which they are built,

and to our feelings by its power to arouse moods,

237



r^'iff

i

IP

,;ifipi

k

£ 1

X Guide to Music

and also to some extent to suggest the actual sur-

rour 'lings of our everyday lives. Anything more

which it may seem to do we shall usually find on

examination to be due not to itself, but to some other

art with which it is coupled.

In opera, for example, music is coupled with

poetry and with drama, and in Wagner's music-

dramas even with painting, sculpture, dancing, and

other arts. In the oratorio a similar use is made of

pwtic and dramatic help in the illustration of

religious stories. In song, poetry alrne is the com-

panion of music. We should try to see clearly in

all these cases what part of the effect is due to the

music itself, and what part to other elements.

We may also go a step further now, and state a

truth that I hope has been becoming gradually clearer

—that those forms of music are the finest in which

the purely musical elements count most, and other

elements least; and that moreover among these purely

musical elements some are more important than

others, the one we can least afford to spare being that

beauty of form which appeals to the mind. And

this at on{>? explains the need of educating our taste,

since precisely this most musical of qualities is the

one hardest to appreciate, while everybody is more

or less sensitive to pleasant sounds and to the appeal

to the feelings, and even absolutely unmusical people

find much to enjoy in opera, oratorio, and song.

What we as music lovers wish is to grow ever more

sensitive to the rarest, most spiritual part of music,

to enter i?.ch day more completely into the com-
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panionship of the finest thoughts of the greatest

minds.

How necessary study is to such progress we can

see on every hand. What is the most " popular

"

branch of music ? Undoubtedly it is thr- opera. And
what are the most popular operas ? Either those of

the flowery Italian school that by their vocal orna-

ment tickle our ears, that is to say, make the sensuous

appeal more than any other, or those that through

exciting stories, as in " Cavallcria Rustieana," or

gorgeous spectacles, as in much of Meyerbeer, appeal

to instincts in us which are not musical at all. In-

deed, my point is amply proved by the fact that the

ordinary man or woman, on coming out of the opera,

talks not of the drama, still less of the music, but of

the singers! As if after reading a great poem we
should talk only of tlio pai)or and the type.

In songs the usual taste is no bettor. The singer

is still in the foreground, and the favorite songs of,

sa}', Schubert, are not those of perfect musical beauty

like "Hark, Hark! the Lark," but those which, like

the " Erl-King," tell an exciting story. All this is

of course perfectly natural. We all, as human
beings, like a story, while comparatively few appre-

ciate a perfect melody or a well-rounded form.

In orchestral music, even of tlie '' programme "

kind, outside elements take a less important part, and

the music is the main thing. Yet even bore wo find

some of the same conditions. In the first place, there

is a strong tendency to read into even a symphony

a story of some kind, or at least a series of pictures,
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which really have nothing to do with it. This would

do no great harm if it did not distract our attention

from the music itself, and lead us to forget that

music is a language, so to speak, that cacnot be

translated. A melody by a great composer means

just that melody, just those tones, and nothing else.

Let us not spoil it by cloaking its immortal beauty

under our rag-tags of " interpretations." In the

second place, the marvelous richness and variety of

tone in the orchestra is in itself a danger. The

composer without ideas seeks to cover his poverty

by a gorgeous robe of sound, and the thoughtless

hearer is too willing to let him. Good taste, on the

contrary, insists that there must be beauty of melody

and harmony, and that even when an orchestral work

is robbed of its color by being arranged for piano,

as when a painting is photographed, something must

remain. A composer said to me recently :
" I am

writing piano pieces now. It is good practice, for it

can't be done without ideas."

Yet even piano music has its own dangers.

Though the piano has less variety of color than the

orchestra, it is capable of many effects, such as pearly

runs, dazzling feats of rapidity, and the magic of the

pedal, which delight the ear more than the mind.

It was the fondness for these that led the pianist-

composers of about 1830 to write all those shallow

" fantasias " oi. operatic airs, enveloped in sparkling

scale-passages, that have now happily gone out of

fashion. Even the masterly Liszt was not superior

to such tricks.
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The prominenoe of a single person is also a danger'

of piano music. Just as the average concert-goer

thinks only of the singers, the average recital-goer

is apt to think too much of the personality of the

pianist, of his hair, his necktie, or his wriat action.

Some famous virtuosos have unfortunately not
thought it beneath them to encourage and profit by
this curiosity about their persons, degrading as it is

to their art. Such men choose for their programmes
only pieces that will show off their dczrterity or their
" temperament," with the result that many of the

purest gems of piano literature, such as Brahms's
noble intermezzos, capriceios, and rhapsodies, are
hardly ever heard in recitals at all. But there is a
pleasantcr side to this as to all pictures. A few
really great pianists lose themselves entirely in their

work, and play with quiet sincerity what they know
to be worth while. And if the public does not under-
stand them at first, it comes round to them in time,

and adds admiration to respect

If we look for the type of music in which all these
lower eleuients of appeal to the ear alone, or to the
interest of a story, heard or imagined, or to curiosity

about the personalities of performers, are reduced to

their minimum, we shall find it, I think, in chamber
music, or music for small combinations of instru-

ments of which the string quartet of two violins, a
viola, and a violoncello is the standard group. While
there is plenty of variety of tone color here, the over-

whelming effects of the orchestra, which drown
thought in sound, are impossible

;
pieces with " pro-
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grammes," though occasionally met with, as in the

Bohemian Smetana's beautiful quartet " Aus meinem

Leben"—"From My Life"—are rare; and the

players, instead of standing out as individuals, are

merged in their common work.

All the great masters of pure music have con-

tributed to this purest of its forms, the string quartet,

of which Haydn is called the father. What wealth

of unalloyed musical delight is to be found in the

ever-springing melody, the intricate yet clear tissue

of interweaving voices, the deep yet quiet feeling, of

the quartets of Mozart, Beethoven, Schubert, Schu-

mann, Dvorak, Tschaikowsky, Brahms! And if one

wants a little more variety of tone color there are

the quintets in which the piano is added to the

strings, of which Schumann's is a famous example,

and there are, for smaller groups, trios for piano,

violin, and violoncello, and sonatas for violin or

violoncello with piano. The older one gets, the more

familiar with it one grows, the more delightful does

chamber music become. It is almost the only form

of music that never grows wearisome.

Another high type of music, now unfortunately

little cultivated, is that found in the noble organ

works of Bach and Handel, and in later times of

Mendelssohn, Rheinberger, Cesar Franek, and the

French organists of to-day like Wider. Although

the organ is played by a single man, it has the voices

of a multitude; and owing to the nature of its

mechanism it is less minutely expressive than the

piano, less responsive to the player's touch, and for
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that very reason more grand and superhuman. If
we were to try to get as near as we could to our idea
of the music of the spheres," we should probably
have to choose one of Bach's great organ fug,ies.
But at present our average taste, at least in America
IS not fine enough for such a severe style; we prefer
ntimental anthems, and even arrangements of op-

eratic and orchestral pieces, with plenty of "tre-
molo " and solos for fancy stops.

We should not, however, speak contemptuously of
any musical taste which is sincere and open-minded.
It IS far better to have a real love for Sousa's marches
and the waltzes in the latest light operas, yes, even
for rag-time," than to rave over Debussy because
he IS the fashion. The Ix^st qualities we can have in
our relation to music are honesty and open-mindcd-
ness: honesty that keeps our taste true and whole-
some, however crude; open-mindedness that is willing
to learn better standards when they are pointed out
^^herever we start, we shall advance, I think, pro-
vided we have these qualities, in the direction of
preferring pure music to that which is alloved, and
of loving best not what most deliciously or mJst richly
teeds our ears, or what most violently stirs our feel-
ings, but what gently thrills us with its divine beauty.
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